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The Graffiti Art M ovement in Dakar

LESLIE W. RABINE

Abstract: While the graffiti artists of Dakar acknowledge the influence of the U.S.

hop-hop movement, they also trace their beginnings to their own Set Setalbe clean

make clean) youth movement of the 1980s. Graffiti artist Mad Zoo explains that

young Senegalese w&J I wUIl Ux OOCEDPOT wUOOWEOwW?1 Ul PEEOQWEUDPUDPU> wb
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have the right to make it dirt a 6 80 [the participants of SetSeta] decided to go and
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responsibility for the collective ownership of the public walls. They make graffiti art a

force to cleanse and beautify the disintegrating spaces of their culturally rich but

economically impoverished city. Aesthetic creativity, inspiration, technical ingenuity

in the face of adire lack of resources, and communal solidarity | these are enduring

values in Senegalese culture.The graffiti artists both preserve and transform these

inherited values to make them serve a globalized, urban society in economic crisis.

Introduction

Pioneer Dakar graffiti artist Big Key (Thierno Moussa Sane, b. 1981%tretches his tall,

muscular frame from the floor of the studio where he has been sitting. A windowless, ten -

by-ten-i OO U wU O OO O wb O wéylitk -ta@ilineat cBrorEtd uildingd, ¢he studio opens

on to the interior courtyard where women do cooking and laundry. The building is in one

of the mazes of sandy lanes off the paved thoroughfare of the crowded ParcelleAssainies

neighborhood. Like many young Dakarois men who rent such rooms, Big Key has

furnished it with a mattress, a TV, and his used laptop. A single twenty -watt bulb provides

the only light. Piercing the gloom, his portraits, with their brilliantly colored, free -swirling

brush strokes, line the walls.

| ask BigKeyase®D O1 Oawll ET OPEEOQwW@UI UUDPOOO ww?' ObpwEOwa (

PPUT wUxUEaAawxEDPOUY 2 ww! UUw! BT w*1T aOwbl OQwUx1T EOUwI UOC
"T Ul wbl wEOOz Owi EYI wi OOUT T wgUxUEaThat EPOU¢ WEOO
teaches you alot because with the experience of managing what you have,
you can do better. In Europe, there arespray cans with several [tones of each
EOOOUZOwUOwWPUzUwl EVaABww' 1 Ul wUOT T Ul wOPTT OwET wU
gradation of tones, you have to know how to use the equipment. You take a
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UPET woOl wUTIT T wUPxwWEOEwWxUI UUwoObPT T UOadww(UzUwWEW
pathetic equipment. With few means, you have to have a lot of experience.!

' DT w* T azU0waoduOblT 1 UWEOOOI ET UleMouias Eail, b.RIBHWE UUD U U w,
expresses thisdeeply held value as anadage:? 6 ( 3' w%$6w, $ - 2w( -2/ (1 3(. -1
, - &%2w3. wH#. w&1$ 3w3' (-&206663"' 3ZCreativityl (" - w( - &$
inspiration, technical ingenuity in the face of a dire lack of resources| these are enduring,
values of Dakarois culture that tailors, auto mechanics, dyers, fabric designers, and young
computer geeks have expressed to me during two decades of my research in Senegal.

Pioneer graffeurGrafixx aka Afia (Omar Diop, b. 1985) talks about this val ue as it guides
b O U x b U'BUth& 3@ suggests how difficult it can be to ward off discouragement. Many
graffeurswarn:? ( | wb Uz UwOOOI1 a udnterkrafiii xybulriay as wedl gddou U O w
UOGOIT U1 POT wl OUT d w8 OU wi E Y ButGeinx 4 Sacrdic@dirbre thEn0 UD OO wi D L
others. A protégée of the legendary rapper Matador since his teenage years in the low
income banlieueof Thiaroye, Grafixx left Ewx EaDOT wNOEwUOwlI I Ox wi OUOE w, EC
hip-hop arts center in 2006 He has worked as graffiti director for eight years without pay :
27T 1T U1l wi EYT wET 1 OwEEaUwpkT 1 Ow( wi EEWEWOO0wOi wbOUxPU
example, materialsi OUwUT 1 002 wi I wUEAUOWEUUwW@UPEOOAWPEUEUWO
OOUT T wEUOw( zY!l wf 661 wEl aO0OEwWUT EUS »

Grafixx joins the value of creative ingenuity to overcome lack of resources to another
Senegalese value. He works within an ethos of communal solidarity. Docta (Amadou
Lamine Ngom, b. 19750 wb O Ul UOEUDPOOEOOCaAa wOOOP Owl UEI I PUPWEUUD|
OOYI 01 OUOwWI OxT EUP&T UwUT PUWEUwW21 01 T EOz Ui UUEDPE OuwC
hop networks:

We are really socially conscious, super engaged by what goes on around us.
Furthermore, our hip -l Ox wUIl OE B O U w x-hop forbthe eofnqieyuitE wi B x
El i1 OEUwUT 1T wEOOOUOPUAWESEwWOUUUWUXxT EOQwi OUwOT 1
this, itno longerhasaUE D U OO wE z + OUI
# E O E gyaffélisstart from and constantly return to this inherited foundation of aesthetic
creativity, technical ingenuity in the face of need, and communal solidarity.

Modernizing Inherited V alues of Senegalese Qulture

How do the artists reshape these foundational value s and make them serve a globalized,
urban society in economic crisis? To begin exploring this central question of the essay, we
need to take into account a serendipitous accident of history that has enabled thel UET | 1 UUUz
mission. Graffiti has never had an illegal status in Dakar. Every dictionary definition of
TUEI I PUPwW( wi OUOEWETI 1 POUwPHPUT wlUT 1T wOOUPOOwWUT EUwD U
61 UUI UOWEDUDPI UOwWOI I PEPEOUWI EYIT wWEUI EUI EWEWEDUUDOE
2 Y E GEAERD T 2 diButicDakak) thBuch distinction has ever existed. Anyone can
openly do graffiti on a public wall.

This unique advantage makes Senegal, accordingto Docta? UT | wx EUEEDUI wOIl wl UE
? 3 Tglys [in other African countries] tell me, oh, Senegal is becoming the paradise of
TUEI I PUPS ww6el wEOOzUwl EYT wd wd wd wUT T whOUUAwWUT ECQwPT
you to arrest you. On the contrary, they are going to appreciate what you are doing and say
wow! 0T EUzZ UwET EUUEIUWES w OB OB i0RWE O U uiekddufidin theup OUOwP | 7
beginning until today 8 *Officials, businessmen, and neighborhood people support the
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graffeurs They all see graffiti art as a force to cleanse and beautify the disintegrating spaces
of their cultura lly rich but economically impoverished city. Expressing a vision of graffiti
that might seem strange in the U.S.,graffeurTriga (Youssoufa Touré, b. 1985)UE a Uo w? 31T 1 Ul wE
nothing more noble, noting that a public place is unsanitary and coming to make it
1 EODOT ad~»

#EOEUz Uwl VUET I PUPWEUUDPUUUWI EYT wUOUI EwUT I PUWEEEDE
inherited values of their community. To explore the question of how they do this, itis
helpful to first envision the urban environment in which the graffeurstake up their historic
task. + 1 Uz Uwi @rarféubstom Wallitouwall during one of their collective graffiti events.
# EOE Uz UBestigré®EOWl hyyDwl0&? I wil UUBYEOwWOHWUT 1 wg 1 UE
remains the influential prototyp e of such events*

Docta, who leads Festigraffthrough his organization DoxademSquad, explains its
original purpose. A proud hip-hopper, he opposes the common conflation of hip-hop with
rap: When people talk about hip -hop in Senegal, they are only talking about rap. Rap is not
hip-hop. Rap is a part of hip-hop. And the other elements of hip-hop are almost non-
existent. Why? Because there are no events which, properly speaking, showcase this whole
[graffiti] formof 1 B x Ul U 1D we® fedessary to haveour own event.? For the highlight of
the ten-day event, the artists collectively perform mural painting on three successive walls. *3
At about 10:00 A.M on the first day of painting, young people begin converging at a seven -
foot concrete wall lining the paved thoroughfare of the HLM Neighborhood . Between this
wall and the wide busy thoroughfare, runs a well -used athletic track as well as aubiquitous
landscape feature of Dakar. This latter consists of a wide stretch of sand, studded with
weeds, strewn with rubbish and rutted with stagnant puddles. Fifteen to twenty young
EUUPUUUWEUI wNODPOI EwEaAaw?ExxUI OUPEI U» wbhi OwEUIT wOUaAE
the artists. Awaiting the arrival of Docta, the graffeursgather around the equipment th ey
will use: a carton of the low quality spray -paint cans, large cans of acrylic paint and gesso,
pails, brushes, and rollers. Before the graffiti can happen, the apprenticescleanse the are.
Taking up shovels and wheel barrels, they begin to collect the rubbish and fill in the pools of
stagnant water. The most experienced artists begin to mix the gesso with which they will
whitewash the walls before painting them.

VDWwEEOUUwhhoYYw 8, dOw, EEwW9OOwT EUT T UUwUOT T weuubl(

and preferring the term ? Ul x Ul Ul OUE grafféirs@ D wWWE D @@ U P uNiad Zob UEUD OO O
THPYT UwOT T wEUUDUUU wUO T AwResigraftdu B wROd 111 adsenfraseiwx FEubCDA 8
message intended to inspire the population to positive action. As a practice, it also
1 OxT EUDPA&T UwOT 1 WEOOOTI EUDYI wi OT ETT Ol OUwOi wOT 1 WEUUE
I OUWEUWOOOT WEUwWPUWUEOI UOWEOE wa OU wbdi@@neWorg ET 1 ESJ 2 u
of the theme or aperso(character). When thegraffeuis spread across the wall, those painting
a word and those painting a persowill alternate with each other. Finally, the graffeurscan
approach the wall and start to paint. The air itself seems to exude their intensity.

The process seems magical as it ambines this strong will to collectively influence the
x OxUOEUPOOwWPPUT wli EET WEUUPUUZUWEUET OCwi i1 OU0wlOwI
I RxUIl UUPOOwPIT PET wET OUG the)daygdas BnHgms bk inkevs @hbrifidr U U a & »
along the track, kicking up clouds of dust to the annoyance of the artists. Groups of
children, sometimes led by their teacher, come to watch and, if they are lucky, paint a few
brush strokes. Journalists, photographers, videographers, and members of the Dakar art
sceneE OOT wUOOwhPhOUOWOUWOPEPU&AB ww3T 1 wEUUPUUUWEUT wbO
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comment and critique, make suggestions, and lend each other a hand. At the end of the day,
a palpable release follows the intensity of the work.
Onthe secondday, i | WEUUPUUUwWOUI OwUOw&UI ihémdebariduedwO Ol woi
These outlying districts, lacking basic infrastructure, have taken on the edgy glamour of the
?hood? since the advent of hip-hop. A maze of paved streets and sandy roads, Guediawaye
has no apparent plan. Therefore, the site is hard for outsiders to find and people are late.
Gradually, the artists gather in front of the old Guediawaye soccer stadium. Its wall
presents real challenges. Abouttwelve feet high, it is extremely rough, pitted, and in some
places crumbling (see Figure 1 below). Here,UT T wUT 1 Ol wbUoww?* OOPOI ET 1 wE
OOUI wUUUI 82 w

Figure 1: Diablos works on his word for the colective theme at the Guediawaye stadium.
Dakar, 17 April. 2013.

The third day, the artists paint what is in essence a private wall. This very long and
curving retainer wall lines the property al ongside the Toll Highway that starts just outside
Dakar at the entry to the banlieuesand leads to the other cities of western Senegal. Although
this wall is smooth and new, the wide field of sand and weeds between the wall and the
four -lane highway is studded with even larger pools of stagnant water and even more
rubbish that the apprentices have to clean up. On this day, the young artist Mow announces
Ol wOT 1 Ol wECEwWOUT EOPAT UwUT I wEUUPUUUBS ww$RxUI UUDOT
their OPUUDOOOWUT T wUOT 1T O wUl EEVUO ww?#PUUDPOI UUwWPUWEEEO
to the streams of traffic rushing by, the artists spend two days creating the most elaborate
and beautiful work of the event.

Beyond Festigraffand similar events, the artists work alone or in crews, whenever they
have the time and materials. They have claimed the right to paint public walls all over
Dakar. As Big Key putsit: 2 ( wb OUOE wi Y1 OwU E a w U Butlhe Guedtian bfE OO U w Ol 1

i UPEEOw2 UUEDD A U Eil Wity w
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how graffeursseek, through answering this need, to preserve and transform inherited
Senegalese values needs deeper explorationThis begins with their stories about the origins
of graffitiin Senegal. A graffeurmight tell different versions of the story depending upon
which generation he belongs to. The graffiti artists divide themselves into two generations:
the pioneers, born between 1975 and 1985, and the younger people born between 1986 and
PUNNY S ww3T 1 awdi U1 OwE Eg@ndsifieresuibr@rjadmsOl W EUD OO U w?

The pioneers tell the story of discovering graffiti through the hip-hop movement that
came to them fromthe USY & UET DPRR wi OOEOCa wUl O1 OET UUo w? (wET T EOU
covers. And during this time | had a friend who sold CDs of American rap. His older
brother was in Italy and he made pirated copies of the CDs. He brought them here and sold
Ui i1 860071 OUT T waodudii uOw, ObwuUi i OET UUo w?. 61 woi wdau
called Groove It even featured 50 Cent, andttB Uwd U U UT wi E E withQrate@®@sUIl. UY DI P 6 w
611 Ow( WUEPWPUOwW( wbOOI EPEUI QawlOOYI Ewl UETI PPUDS ww( u
' DT w* 1 awuUl E OU Gfftiindl 998 But noEcbnplet@ydl ulu( Uz UwNUUOw0T EQw( w
covers, like Snoop Doggy Dogg. At the same time | saw an American hip-hop magazine
called Radical It had a few pages where you could see some artists and their graffiti works.
(wOUDPI EwOOWOOOOWEVwWUT 1 Ul whbOUOUwWUOwW( wBGREOE wUT EOwl
Big Key joined Deep to form the crew MizérablesGrafffin 1999.

Although graffeursexplicitly focus on the difficulties of their early lonely attempts, their
story inadvertently reveals the striking acceptance of graffiti. Deep say® w? ( Z EwWETl wi UET I B
PEOOOWEOGEWUT T wx1 Ox Ol Wwiubb D iufiBkavise, Biy Keff sayshia Ows 8 O
x EUI OUUwWPOUOEWUEOOCEO ww?22001 001 wUEPwWaOUWEODOT wl UE
PEUUDPOT wadUluwlOb O wb O FUButhe moO pianéets Bédd naretbelessE T O OOV »
doing graffiti in public and in daylight. Within afew months, moreover, they received
affirmation. Big Key recounts that they were unable to afford paint and so were reduced to
graffing with charcoal.

We were covering the wall of a hospital with graffiti in charcoal, and when
UT1T wEPUI EVUOUWEEOI Owl T wUEPEwW? bl E0waOUwWEUI wEOE
dDEOzUwWI YI Owi EYIRPWEDO? @ UBDEAIEWEBEO@WE Ul w UUDOT w O
charcoal, it will wear away th rough rain anE wO U T 1 U w bateEhd favelid » w
something to buy paint, because, as he said, with paint, that will be
something with a guarantee thaUw D Uw P OO0z Uw i E YHeuwgdv® UusT WET EUE OE C
10,000 francs CFA [$20].
UUOUI OET 1 wOi w# OEVEWEOEwW! PT w*l aOwUDbOx OpeatdiE Oz Owb OET
When he tells me that a French soldier has given him a room to use as a studio in the French
OPOPUEUVAWEEOx wPOW#EOEUOW( WEUOwWPOWUUUxUDUIT wbhi wlil I
ITTwl REOEPOUOWI GUEOOGawlUUxUDUI BEmEtaaddB wBB U OUDOHO6 wk
graffeulO w ( ragyewd WThis Dakarois acceptance of graffiti turns on its head the meaning
that graffiti writers of U.S. and European cities invested in the practice. Nancy MacDonald
insightfully EOOEOUEIT UwUT EubaPHOC IV kuGWWwaéd | wUUEEUOUUUI z Uw
the threat, danger, challenge or test and the fame, respect and masculinity that writers earn
i UOOWEOOXx Ol UPOT wdiThelwiter Gd) BIE heEthai€yd) Graffdi would have
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no appealo w?I1U4 E WET wOOwUT Ul EUOQwI UET I PUPwWPOUOE WET WEwWbPE L
I REDUI Ol OUOwWPUz UwoOPOT w( wi IPMOwEwT Ul ECDWEEU]I OEOPOwWUL
The Senegalesayraffeursi EY1T wOUT 1 UwUOUUE]T UwoOi wbOUxPUEUDPOOS w
different reality. For example in France, orintl 1 w4 6ay@f@a but not necessarily all of
them| mUUOwl EYT wEEUI OEOPOwWUOwUI E Oytantiewri Hele © Gedépal,l Ow. 8 * ¢
you note that graffeurshave a certain sense of duty. They feeliy | UUI Ewb P UT WE wODUUD (
really accords with the very beginning of our history of graffiti. 2?°
Mad Zoo traces Senegalese graffiti to a different beginning than that of the pioneers
who personally experienced its introduction from the U.S. In this version: ? ( UWE OOET UOU wWE u
typically Senegalese system of thought. What pushed people to go to the walls for the first
UPOT wil Ul wivé&unatithéyihddEoOnd aupossible solutionto[an] 1 UT PEEOWEUDUDUOG
The point of departuU1 wOi w21 O1 1T Endd thelSet SethmdvénrlBew EODOT w? ET w
clean-OE Ol wE Ol E O sat®iGwss &Ddtivedibut historically significant youth
movement in the 1980s. Young people took it upon themselves to clean up their dirty city
and to inspire the population to do likewise through mural s and other forms of public art.
Although many murals depicted themes of cleanliness and public health, young participants
initiated the now famous public murals of local legendary Muslim religious leaders. 2% Mad
Z0oo0 recounts:

* A

Here in Senegal you see thatreligious personalities have a really huge
influence on the population. . . . At a certain moment, we had a real problem
PPDUT wxl Ox Ol zUwOI O @sd i tha streetiaind tionwCgiarbaged U O
all over . . . and when someone would ask them to explain themselves, they
POUOCEwWUl OOwadbUwUlI T wUOUT T OwEOTI UOZUWET OOOT wU O
OEOl whUwEPUUabww OEwWUT T OwadbUzEwUIl wUl PUWUEO
guide being like an exemplary person. . . . So [the participants of SetSeta]
decided to go and represent religious personalities on the walls and people
EPEOzUwl EYT wUOT 1 WwEOUUETT wOOwW! OWESEwxPUUwbOwIi U
It was after this aha! moment that we saw the first generation of graffeurs
here, through the Big Keys, the Doctas and others?®
3T 1T wxT UBLOWRAUWwADT UOz UwET OO0T wOOWEOAaEOEa» wUDT ODI
the period of intense urbanization in Africa, when millions of people moved away from the
communal solidarity of their villages.
Big Key expresses thel U E | telling té&pgnse to this phrase: 27! U0 wUT 1 whbEOOUWEI C
EOOwWOl wUUBd w3 1 a’%Hsa repebtOthisudfriin itVtheFeduEse of an impassioned
ET 11 OUI wOi w21 01 1TEOI Ul wi UET | BU booewsdyBddyl, yodr@aweka wlT DOT u
OOwUUT wOT 1 CandiH@ telsbrEstaisomatimes people soil them, piss, throw
garbage. And when the graffeurcomes, he cleans, he creates a nice design, and he talks with
Ul T wxi OxO0l w( Uz UwEwl 00 EVE EDauDDIWEWL RE QEWY WO IEIGE wl O wE
Big Key is speaking with great intensity to me and other people in the formal salon off
Uil wEl OUUEOQWEOUUUAEUVUEwWOI wi B Uddsseqdded fanllyHo®e01 6 w3 a x £
the salon is filled with overstuffed couches and chairs hand-made by local carpenters. Lace
curtains cover the windows. One approaches the house by going behind some buildings on
one of the apparently-leading-nowhere paved roads of Guediawaye and crossing a large
sandy field. We have just returned from the Guediawaye Bus Terminal, at the intersection of
two wide and curving roads. Big Key has filled the long concrete wall of the terminal with a
giant white, orangeOWE O E wE O U1 wmFigured 2 ahd 3Gelo®). As Big Key works
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intently, busses and the garbage truck rumble past, horse-drawn carts trundle by, sheep

peck at the refuse lining the foot of the wall, pedestrians offer comments, and people sitting

on mats under the bus terminal pavilion watch with amusement. Analyzing his adventure

later that dayO w! BT w* T a wl OOEUwWUT EVUWDPOEPUEDxOPOI wOUUOUwWEC
in communal responsibility. He firmly hopes that his striking graff  will attract them to heed

its message of civiecminded communalism .

Figure 2: Big Key’s “Discipline” graff at the Guediawaye bus terminal. Dakar, 16 September, 2013.

(1 w( wUEOT wOi I wEOGOOI OWEOOwWEawOaUl Ol OwNUUUwUOWE O
i TUUPYEOOwPT EVwW( wi UET | wbUwUOOI UT POT wUT EVwWOEOI UwE
because we make the walls talklO wb 1 WwOE Ol wUIT 1 wk E Gdgaidmayidésdval anw6 | 1 O 1
a spontaneous solo, thegraffeurssee their mission as reshapingthe old collective ethos for a

people, and at the same time explain and letthem know what discipline is. You

understand?3 T 1 Ul Z UWEwWwxUOI I UUDPOOEOOWEOOOI UEDPEOQWUDET wki
EUOOwUOT T Ul ZUWEWUPET wUOl ECwPUwWUT T wOUUT woOl EOPOT woI wl

Constructing | dentities through Graffiti

Drawing their ardent attac hment to graffiti from other sources than the thrill of dangerous

illegality, the Dakar graffeursalso construct social identities differently than the Western

writers of the 1990s.MacDonald b U B U llegab gra®i{j writers position themselves as
sOUUDUPEOWUT E0whbUOwWO! PEI BWEOE wh WO PE Esbideh WU W& w
s POUOE wE x EU Uz wE 00 UilayWE ®HiOuudbuud@soisky Bt d wE O E 6

U U E E U G'BY tohtrast, the Dakar artists form their social identity through connection to

the population. They see themselves as taking a leadership role. Mad ZoacommentU 6 ww? %O U w
everything that goes on here, the artist should be the guiding pole for his young people, for

hDUwx Ox UOE Ub Ol hesé tyublack Ul EWBD D ittt owes it to himself to be a

TEYI OwoOi wUl Uxl EQwEebavaakO000BRYWBEPYwPEA O w? ( UwU>
community, because DoctaE1 OOOT UwU OwU T Hivarty &rdso §e6thdita 6

community as the economically impoverished neighborhood they come from. Atibou
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Figure 3: Big Key works on his graff at the Guediawaye bus terminal.
Dakar, 16 September, 2013.

Docta remains attachedto the neighborhood La Médin® ww. Ol wOi est EOEUZ UwOOE
neighborhoods, PUwP EUWEEOOI Ew? UT I wdE U D ¥ndewFéhehlddlonidl » wE OE wU T
rule. Low ramshackle buildings, built for extended families, line the grid of narrow paved
streets. Although Docta has a house in the tonier neighborhood of Point E, he lives in his
TUEOQGEIT EUT 1 Uz MéadihaOHldtihyuwbddowiés$ rbom, at the furthest corner of the
large courtyard, has just enough space to hold his single bed and a pile of suitcases. Ove
the bed, Docta has draped a canopy in a way that givesthe tiny space a magical, fantasy
quality. Sitting cross-legged on his bed at our first interview, Docta explains his
EOOODPUOGI OU o6 uhoppér,mEtdewsayu What have | brought to the Médinay wi( z Y1 w
EUOUT T OWEWEDI 11T UT O0wYPUPOOWOT WUOUEEOWEUUWEOE WEUOL
EOOOPUOTI OUwWOI wadUuUT wl 6wk Olte Bif key, Dactd expresbedtiiecd U OO O1 O U8
identity of a youthful generation born into globalization and engaged in modernizing
inherited values:

(UzUwUIl DOT wi POUT aOwWEDUT UUUDOT wxOEET Uwbkbi 1 UI w
that place without asking my right from anyone. | brighten up the

environment to make it more livable, more beautiful to see, even beautiful to

sit beside and UOw U Q1 OO w U1 HheuvBdihgidhppiedste EtO Beople

EOOI wOOwOI wEOEWUEaOwWUIl OWE @B wE w® & 0D WE Qlwdi tid @1
What | learned in this neighborhood, | bring back to this neighborhood 1

solidarity, citizenship, commitment.

A later interview with Docta performs communal values. Six people are sitting on hard
Ol UEOQWET EPUUWPOwWUT T wi UEOGEI EUT rs dbgdtivedirEntystdrious OU U U a E L

i UPEEOw?2 UUEDO AN U B ity wi
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alcoves. Present are my husband, my friend the photographer Malika Diagana, Atibou, and
#OEUEZUwaOUOT I UWEUOUT T UOwWPT OOwl 1 wbUwWExxUI OUPEDOI
also educating them.

Even more people are present atmy interviews with Mad Zoo. He lives in a room
themes. He has also adorned his walls with a genealogy of Muslim prophets and posters of
the graffeurg w | U D E éa®hero€s] Marbn Luther King, Malcolm X, and Rosa Parks,
along with KRS-. O1 RigHop Declaration of Peac&he room is filled with people | his
brother and the graffeursMow, Triga, Beaugraff, and Chimere. Malika has also come. The
young men seated on the mattress are sketching in their black books, listening to their iPods,
and watching a soccermatch on TV. Yet at one point in this interview, Mad Zoo does
confide a negative aspect of African communalism: 2MoU U wx 1 Ox Ol wbOwOa wOpb Qwi EC
thoughtthat I WEUwWUUUEDPT | OwOUUWEUE&4ad6 w3l EUzZUwWETI EEUUT w( wt
EOwbl E0w( whPEOUI EWUOWEOS ww2 OOPUUET wbhbUwYIi UaOwYli Uau
Ul E0wa OUWEUT wOl OUEOOawUl UEUET Edww( | @6 BUheE OWE E UC
] OEUwUT PUWEOEOCAUPUWOOWEwWxOUPUDYT wOOUIT oww?- Obw( zC

(zYl wOl EUOI EwUOOWUUEODUI OUO6

the transnational graffiti ne tworks:

An exchange can take place only on condition that you know in the first place
what youreally T EYIT d ww ( | wa O UaudAatudr @ OuOPIouwE EOT wUOw U]
difference between what you have aDE wb | EQwUOT | wHOwbUwwi EVI d WwE O
I RETEOT ] Ow PUQUW EOEBEWWIT EVw aOUz Ul w EODPOT Ow EUU
Ul EOT OP&AaPOT wUOTT wdOUT T UUzwpkPOUUT Bww(wUl UxI E0CwU
them, because they hold firm in spite of a system that oppresses them.
, EEw9 OO0wUT I OWEOI EUOa wUUEUI U iihe bandgaldsdraffeurcahnadd UDE U1 U u
EUI EOQOwUT PUwUDPT whpPUT wi PUwx1 OxO1 62 ww' T wi Ol UwdOo w?"
respect, of ethics. As agraffeuO w( WEEOz Owx1 UUOOEOOCa wl OWEOEwWPUDPUI w
property, because my very sense of Senegalese &tDE UWE O1 UOz OWEOOOP wOil wUOwWE
Mad Zoo raises here yet another way in which the Dakar graffeurshave transformed
Western graffiti and its process of identity construction. For the young pioneers in the U.S.
and Europe, graffiti, 71 OEOEaDOT wBHWHIODD Y IVuwdE O wEEOUUwWUOPOO? w
OEUOwOIi wb O E'Aitlidddh theE BaRaD graffeursmay begin their careers by tagging
UT 1T DPUWOEOT UOwWUTT awl EYI wOOwOOYI! wEIl 2e@Okherd|l EUS w# OE
Docta, Docta, Docta] who does thatservey § 8 6 w( UwE O1 U O Whhtinderebtsrus imE Oa O O1 6
that we can talk to the population, that we can touch with our finger what the population is
OPYDOT wlT UOUPT wi YI UawEEad~?
Although the artists do strive to make aname for themselves, many argue that the
essence of graffiti lies elsewhere. Docta does so in terms that combine the social with the
UxPUDPUUEOS www OUT OUTT wlOT 1 wi UET T DPUPwW?RUT T O1 U? wil OI
message, graffiti can fulfill its social mission, according to Docta, only as ? EWEDYDODI w
expressiontranU OE U1l EwP OUOQWUOWE WOUBPEOS wUT 1 wOUT T UwWET EEVUUIT w
T UOEOOwWPUwWUI OEPOU WD OE DY anies thedésponsibity(rd aducdd the* 1 a Ow# OF
people and the creation of beauty as inseparable elements ofa single practice and mission:
23T E0zUwOUUWPE] OUPUadwwe]l wEUT wOOT wi UOEUT Ewxl UwEI
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3T EUzUwbil ECwWET I POT UwUUOWEU U whE @ @& D wiE w b sl id s @ U Wi
this graffiti coming from Senegalhasan D OUI UOEUDBDOOEOQwOI YI 08~ w

Organization and Ethical Issues of the Dakar GraffitiM  ovement

Given their mission to enhance the collective responsibility of the population, the graffiti
artists also see the need for the same mission among themselves. They haveot found it
easy to develop a code of behavior, nor to live it faithfully day to day. But over time, they
have developed a discourse and organizationsthat attempt to avoid egotistic rivalries.
The graffeurscan organize themselves toward this goal beause they are few in number.
Senegal, according toHip Hop Africa, has one of the strongest international reputations for
hip -hop among African countries. *° But while Dakar rappers number in the thousands,
graffiti artists number in the dozens. The accomplPUT 1 EWEOE wbOUI OUI OQa wEl EPEI
Ul 1T wUET O1 » wOUOET U w* Before theJatist iVEaltia (Moiss W ané) pined
the Dakar scene, he could identify the bestOOOP OQOWEUUDPUUUO6 w? (| wa OUwWEUOI Eu
graffeurs in Senegal who have aname, I WOUOE wUEaA wUT 1T Ul zUw# OEVUEOwWUT 1 Ul
#PEEOOUOWUT T Ul zUw™OpPOwUT T Ul zUwW&UETI PRRB G 2
Graffiti art, as Docta says, demands,? UDT OU? wWEIOEQODOA x U0 DET Ul Dx 6 »
OEOab6w3T EUzUwWEI EEUUI wi UET | WEOT UOZUWEOOOP wi OUWET I
seea super terrible rapper but with a beat constructed to mask his weakness . . .. Graffiti is
free style.?®
Through their artistic reputations and leadership abilities, Docta and Mad Zoo exercise
influence in determining who has attained the level to qualify as an accomplished artist, and
200wl EYI wl pdd hddtesAys, atEat@tHaving created Doxacemas a small crew
in the 1990s, Doctagrew it into a force for organizing the graffiti movement. In 2010,
Doxademwas able to mount the ambitious Festigraffand then to make it an annual event.
The fourth annual Festigraffin 2013, announced asitsodj EU 6 ww? 3 Owl R x1 UPOI OU wpk 1
technigues and to communicate a passion and convictions to a new African generation of
graffeur® “3
Docta has the charisma to gain financing for this and other events. He and Atibou
negotiate sponsorships with the Minister of Culture, the few large businesses, like the
Senegalese telecommunications company, and cultural institutes of dominant countries,
mainly France, but also the U.S. This financing serves an array of events. Before the four
days of mural painting described above, the artists exhibit their paintings on canvas or
paper at the French Cultural Center in the old colonial downtown of Dakar. Then, during
three days of workshops, guest artists from Switzerland, Germany , and Togo instruct
children, adolescents, and, finally, the accomplished graffeursthemselves.
$YI OQwE U wéseuneswid PUD OUT wU O wbdaténduandsome@tthab B UT w
most highly regarded young artists have begun their own organization. Mow explains:
2$Y1 UawUDPOIl whi wk Ong bhé féstivals) thdreliviad tHikde&liligUddd doing
UOOIT Ul POT wEUWE wl UET I DU D wi*in2ne, méw andMad Z0a OUOT wi 1 O1
formed the RBS Crew.By the end of 2013, RBS, grown to nine members, has become in its
OpOwUPT T UWEQWEEUDPYIT wi OUET dww3T 1T wOEDPOWEURI UDPE wi
schedule o intensive jobsE OE wE wWUET 1 EUOI w®iRBERZUiseditfberdeimb OU 08 »
deciding which graffeurshave attained a high artistic level. It does so through the reputation
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of its members, its collective murals all over the city, and its power to invit e new members.
RBS continues to enjoy harmonious relations with Docta and other pioneers.
Beyond Doxadem RBS and other crews the graffeursare enmeshed in the networks of
# E O E U zhbpurio®@ment. As members of rap crews, they perform the visual| what they
callthe? ET U U[ foroh®dE the hip-hop arts, without which rap cannot flourish. They tag
Ul 1l wEPUAwWPEOOUwWPBUT wUI I wUExwWEUI Pz UwWOEOI OwET UDT Ou
for their concerts. So much does a rap crew need a good graffiti a0 D U U wUT Edkewm UPEOUz U
Attentrap, in the isolated, remote banlieueof Yeumbeul, took steps to transform the local
artist Mbautta, who had decorated their studio walls, into a talented graffeur Atibou
Ul EOUOUUO ww?61 WEOOWET b x ay cEns Brdan Wesaid tt) Mhauitde gowOU wOT Ul
out there and write something about Attentrap. So he threw it up, and you realize the
ET UDT Ol UwOi wlT 1 wigrbféur’® Whed the Yerdoew astistuvtneédguaffeur
came to Dakar for his first Festigraffin 2013, he chose to apprentice with the much younger
third day, the leader s deemed that MbauttaE OUOE wEEYEQOET wOOw?1 EYDPOT wi U
way does the graffiti movement determine artistic quality and push its members to raise the
aesthetic level.
In their struggle against egotistic rivalries, the Dakar graffeurs have tr ansformed to fit
U1 PUwWOPOWEUOUUUI wUOT T w?i Pl UET 2 wEOOXx1 UPUDPOOWOI we I

needs to claim to be the best. We are all expressingol Ul OY1T UwbOwEDI I 1 UT OUwUU a3
waste of time to devote ourselves to a real competition. Positivity remains the essence of our
EUUOWEOQOEWEOOXx1 UPUPOOWOUUUWET wxOUPUPYI WwEGEWUOUDYI
Docta deploys this discourse as he talks aboutFestigraff? UwUT 1T wOO O OUwUT EQw( z €
a wall with many graffeurs and | see some® | wWE OwE wE T U U EfandakBinOD U 06
I OPWEOWa OUAEDOWA GUD @OwlUAawhbUwOUUOwhOwWi UOOUwWOI wi BC
tell A QU6 wOOOwWPUZUWEG U wODUEDQIUE ®DdED U E Otb dkuiyU WE OwE U U
EOOOI ET UEWEBUBUWHT wUOOOWT EVUwWUTD®OT Uwi T wdl 1 EUwUOWEL

Among the graffeurs Mow has an innately non-competitive spirit. Mad Zoo says that he
originallyfo UOT Ewl! 2 w?2El UPIT > Quk,] EGEWEHORROIOP WEOPEa Uwl EEwU
personalila 6 ww3 | E Uz Uwiwdhiegard t®alcértdi®kind af behavior in our milieu
PT T UI wUOOT wxl OxO1 wi EYT wOT linto®anpetitiornitiothérsuPf 1 a z Ul wli C
Among t he pioneers, Big Key also has an innate inability to be competitive, and has not
taken a public leadership role. But he quietly exercises his immense gift as a mentor. Mad
ZoobUDPUI UOw?' 1 Ul wbOw2i O1 T EOOwH O meitegoabibvias)EE U wUO T 1 wx |
*T aéw' 1 wbOb bédviahtdd Eolsdpport me on this path and | have become a graffeur
in his image. RESPECT BRGO Re repeated tome allthl wUD Ol Ows ( wg Iwdd Il % IVwi® wau
OO01 wbl Owl EYT woOl wU? 1 whpEI EwOi wi UEI 1 PUDPBS =

Diablos alsoUD O1T O1 UwOUUOw! DT w* 1 aow? ( whEVUwY] UawOUET wUb
encouraged me. He said that | must not stay where | was, that | had to think much more
EEQUUWEUVUUd ww( wi EEWUOWEDPT WEOPQWOUET wEI I xT Udww' T wC
aoduluUl O 6zww2DOET wlOi 1 Ow( wiEl 0PI ¥ BEMueh@aedBiablosOi OwE OF
i EUT DPOOwi POUI Of w?DOwUT T wbOET I woIi -iour,dé wagthea > wUT E U wl
only graffeurat the 2013 Festigraff who constantly mentored two apprent ices. He did this,
I 1T wUEDE OwU O wEBig Rey Eobtinued bBHindrthé-skehes to mentor yet a younger
generation.
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Masculinity and Gender | dentity

If the London writers celebrate their fierce competition, while the Dakar graffeursstruggle to
transform this urge, in each culture the artists construct identity through graffiti. And in
each graffiti scene, identity is decidedly masculine.>® Yet here too, the artists construct
different masculine identities as their specific gender system determines. According to
MacDonald, in London and New York of the 1990s, a militaristic discourse transforms the
?PPEU? wbDUT wxOOPETI wbOUOwW? EwE Bif aredaiid had wotenuOE UE UOE
are equally capable of performiOT wUOT I wEEOT 1 Uhd nueleiwtitér Dals éverphih§to w? 3
OOUI wEl EEUUT ws (T whpOO! OWEEOQWEOwWPT EQw?2UI EOQwOl 62 wEC
EEEOOOOEEUDPOT wOEUEUODOD U XABH U wil il iGIUA auRI00 d wh 11 EDEMIT §
xEUUPEUOEUOawbi OEOOI » wE O Hisedtd hourishl, ainpli€y Grid Ba®d&yeu O wp O O1
The Senegalesegyraffeursdo not define graffiti as exclusively masculine or attempt to
exclude women. Rather they simply assume a masculine voice, a masculine audience and a
masculine membership. There is only one woman graffeur, Zeinixx (Dieynaba Sidibe, b. 1990)
in the Dakar movement.®®> OUOwUT I wa dUOT I UU wEhixk B & whiwvedsyw? 01T 1 wUEI
student in business management and an accomplished slammer. INnRBS, she says? UT 1 Ul wEUI w
only boys. But in any event, | belong to the biggest graffiti collective in Senegal, Doxadem
20UFES»
When graffeurssuch as Mad ZooUE a wUT EUw? T UET I PUPwWBPUwWUODYI UUEO
can be universal when so few women participate, they off er several answers® Most of these
relieve them from responsibility for gender inequality . The most common response blames
the Senegalese family. Mad Zoo explains:

Many parents want to see their children Ul EOOa wUUEEIT anBthe OQOWUET OOO6 u
see those young people with a certaiOw Ul E1 O w E XhatUsRoEKE thé
parents. Boys . . . lay claim to their position much more aggressively. Girls
EOOz Uwi EYI1 w (So Ehe pa@msElack) lihdedstanding vis-a-vis their
[daughters] with respect to hip-hop6 ubecause n its essence hip-hop has
I YI UaAUTl DOT wOTl E0Cz UwOOUU0wT 1 EOCUT awlOwl UPET waduol
More proactive, Docta and Atibou express the wish for more women in the movement,
and say that they are actively trying to recruit women through DoxademSquad. In fact, large
numbers of girls and young women do patrticipate in their workshops, financed by the
French and US institutions legally required to give lip -service to gender non-discrimination .
But when these female participants come of age, wil they have the collective courage to
graff on walls in public? Ironically, where the clandestine night -time forays of London
graffiti functioned as an excuse to exclude British women, the highly public Dakar graffiti
eventswork to exclude Senegalese wanen. Although the graffeurswelcome Zeinixx and
61 U0 UOwpOOI Owl Ul UOWEUUDUUUOwWY 1 POPRRWUEAUWUT EU wx
Pl w( wkhl Ul WEDocta&addiMbogiye more thought to gender inequality than their
peers, they must also dealmore directly with neo -colonial inequality in seeking financing for
Festigraffand other events from European and U.S. sponsors. This need for foreign
sponsorships creates a contradiction.
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Economic Poverty and A rtistic Wealth
Grafixx, Mow, and Diablos | B x Ul UUWEwx EUUPOOwi OUwUT 1 w?EUUDPUUDE
EEEE]I OPEwOI UUI1 U Y madzdd elbboraids| Thi$Hasibedohe® E wd1 E1 OODPDOOwbE
respect to school itself, to a system ofeducation which is not anchored in our African
Ul E OP Uertiuthfion ay8tdmOwil UUEEODPUT 1 EwbPT 1 Ow?2U07T 1T w [ UPEEQuIi U
Pl Ul w»nUl OET wEOOOOR 06 wbhOEUODBOQUWUBOMZzOBREES wi O Ews
Yet in order to created these liberating deforming styles, the graffeurs have to depend
on neo-colonial sponsors. At the fourth annual Festigraff they find this sponsorship
capricious and controlling. Resentment about the high -handed treatment of the Festival
from the French sponsor and the paltry payment the graffeursreceive are muted undertones.
The European guest ofhonor at the 2013Festigraff however, openly expresses dismay.
Mode 2, born in Mauritius and raised in France, lives in Germany. Angered about the
treatment meted out by both Senegalese and foreign official sponsorshe says thatthey did
not deliver on promises, nor were funds available when needed.®® He himself has brought
materials, acrylics, and good quality European brushes worth much more than the money
the Minister of Culture donated. Thus Mode 2 was prepared to find the in famous lack of
Ul UOUUET UOWEUUWEOT UwOOUwi RxT E0wUOOwi POEWEWUPUUEUE
POwi UOO0 WOl wUT T whEOSUWPDUT wOOU W OOUT T wxEDPOUS »
61 DOl w, OET wl wi POEVWEDUOEaADOT wlUT T wOi i PEPEOwWOI T C
Senegalesgyraffeurs the Europeans, he says, are spoiled. By contrast, the young Dakarois
graffeursknow how to manage the immediacy of real life. Mode 2 asks: Where do we strike
the balance? He sees that it is our duty to find the missing links between the resources
available in Europe and the consciousness of the Senegalese artists.
This lack of resources, we have seen, stimulates theyraffeursto encourage each other b
higher levels of aesthetic creativity .®® When the leaders assess the artistic level of aspiring
graffeurs they have to evaluate beauty according to the internationally accepted canons of
graffiti art that the U.S. writers established in the 1980s. As in many art forms| think of jazz
or Petrarchan sonnetq the challenge of working within strict codes, and at a certain level of
mastery playing with them, inspires artists to infinite creativity and originality. Among the
many graffiti styles, most artists play upon variations of wild style, semi -wild style, three -D,
and bubble style.® Wild style, with its hyper -deformed, intertwined letters is the most
difficult to write and to read (see Figures 4 and 5 below)
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Figure 4: Wild style graff of the word “set” [clean] by Diablos, for the Festigraff mural: “Dirtiness is bad, be
clean inside, clean outside.”
Dakar, 19 April, 2013.

Figure 5: Wild style graff of the word “set” [clean] by Mad Zoo. for the Festigraff mural: “Dirtiness is bad,
be clean inside, clean outside.”
Dakar, 19 April, 2013.
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Diablos and Mad Zoo are well known for their creative mastery of wild style. Like the

pioneer New York masters of the form, Diablos and Mad Zoo make the word as a whole the

unit of expression, but with a culturally different cast. "° The New York artists wrote their

names repeatedly. But when the Dakar graffeursx EUUDEDx EUl wbOwEwWEOOOI E
POOz OwOOOPwhT EQwPOUEWUT T awpPpDOOwbUDPUT wUOUDPOWUI
2Ua001 UUPEEOQuwi OUO? wUTl EVWEEOQWEEE x U ti®dadic Of wOOwb i
structure, although constantly evolving, has an elegant shape that stands out distinctly from

its surrounding negative space. Atthe 2013Festigraff Diablos experiments with a tension

between a vertical, angular center and flowing billows (see Figure 6 below) The billowing

curvaceous stokes surging through and around the energetic vertical and oblique lines seem

to symbolize the marriage between expression of collective social engagement and

individual artistic liberty.

U
I

Figure 6: The unit of writing is the word. “Dii” [verb parcticle expressing the future] by Diablos. For the
Festigraff HILM neighborhood mural: “Believe in yvourself for as long as it takes, and you will succeed.™

Dakar. 16 April, 2013.

Figure 7: The unit of writing is the word. “Xam™ [ Know] by Mad Zoo. For the Festigraff Guediawaye
stadium mural: “Knowledge before action is more sure.™
Dakar, 17TApril. 2013.
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, EEwW9 OO0z UwbPPOEWUUAOI wPbOEOUxOUEUI Uwi BUwWBbOUI OO0I E
# OEUEOQWEwW? xUOI OUOE wI R x1 UD Ot H2 odmbieeemént of U1 1| wUx DUD(
Chinese calligraphy, Arabic script and sharply angled Fraktur -style typeface in his ultr a
fluid wild style (see Figure 7 above)He says:? , EQa wx1 Ox Ol wUi pOOwWwP Uz UWE wx |
UOUOOT wOl UUETT UwUOWEOOYIT awbl BDOT wOO hdrhakesforle OO U wUOT 1|
and function coincide: What people take for? Ul EOPUa wEOE wisona OwOEUUUI &
manipulation 6 w, | EDEwWDOET | Uwhat Gividestikt Brériesf race, stories of
Ul O0PT DOOG?> ww3T 1 Ul wUl EVEUGFU iwpbED U wHQul ® WwbEDOWIE®OI
Mad Zoo elaborates the notion that difficu Ity inspires one to great attainment while
EOOI OUUwWOI EYTI UwoOOl wEOUI 01 UUo ww?, awdl UUET T wEI EUUU
PBDUI OUUOwxUAaET OOO0T PEEOOwWUI OPT BOUUWOUwWI YI OWUEEDPEOuU
through a writing style that encourage Uw Ul EETl UUwUOwW? EUI EQwUT OUI wUBI Uu
(1 WEwWOT UUET | wbUwUOOwWI Eeved take th&Jtime 6 BeEodd it® wixul%e@® %) Qui, & E kub C
9000whbOUxPUPOT w?UT PUwxEUUPOOWUOWT OwUOwWUT 1T wYl Ua wkE
constitutesthevi Ua wUOUDPOPUA wOi wbl EVwPIT WwEOG 2 wuw
In addition to mastering styles that aesthetically deform letters, another criterion for
beauty concerns the famous lack of resources. The artists call upon their ingenuity to master
the use of make-shift tools. In ClaudiaWaOE|l z UwbOUI UY DI b Uaremthée wi UEI | DU
world, aple 76 (Grenoble, France, and Casper(Osaka, Japan, say that what they like about
graffiti is that all you need is a wall and a spray can. "? But for the Senegalese, even the poor
guality spray pain t is too costly. They must use brushes and rollers with acrylic paint for
much of their work. Mode 2 also finds dismaying the poor quality of the paints and brushes
available in Dakar. These are manufactured in China purposefully for export to Africa.
When | ask Diablos about the brushes, he says that he has to cut the bristles in order to be
able to use them. So knowing how to cut the brushes, and then how to achieve effects with
them, are hard-won skills in themselves.
But one of the most difficult s kills does require the use of the precious aerosol paint. An
accomplished artist has to be able to write the outlines of the giant letters free-form and, says
#OEUEO?DPI waOUWEOOz UwotHBOUOAP 00w B U Wbunidg OwBE & E UL
make oneUD O1 O1 OwY 1 BPDited Mot kidvingbabvarice what word he will write,
a graffeurmust write the complex deformed letters with an unhesitatingly free and sure
sense of space and proportion. Once an artist creates the word, he may supervise
apprentices in filling in the letters with a brush. Thus the first thing an apprentice learns,
when he finally advances from his sketchbook to the wall, is how to use the poor quality
brushes. The artists again use the precious aerosol paint for the decoratie flourishes,
spatters, star bursts and splashes in the graffiti code. Here too, they must exercise ingenuity
in the face of economic scarcity. Where the Western writers use specialty fat caps and thin
caps on their spray cans, the Dakargraffeursmust master the same effects using just the one
standard-issue tip of their low -quality spray cans.
In addition to mastering all these technical difficulties, a graffeurcan advance to the
charmed circle only when he has achieved an original, distinctively in dividual style of
lettering within the graffiticode. ( | WOOUOwWUEaUw# OEUEOw? bl WEEOZ UWET w
PEOOS > ww' I wi BRxOEDPOUwWUI | wOl ETl UUEVAaWEBDEODBUMMEWE] UL
U U a @nusd develop individually, EOE wbPT 1 OwadUz VYl wiEél YI OOxI EwPUOQWEU
UT E UAfted the 2013 Festigraff Docta, like the young graffeur©® wi B x Ul UUT Uwi OEUDP OO
graffeursi EY1T wNUOx1T EwUI YT UEOQwWOIT YI OUWET EEUUT wOT 1 Ul wpEU
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The graffeursintensely perform this dialectic between the collective message and
individual artistic freedom during the Festigraffmural paintings. The performance itself has
to be visible in the graff. As Docta maintains, the marriage between social engagement and
high artistic quality happens only when one can clearly read both the social message and
07T T wl RxUT UUPOOwWOI WEUUPUUPEWOPETI UUa2> wbOwlOT 1 wi DOE
sign with a familiar meaning and the pure trace of the graceful, energetic body mo vement
that wrote it. “* Mad Zoo and Diablos are known for expressing artistic liberty through their
physical performance of writing as well as through their w ild style visual products. Hip -
hoppers have written about dance as graffiti and graffiti as dance. " Mad Zoo and Diablos
make their graffiti into a kind of choreography.

Mad Zoo walks up to his wall. He has often alluded to his fight to transform his
x1 OET E QidlentedandE O IPWOUOWE Ow? E O wi Uil BulE ubd) uEhBpExol UBRE' 2D X
rose up at acertain moment like the first rampart in this struggle against criminality in the
OT 1T Ul whpOUOE wE UUUT Qanexd Redfigraff Beuidkds Big€bush abddorcefully
swings his whole body in gigantic, rapid sweeps. Twisting his body from right to extreme
left, he ends with abrupt flourishes, leaving in his wake fiery swashes of magenta and red
(see Figure 8 below) At the same time, Diablos approaches his wall. He too engages a
struggle against internal demons. He prevails over speech defects, a lack of formal
education and a health so fragile that his skinny body seems to disappear under his baggies.
All his eloquence goes into his art. He takes up a spray-can, bends low in the wide stance of
a skater or martial artist, puts all his weight on his left leg , and extends his right. Then he
smoothly, rapidly , and gracefully shifts his weight to his right and leaves in his wake in a
long, sinuous stroke with no breaks in the thin, fine line (see Figure 9 below)
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Figure 8: Mad Zoo rapidly twists his whole body and ends with an abrupt flourish to create an
energetic stroke.

Dakar, 20 April. 2013.
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