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An Interactionist Study of Taiwanese Graffiti Culture 

 

 

Abstract 

Graffiti has existed as long as writing, but towards the end of the 1960s a new 

phenomenon began gaining attention as urban youth competed to write their tags all 

over New York and as stylishly as possible. Soon other youth in American cities began 

emulating them, and from there it went global. At times celebrated as urban art, and at 

others lambasted by the media and authorities as vandalism, for many young people 

around the world, graffiti has also been a path to fame and status, a means of self-

expression, a way to escape the pressures young people face, and a means of rebellion. 

Graffiti culture spread to Taiwan more than 20 years ago, and has similarly attracted 

young people here who have their own reasons for writing, their own problems, and 

things they want to express. While graffiti culture has been studied in many English 

speaking countries in great detail, in Taiwan we have the opportunity to explore it in a 

significantly different society. How is graffiti writing in Taiwan connected to the 

international graffiti world? In what ways has Taiwan’s unique culture influenced the 

development of graffiti culture here? And what do Taiwanese youth gain from 

participation in graffiti culture? This thesis is an attempt to address these questions and 

more through the perspective of symbolic interactionism. 

  



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

 
 

vii 
 

 

以象徵互動論看台灣塗鴉文化 

 

摘要 

自有書寫以來就有了塗鴉的存在，但到了 20 世紀 60 年代末，因為城市

青年競相以極盡時尚的方式在紐約各處留名，這種新的現象開始逐漸受到矚目。

美國其他城市的年輕人隨即展開效仿，自此，塗鴉開始正式走向全球。有時作

為城市藝術受到歌頌，有時作為破壞主義受到媒體和當局譴責。對於世界各地

的許多年輕人而言，塗鴉也是收獲名望和地位的途徑、自我表達的管道、逃避

眼前壓力的方式和一種反叛的手段。塗鴉文化在 20多年前傳播到台灣，同樣吸

引了在地青年因自身的種種理由、難題與想傳遞的訊息而進行書寫。雖然在許

多英語系國家中已詳細研究過塗鴉文化，但我們有機會在台灣這個截然不同的

社會中進行深入探索。台灣的塗鴉寫作如何與國際塗鴉世界連結？台灣獨特的

文化在哪些方面影響了塗鴉文化的發展？台灣青年從參與塗鴉文化中獲益多少？

本論文試圖通過符號互動主義的角度來探討這些問題。 
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1.1 
 

1 WHY GRAFFITI? 

When I was a child, graffiti to me always meant the kind of scratchings and 

lewd writing you saw on school desks or in bathroom stalls. Once I was older, at high 

school, I remember some kids got into tagging, but it never really registered on my 

consciousness. However, my conception of what graffiti really comes from when the 

time I spent in Australia in my early 20s. I had been living in Melbourne, when I first 

came into contact with what I consider graffiti it in a serious way. Australia, and 

Melbourne in particular, are well known internationally for street art, especially stencil 

art, but it was tag based New York style graffiti that made the strongest impression on 

me. At the time, I had been living in an inner-city apartment with a couple of friends, 

one of whom was dating a graffiti writer, Neil. Prior to meeting him, I had seen this 

kind of graffiti around the city, and sometimes even wondered who had written it, but 

for the most part had just accepted it as a part of the visual background of the city. 

However, through Neil I became aware of a whole larger world that thrived just out of 

sight; often in the very same locations through which I travelled by day. What I 

discovered was an underground scene of late night writing excursions, and temporary 

gallery exhibitions in abandoned warehouses. In short, there was much more going on 

than perhaps most people realise. 

After leaving Australia, I didn’t think about graffiti much for many years. While 

I lived in Japan, it only registered on my consciousness due to its absence. However, 

about 6 years ago I moved to Taiwan. At first living in Taichung, but soon after moving 

to Taipei, where I started to notice it again. Once you first notice graffiti in the city, you 

start seeing it everywhere. In some places, Da’an District (大安區) for example, there 

is little standing out in the open, but you may notice some peeking out of dark corners 

and crevices. In others, like Datong District (大同區), you may notice it in greater 

quantity (if not quality). Much of this graffiti is characterised by the ‘throw-up’1 a kind 

of quick style of graffiti that uses only 1 or 2 colours of spray paint; one for a solid fill 

and another for the outline. However, if you head into Ximending’s movie theatre 

district (西門町電影公園區), you will notice a vast amount of really high quality 

                                                 

1 A ‘throw up’ is a type of quick graffiti usually consisting of 2 colours. A fill and an outline. 
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graffiti. For the most part they’re all pieces2 – from the phrase piece of art – quite 

reminiscent of the iconic hip hop graffiti that came out of New York in the 1970s and 

80s3. However, there is also a lot that would more accurately be called street art rather 

than graffiti as the writer’s tag isn’t emphasised4. Due to the concentration in Ximen, I 

started my research there by contacting local Ximending resident and Taiwanese graffiti 

pioneer, Jimmy Cheng (鄭子靖). 

 Jimmy is an interesting character who was quite happy to meet, and more than 

willing to talk at length about graffiti in Taiwan. Jimmy, who is almost 40, has been 

writing graffiti for 20 years; almost since it first took off here during the early 1990s. 

When he was just 19, he followed his brother from Tainan to Taipei and quickly became 

involved in a number of scenes that were just starting to find fertile ground in Taiwan. 

He became a break dancer, a DJ, ran with a gang, and then started writing graffiti. In 

fact, he followed a very prototypical path into the scene by some standards (Macdonald, 

2001). While Jimmy doesn’t write graffiti nowadays, he’s still very much involved in 

the Taiwanese graffiti scene through his crew CITYMARX, who manage the 

Ximending legal graffiti zone, and through a number of youth associations he’s 

involved with that promote graffiti (and other youth arts such as DJing and 

breakdancing) as a way to engage with young people who may have not found their 

place within traditional Taiwanese society. 

 After speaking with Jimmy, I was also fortunate to meet with another couple of 

graffiti writers, both of whom were aware of Jimmy and CITYMARX, but were not 

affiliated with either. Both PW and Wenjia were younger, in their mid-20s, and 

similarly to Jimmy, to greater or lesser degrees they had both started to move out of an 

active graffiti writing phase. In the case of PW, he was training to become a fireman, 

while Wenjia led a graffiti crew “EBC DARK PIRATES”, but was mostly involved 

with graffiti in an educational capacity; teaching his skills to others with an interest in 

graffiti. While Jimmy clearly saw graffiti as an art form, he came to it through 

participation in youth culture, hip hop, and from what might be called a classic 

‘delinquent’ background. In contrast, both PW and Wenjia came to graffiti with a much 

                                                 

2 A ‘piece’ comes from the word ‘masterpiece’ and refers to the highly colourful, stylised, mural style graffiti that can take a 
whole day or more to paint. 
3 See: Castleman, C. (1982). Getting Up: Subway Graffitti in New York. Cambridge MA: MIT Press. 
4 See chapter… for a brief description of the different types of graffiti 
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more formal artistic education. PW, for example, had studied commercial design at 

university, and was first introduced to spray can techniques by a professor while at 

college. Similarly, Wenjia came from artistic background with two older sisters who 

had both studied fine arts at university, although he studied psychology himself. Wenjia, 

in particular, discussed graffiti with me from a much more academic understanding on 

the topic, and was very aware of its history, and, very interestingly, the changing 

interpretations of graffiti that occur through location and time. Through these initial 

interviews I started to realise that there was clearly a Taiwanese graffiti scene, and that 

perhaps it was different from those abroad. 

It seems appropriate at this point to delve into some of the research already done 

on the graffiti scene as it exists in Taiwan. Conveniently, there is a professor at National 

Taiwan University who has studied it extensively. In particular, a recent work titled, 

Street Graffiti Culture in Taiwan, not only explores the phenomenon of graffiti culture 

in Taiwan, but contrasts it with the scenes as documented abroad (Bih, Kuo, & Hsia, 

2008). In this work, the authors see many similarities between graffiti culture abroad 

and in Taiwan. Without a doubt the most important similarity is the recognition that the 

graffiti community here constitutes a subculture with significant emphasis on identity 

construction through shared meanings embodied in style & behaviour, and that within 

this subculture there is an established social order based on reputation and respect (Bih, 

Kuo, & Hsia, 2008, pp. 113-117). This is consistent with other works from abroad, 

especially Nancy McDonald’s The Graffiti Subculture: Youth, Masculinity, and 

Identity in London and New York (Macdonald, 2001). A work that the authors 

themselves refer to. However, they also identify a number of features, which they see 

as setting Taiwanese graffiti apart from scenes abroad. First amongst these is behaviour 

related to the ‘ephemeralness’ of graffiti, which is painted outdoors, subject to the 

tarnishing effects of the elements, and removal by authorities or property owners (Bih, 

Kuo, & Hsia, 2008, pp. 113-117). This, they discover, is an inevitability that is accepted 

as a matter of course, but also a factor that drives production and competition due to 

the hierarchical and status driven nature of the subculture; as such, it feeds back into 

the core nature of the subculture. Perhaps a more unique feature of the graffiti scene 

here, however, is the fact that the majority of graffiti artists in Taiwan come from 

middle class backgrounds, have university educations, and pre-existing interests in the 

arts (Bih, Kuo, & Hsia, 2008, pp. 113-117). The authors’ contention, in identifying this 
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feature, is that it sets them aside from the graffiti artists who first established the scene 

in New York city during the emergence of graffiti during the 1970s and 80s because 

they tended to be minorities, from less advantaged socioeconomic backgrounds, and 

were using graffiti as an act of resistance against an uncaring city (Bih, Kuo, & Hsia, 

2008) (Anderson, 2012). In this sense they point out that Taiwanese graffiti artists are 

not engaged in any form of ideological resistance against hegemony (Hebdige, 1979) 

or dealing with marginal social positions consistent with Strain Theory (Merton, 1957). 

However, one of their conclusions is that they are delinquent youth who enjoy crossing 

the line, showing of their skills, making adults angry, and who refuse to act in 

accordance with adult expectations; that they are youth who are dissatisfied with the 

urban landscape, as shaped by middle class values, expectations regarding conventional 

behaviour, and maintenance of social order (Bih, Kuo, & Hsia, 2008, pp. 113-117). 

This, to me, still suggests that they occupy an oppositional position with regard to 

mainstream society, even if not at perhaps in the modernist ‘oppressed youth’ 

conception. Actually, it reminds me a lot of graffiti writers I encountered while living 

in Australia. And more importantly, as we shall see, may in fact may represent a 

different understanding of resistance (Williams, 2007). Next the authors talk about 

graffiti in relation to space, or more specifically, graffiti and the city (Bih, Kuo, & Hsia, 

2008, pp. 113-117). There is competition between the authorities, the general public, 

and graffiti artists over their differing views on aesthetics. Graffiti is viewed by the first 

two as a blight on the city, but by the latter as a solution to urban monotony. Certainly 

there is an argument to be made that parts of Taipei are less than beautiful, and that in 

some cases graffiti could improve upon it. Furthermore, and as mentioned, graffiti 

artists here avoid controversial locations or content, which is to say they paint on power 

transformer boxes, roller doors, and temporary construction fences, and tend towards 

painting cute images, both in an attempt to avoid serious police attention, and to win 

over the general public (Bih, Kuo, & Hsia, 2008, pp. 113-117). However, as the authors 

mention, while this is a justification, it’s also an empty one since the central role of the 

city is in providing a space to claim, and facilitate competition (ibid). Finally, another 

major difference they note between the scene that exists here, and those recorded abroad 

is the expectations graffiti artists here have regarding monetisation and 

commercialisation of graffiti. In scenes abroad, it's not uncommon for graffiti artists to 

become commercially successful, and legitimate artists, Banksy is of course the most 

famous, but there are others. However to do so courts criticism and ostracism from the 
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graffiti community in many cases based on accusations of 'selling out' (Brighenti, 2010, 

p. 321) (Rhan, 2002, p. 157) (Macdonald, 2001, p. 174). However, it's interesting that 

according to this research, there appears to be a somewhat different attitude here 

towards commercial success attained on the back of graffiti proficiency. Essentially this 

research finds significant acceptance and enthusiasm for the commercial application of 

graffiti in Taiwan. This is interesting because it is connected to a number of concepts. 

First, graffiti has obviously evolved a lot as time has passed, and it has spread both 

across the US and beyond. For one thing, graffiti has well and truly become a 

recognised aspect of youth culture, which may have implications on the expectations 

that young people have when getting into graffiti nowadays. Second, as an Anglo Saxon 

who has lived in various parts of East Asia, I am often aware of a difference in attitude 

towards authenticity. As we’ve mentioned, graffiti culture has long been associated 

with negative attitudes towards ‘selling-out’ – making too much money, and gaining 

mainstream fame – within the subculture. Obviously this represents an ideal associated 

with graffiti culture5, however, at least anecdotally, I’ve often encountered different 

attitudes towards commercialisation of artistic output while living in Asia. These 

various aspects of Taiwanese graffiti culture that I’ve mentioned, represent a number 

of interesting jumping off points from which to add my own academic contribution to 

this discourse, and if time permitted I would love to explore all of them. However, we 

all face constraints on our activity in everyday life, and with regard to this thesis, lack 

of time is the one I face most. So with this admission, I will limit my explorations to 

two main areas. First, I propose to look at graffiti writing culture in Taiwan not in 

isolation, but as an international phenomenon that can trace its history back to New 

York, and perhaps earlier. Second, I want to explore the concept of resistance more 

fully and explore why young Taiwanese, who are generally more inclined towards 

social conformity, would engage in behaviour that would be described as non-

conformist in any society. 

  

                                                 

5 For a discussion on authenticity in hip hop see: Chang, Juliana, Murray Forman, Mark Anthony Neal, Imani Perry, Eithne 
Quinn, and Jeff Chang. "Keeping It Real: Interpreting Hip-Hop." College English 68.5 (2006): 545-54. Web. 
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2 RESEARCH METHODOLOGY 

This thesis is firmly grounded in the symbolic interactionist (SI) sociological 

perspective as first outlined by George Herbert Mead, and later codified by his student 

Herbert Blumer (Blumer, 1969). It also relies heavily on the ideas of other notable 

scholars who have also contributed their own ideas to SI, such as Howard S. Becker, 

Anselm Strauss, George Kubler, John R. Hall, and also J. Patrick Williams. Therefore 

the fundamental understanding that underpins this entire work can be summed up in 

Blumer’s three premises: (1) Humans act toward things on the basis of the meanings 

that things have for them; (2) the meanings of things derive from social interaction; and 

(3) these meanings are dependent on, and modified by, an interpretive process of the 

people who interact with one another (Blumer, 1969). As such, this thesis is primarily 

an attempt to try and understand the process of meaning and action inherent in the social 

phenomenon of Taiwanese graffiti culture, and the way understanding shapes and is 

shaped by interaction with it. 

2.1 CONSTRUCTIVIST APPROACH 

From a methodological point of view, however, this perspective favours a 

particularly “naturalistic” kind of inquiry that emphasises a number of approaches 

(Williams, 2008). SI fundamentally presumes a constructivist approach to sociological 

inquiry, and is much more comfortable with qualitative research methods. 

Constructivism, as opposed to positivism, is an approach that sees human interaction 

as creating social realities and thus predicated on the assumptions that all knowledge is: 

1. subjective; 2. situationally and culturally variable; and 3. ideologically conscious 

(Marvasti, 2004). The idea of subjectivity recalls Blumer’s three premises above, and 

sees all human knowledge as being idiosyncratic and dependent on the understanding 

and interpretation of the individual. As Williams notes, objective reality may be “out 

there”, but humans perceive it through their own senses, and they are highly selective 

in what they choose to notice about the world (Williams, 2008). The implication of 

subjectivity is that the point of view of the researcher, his knowledge and way of 

interpreting it, is just as subjective as the individuals we claim to study. As such, 

“investigating this topic in a constructionist framework requires sensitivity to our own, 

as well the research participants’ subjective standpoints or perspectives” (Marvasti, 

2004). With respect to this point, then, I should point out a few the understandings and 
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assumptions that I have brought to this research. First, having come into contact with 

graffiti culture while living in Melbourne, Australia, one of the things I noted of the 

culture there was the attitude that many angry, young men came to graffiti culture with. 

In Australia, there were a number of writers that I met who exhibited anti-establishment 

attitudes, and a flagrant disregard for other people’s property. As such, of particular 

interest to me in beginning this research was the way in which Taiwanese graffiti 

writers might also possess anti-social tendencies, and moreover informed my decision 

to include resistance as a research area within my work. This also relates to the second 

way in which my own subjectivity came into play; as I constructed 

Confucianism/collectivism as the mainstream cultural hegemony against which 

Taiwanese graffiti writers resisted, and a cultural problem they tried to resolve through 

graffiti. The reasons for this are twofold: 1) As an Anglo-Saxon from New Zealand, 

I’m aware that the mainstream culture of Taiwanese society has been shaped by a 

different ideological tradition than my own Western one. As such, Confucianism is 

often emphasised as defining social relations in East Asian societies, as opposed to our 

Christian/Enlightenment traditions. One of the ways this is most apparent is in the 

collectivist/individualist orientations of our respective societies, and which leads to the 

second reason: 2) In the process of writing this thesis, I discovered a lot of research on 

collectivism and individualism, the way they were understood to function in Asian and 

Western societies, and the fact that they were not fixed orientations, but changed over 

time. Hence resistance to cultural hegemony. Third, the fact that I have consistently 

referred to the practitioners as ‘writers’ is also informed by this logic, since all except 

for two interviews were conducted in Chinese, and those graffiti writers referred to 

themselves as tuyaren (塗鴉人) or tuyake (塗鴉客). Neither of these translates as 

‘graffiti writer’, the closest would be graffiti-ist, or graffiti person. In this case, I chose 

to translate the above as ‘writer’ for a number of subjective reasons: 1) in most media 

and previous research on the topic ‘writer’ was the most common appellation. The logic 

being that this kind of graffiti is based on a tag or pseudonym which is written on walls 

in marker or spray paint as opposed to traditional art which is image based. 2) There 

were a couple of instances that Taiwanese graffiti writers did refer to themselves with 

the English word ‘writer’, such as used by CHAFF whose interview was conducted 

entirely in English, and MOUSE whose interview was in Chinese, but interspersed with 

English graffiti terminology. Finally, the way I limited myself to just illegal graffiti 
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writers who worked in the medium of spray paint and markers was influenced by my 

interaction with the writers themselves. Graffiti culture is about 50 years old now, and 

has diversified into a number of related practices. In particular, there is a large overlap 

between graffiti and street art with the lines between them being especially subjective 

as academics, artists, and graffiti writers all negotiate that boundary. Another notable 

practice associated with graffiti culture is the use of pre-cut stencils which are then held 

against a wall and painted with either spray paint or brush. In the case of the former, 

the writers I spoke to here were very much of the opinion that only spray paint and 

markers, and illegal writing constituted graffiti culture, and thus I didn’t try to interview 

people like CANDY BIRD or MR. OGAY since they often painted their murals with 

brushes. With regard to the second, stencils, even though this form of graffiti was 

hugely popular in Melbourne when I lived there, I didn’t include it in my research 

because I simply didn’t meet anyone who practiced this form of graffiti here, although 

I’m aware they exist. In any event, my interpretation of graffiti culture here in Taiwan 

is highly influenced by my previous contact with graffiti culture, cultural background, 

other research on the topic of subcultures and graffiti culture, and the members of the 

Taiwanese graffiti community who I had the fortune to meet during the course of this 

research. 

Returning to constructivism then, the second assumption, that of situational and 

cultural variability, means that as a researcher I should be more inclined to look at how 

the meaning and practical consequences of interaction with graffiti culture varies from 

one situation or from one culture to another (Marvasti, 2004). This assumption leads to 

the kind of research questions that we should be asking, such as does graffiti culture 

have the same meaning in Taiwan and America? What cultural or social forces have 

facilitated these changes? How have they revealed themselves uniquely in the 

Taiwanese cultural context? These questions are at the heart of this research on 

Taiwanese graffiti culture as separated by time, space, and culture from that of its 

progenitor in 1960s New York. However, previous research in Taiwan has already done 

a lot to identify the practices and ideas that are both similar and different to graffiti 

culture in the US (Bih, Kuo, & Hsia, 2008), and yet owing to the subjectivity of my 

own background and research orientation, that doesn’t preclude me from exploring the 

subject myself, and perhaps contributing another understanding to that which already 

exists. 
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The third assumption, ideological consciousness, considers the existing 

knowledge about the subject and the way it conflicts or coincides with previous research 

and promotes one ideological position over another (Marvasti, 2004). The researcher’s 

political agenda or orientation become important as their work has the potential to 

influence the public perception of the topic and also government policy. In this respect, 

ideological consciousness isn’t especially relevant to this thesis since it has little 

potential to influence anyone, but suffice it to say, I have approached this topic in a 

similar manner to previous researchers on graffiti. Most notably, Janice Rahn (Rhan, 

2002), Nancy McDonald (Macdonald, 2001), and Jeff Ferrell (Ferrell, 1993). In a 

similar fashion to Rahn, I have considered graffiti culture from the perspective of an 

intensely curious outsider who is often impressed with the creativity, and intelligence 

demonstrated by the graffiti writers I’ve encountered. Similar to McDonald, the last 

chapter of this work has also dealt with identity construction as a major theme. Like 

Ferrell, I’ve also considered graffiti culture from the perspective of resistance, all be it 

less in relation to criminal deviance, and more as an expression of individuality. Like 

all three, I’ve studied this topic through a sociological lens that seeks to understand 

graffiti culture as human activity rather than find ways to combat it, or market graffiti 

products to its participants. 

2.2 QUALITATIVE APPROACH 

The constructivist approach, and indeed SI in general both favour qualitative 

approaches to data gathering. In SI, this orientation traces its history to the earliest days 

of the Chicago school of sociology, and the founding members of this sociological 

perspective who espoused a research approach known as urban ethnography (Williams, 

2011). This approach is intently focused on the culture and lived experiences of the 

people who are being studied, and as such encourages researchers to study “individuals 

and groups in naturally occurring settings rather than in laboratories or through attitude 

surveys” (ibid). As such, the data gathering methods most often employed are 

participation in the day to day activities of the subjects, interviews and participant 

observation (ibid). However, Marvasti warns us that ideological or philosophical 

commitment to either qualitative or quantitative approaches can blind a researcher to 

information that a more utilitarian approach might reveal (Marvasti, 2004). His 

argument is that one should choose the right tool for the job, and thus consider the topic 
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being studied, and the research orientation of the scholar before adhering too strictly to 

either qualitative or quantitative approaches. In this vein, I have chosen to employ a 

predominantly qualitative methods, not from ideological attachment to SI, but because 

the topic favours them. Primarily this is due to the nature of the topic this thesis covers, 

graffiti culture as and the meaning it has for those who interact with it, but also 

underscored by two practical considerations: 1) Taiwanese graffiti writers are very few 

in number. KEVIN, who owns a graffiti supply shop in Tainan, but does business online 

with customers all over Taiwan, for example, estimated that there were not more than 

50 active graffiti writers in Taiwan. 2) At the beginning of this research I only knew 

that I wanted to study graffiti in Taiwan, but that other researchers had already done a 

thorough job revealing an ethnography of Taiwanese graffiti culture. Moreover, it was 

recommended to me to simply go out and ask questions, and let the answers guide my 

research. Thus finding graffiti writers and asking them questions became the starting 

point for this thesis. This, in turn, led me to choose a semi-structured interview (semi 

standardized interview) approach to data gathering (Berg, 2001). This approach 

allowed me to steer the interviews towards topics that I was interested it, namely 

identity and resistance, but questions were also open ended enough that the interviewees 

could reveal their own personal interests, in this case the importance of self-expression 

to graffiti writers in Taiwan. However, in keeping with the utilitarian approach, after 

the collection phase, the analysis phase also relied heavily on the findings of other 

research that was informed by quantitative methods of data collection. This was 

especially the case with respect to the discussion of individualism/collectivism, and 

creativity in chapter 6, and led me to consider graffiti culture as resisting Confucianism. 

2.3 INTERVIEWEES 

As mentioned above, graffiti writers are relatively few in number in Taiwan, 

and, previous research led me to expect them to be relatively hard to find due to the 

illegality of this practice. As such, the first person I found was Jimmy Cheng from 

CityMarx who was not involved in illegal graffiti anymore, and maintained a relatively 

high profile. 
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JIMMY CHENG 

Jimmy is the oldest of the graffiti writers I interviewed at 39, and occupies 

something of an elder statesman position in the Taiwanese graffiti community. Jimmy 

came to my notice through an article he was quoted in written by the Associated Foreign 

Press (AFP, 2015). After seeing his name, I searched for him on Facebook and came 

across CityMarx’ website and a contact number for Jimmy. These days he no longer 

writes graffiti, but is involved in the promotion of legal graffiti culture through his 

company and an NGO that supports graffiti, breakdancing, DJing, and other youth 

culture. His company/crew, CityMarx, also manages the legal graffiti zone in Taipei’s 

Ximending (西門町), which was conferred on them by the Taipei city government after 

a protracted struggle over the artistic merits of graffiti. It was also in Ximending, at his 

graffiti shop there, where I interviewed Jimmy in person. The interview was conducted 

entirely in Chinese. 

Jimmy came to graffiti culture much earlier through the classic route of 

delinquency. At 17 he moved to Taipei with his brother, discovered hip-hop, 

breakdancing, and DJ culture. He became involved with a gang, with whom he used to 

steal paint and beer, then go writing. At some point, Jimmy came to the realisation that 

graffiti should be seen as a legitimate form of street art, and decided to promote it as 

such. Since then he’s given up his illegal practices to focus on the task, but continues 

to occupy a ‘structural role’ within the graffiti community (Williams, 2011). As such 

he knows and is known to all of the major Taiwanese graffiti writers, and many of the 

younger ones. The police often turn to him as a godfather type figure to discourage 

younger graffiti writers whose illegal activity attracts their attention. Despite his role in 

the graffiti community, and his involvement with commercial graffiti, and legal graffiti 

promotion, Jimmy’s involvement with graffiti is done without his parents’ blessing. 

When I went to meet Jimmy, his shop was locked up, and he didn’t answer my 

phone calls, only calling me back about an hour after we’d arranged to meet. While I 

was waiting to speak to Jimmy, and in an act of frustration, I contacted a Taiwanese 

friend of mine who I considered well connected with local youth culture. She in turn 

suggested two other writers whom I interviewed next. 
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PW 

PW was introduced to me by the friend mentioned above. At the time of the 

interview, he wasn’t actively writing because he was training to become a fireman. PW 

was a university graduate who had studied commercial design, and came to graffiti 

culture through his studies. He occasionally did legal graffiti work if it was offered, but 

considered only illegal work to be legitimate graffiti. In fact, due to this illegality, PW 

kept his involvement with graffiti a secret from his parents. I interviewed PW in 

Chinese over a few days online via Facebook, and thus never met him in person. I found 

PW to be an intelligent, and thoughtful individual whose interview came to be one of 

my key references. One of the main topics in this thesis, self-expression, was first raised 

by PW in response to a question from me about what the essence of graffiti was. PW 

placed a lot of emphasis on his ability to express a particular part of his personality 

through graffiti, and with a freedom he couldn’t find in other aspects of his life. 

UOOYO 

UOOYO was introduced to me by the same friend who introduced PW. 

However unlike PW, I interviewed UOOYO in person at an abandoned car factory in 

Xinzhuang District (新莊區), New Taipei City. The interview was also conducted in 

Chinese. Like PW, however, UOOYO was college educated, intelligent, and very 

knowledgeable about the history of graffiti culture in Taiwan and abroad. He was also 

the leader of Taiwan’s biggest graffiti crew, Dark Parade Crew (DPC), which played a 

role in the story of another writer whom I interviewed. UOOYO also came from an arts 

background with two older sisters who studied fine arts at university, although he 

studied psychology himself. His parents were aware of his involvement with graffiti, 

but did not approve of it. His mum apparently preferred to tell people that her son was 

a teacher for example. UOOYO gave me a lot of great ideas, and a much appreciated 

guided tour of the abandoned factory, which functioned as a kind of art museum for 

graffiti since every wall was occupied, and there were pieces there stretching back more 

than 20 years. 

The above three graffiti writers formed a kind of pilot group, and their answers 

informed the later focus of my study. While I could have easily acquired more contacts 

to interview through them, I took a different approach, and instead joined a Facebook 

graffiti forum. Through that I contacted a number of the moderators directly, and asked 
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them if they were willing to be interviewed or could put me in touch with people who 

were. I also asked them for permission to post directly on their forum a request for 

interviews. Through this method I got in contact with the remainder of the writers I 

interviewed except for the foreign writer, FACE. 

DEBE 

One of the moderators of the forum I mentioned above gave me the contact 

details for a number of higher profile Taiwanese graffiti writers. As such, DEBE was 

one of the first to respond to my request for an interview. He has been writing for about 

10 years, but has progressed into the legitimate art world, and claims to not write illegal 

graffiti any more. However, like PW, DEBE also considered only those who had 

participated in illegal graffiti to be able to legitimately call themselves graffiti writers. 

Also like PW, he mentioned his interest in graffiti in relation to self-expression options 

that he felt were limited in other aspects of his life. Unlike many of the writers, however, 

DEBE didn’t write graffiti against the wishes of his parents, who sometimes worried 

about his ability to make a living financially, but otherwise supported his creative 

production. I had heard from another writer that DEBE spoke English because he often 

went abroad to do pieces, but never the less, I conducted his interview in Chinese. This 

was for two reasons: the first because he was abroad or otherwise engaged in graffiti 

business during the period I was gathering data, and as such the interview was 

conducted over several day online which gave me time to translate, and construct my 

responses to his answers. The second, I had decided early on to try and complete as 

many interviews as possible in Chinese since I considered writers would be able to 

express themselves more naturally in their native language. Despite conducting the 

interview through Facebook, I did meet DEBE briefly in person later at the Taipei 

session of the international graffiti event, POWWOW. Like most of the writers, DEBE 

was well educated, and insightful regarding his involvement with graffiti, and was able 

to clearly articulate his journey from illegal graffiti novice to legitimate street artist who 

worked in the medium of spray paint. As such, he also became one of my key 

interviewees, and his responses heavily influenced the direction my research took. 

ITA 

One of the moderators on the Facebook group I mentioned above, also 

recommended ITA’s company, Backstreet Art (後街藝術) as a possible source of 
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information. As such, I only found out it was ITA who I would be interviewing after 

arriving at their shop near Nanshijiao station (南勢角捷運站) in New Taipei city. ITA 

was polite, softly spoken, conservatively dressed, and completely not what one 

expected from a graffiti writer. Like Jimmy, ITA mostly focused on commercial, 

graffiti style mural work, and legal graffiti promotion these days (although they differ 

in execution), but as with the others, he also started out with illegal graffiti. ITA came 

into contact with graffiti in 2007 while studying at university, and somewhat by 

accident since it was only after he first used spray paint to write on walls that a friend 

of his explained to him he was doing graffiti. While writing illegally, ITA had one of 

the more serious run-ins with the police amongst the writers I interviewed, and 

subsequently toned down his behaviour, and eventually shifted to legal work. As with 

PW and DEBE, ITA had a big influence on the direction my research took since he was 

in some ways the most rebellious of all the writers I interviewed. ITA came from a 

wealthy family, and his parents expected him to follow his father into the family 

construction business. ITA recognised that he could earn a lot more money if he did so, 

but chose to pursue his own business in the arts out of passion. As such, it was the 

interview with ITA that really made me take notice of the fact that many graffiti writers 

openly defied their parents in pursuit of their interest in graffiti. 

CHAFF 

Responding to my post soliciting interviews on Facebook, CHAFF first 

contacted me online, and then we arranged to meet in person at a McDonald’s in near 

Dingxi station (頂溪捷運站) in New Taipei City. CHAFF turned out to be a student in 

his last year of high school, and like ITA, not someone who you would have guessed 

was a graffiti writer to look at him. CHAFF had been writing graffiti for 3 years, and 

unlike the others above, focused mostly on TAGGING rather than mural work. This he 

attributed to being less creatively inclined than graffiti writers who came from art 

school as well as due to his relative lack of experience. CHAFF spent a year studying 

in the US when he was 13 years old, and spoke excellent English, although he claimed 

all his graffiti knowledge was learned online from YouTube and Instagram. Because of 

this, CHAFF’s interview was one of only two conducted in English, and the only 

Taiwanese graffiti writer not interviewed in Chinese. In fact, CHAFF’s use of English, 

and his knowledge of graffiti terminology were so comprehensive that if he hadn’t said 

he was Taiwanese I would have assumed he was born and raised in the US. This duality 
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was also evidenced in the transformation he made from a shy young man who first 

arrived for the interview into an animated and enthusiastic graffiti writer after it began. 

Like ITA, CHAFF’s interview heavily influenced the direction my thesis took with 

regard to resistance since he described a rather antagonistic relationship with his father, 

and continued to write graffiti against their wishes. 

MOUSE 

In many ways, getting in contact with MOUSE was very a fortunate occurrence. 

A member of the graffiti forum in which I posted the interview request recommended 

that I contact him. And so I tracked down his profile and messaged him through 

Facebook messenger. Right from the start MOUSE was willing to talk about graffiti 

culture in Taiwan, and quickly invited me down to Tainan to meet with him at his 

friend’s graffiti shop, Spraycan Fine Arts (思勃銳肯美術社). This was especially 

fortunate since not only was MOUSE very helpful, and enthusiastic, but by meeting 

him there, I also managed to interview the proprietor, KEVIN, and a number of other 

writers who hung out there. MOUSE was another of the more experienced writers I 

interviewed, and had been writing for 9 years at the time of the interview. He wrote a 

number of styles, but was well known for his distinctive calligraffiti style6, which fused 

spray can techniques with calligraphy ones to produce a unique style of graffiti writing. 

MOUSE started writing graffiti through an interest in photography. When out taking 

photos of graffiti one day, some writers he knew told him to pick up a can and write his 

name, and he’s been doing so ever since. Like ITA, and DEBE, MOUSE has progressed 

with graffiti to the point that he can earn a living from it, and similarly to them, 

expressed his desire to do so despite being able to make more money as a graphic 

designer. However unlike them, MOUSE was quite adamant that he still continued to 

write illegal graffiti. In fact, MOUSE assured me that many of the older graffiti writers 

who had moved over to legal work still wrote illegally on occasion, but kept it very low 

key. Like the others, MOUSE was well educated, and from a middle class family, 

however unlike many writers, his parents were aware of his illegal activities, and had 

come to accept and support his interest in graffiti. 

                                                 

6 See http://www.calligraffitiambassadors.com/ for information about this unique style of graffiti 
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ROACH 

I met ROACH in Tainan while interviewing MOUSE because he was hanging 

out at KEVIN’s shop. ROACH was young, still doing his military service, and had only 

been writing for a little over a year. Although his interest in graffiti started when he was 

very young, he came to be involved largely due to his friendship with another Tainan 

writer, MACK. I liked the logic of he revealed in the choice of his tag, which took his 

inspiration from MOUSE; they were both creatures that could be seen running around 

the city streets at night. Like many of the writers, ROACH came to graffiti with an 

existing interest in art, although he claimed he never had an interest in studying until 

he got involved with graffiti. ROACH primarily got up with tags and stickers, preferring 

a marker over a spray can, but he also aspired to piecing in the future. ROACH was 

interesting because he was outspokenly Christian, and he considered graffiti a potential 

means of spreading his beliefs. Very early on in the interview he declared, unprompted, 

that he went out writing night or day, and wasn’t afraid of the police. This was a pattern 

I noticed in the other younger writers, CHAFF and MACK, and it led me to consider 

the role of law enforcement and resistance in chapter 5. 

MACK 

After ROACH left KEVIN’s shop, and when I was nearly finished interviewing 

KEVIN, MACK turned up, and agreed to be interviewed, too. As mentioned above, 

MACK and ROACH were friends, although I don’t think MACK knew that I’d just 

previously interviewed ROACH. As a younger writer, he was only 19 at the time I 

interviewed him, he expressed a lot of the same traits, and enthusiasm for illegal graffiti 

that CHAFF and ROACH did. He was also at a similar stage to them with regard to his 

preferred method of getting up, but claimed to have started doing pieces too. MACK 

was interesting because he really sought out graffiti culture rather than coming across 

it through his affiliation with other writers. As such he very deliberately searched out 

graffiti online, and eventually came across the DPC crew mentioned above. Like other 

writers, he did his graffiti against the wishes of his parents, who reminded him that this 

was the behaviour of bad little kids. Unlike many of the others, MACK became 

interested in art because of his interest in graffiti rather than the other way around. 
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KEVIN 

KEVIN is the proprietor of Spraycan Fine Arts (思勃銳肯美術社) in Tainan, 

and a friend of MOUSE, MACK, and ROACH. Unlike the others, however, KEVIN 

didn’t introduce himself with his tag, which he preferred to not to share. In this sense, 

he kept his graffiti identity separate from his regular identity. He also kept it secret from 

his parents, and mused that they knew he sold graffiti equipment, but probably didn’t 

know that he did graffiti. In fact, he was quite certain that very few people knew his tag 

even if they knew he wrote graffiti. Like the other Tainan writers I spoke to, KEVIN 

mostly got up with tags, but unlike the others, he was quite reserved, and didn’t offer 

much in response to my questions. I put this down, mostly, to his secretive personality, 

and public face as a legitimate business owner. Despite that, he was friendly, intelligent, 

and insightful like the rest of the writers I met in Tainan. 

FACE 

FACE was the only Western graffiti writer I interviewed for this thesis, and was 

introduced to me by a mutual friend. While this thesis intended to focus on Taiwanese 

graffiti writers, and their own graffiti culture, I thought it would be interesting to get 

another perspective on the scene here. In his speech, attitudes, and dress, FACE was 

the archetypical graffiti writer from my memory of living in Melbourne. In fact, some 

of the responses he gave to my questions could have been lifted directly from Style 

Wars, or Nancy McDonald’s work on London and New York they were so prototypical 

of a graffiti writer. This actually inspired the research angle I originally wanted to 

pursue when I realised the similarity that CHAFF revealed in his behaviour, attitude, 

and speech. As such, It would have been interesting to use Williams’ communication 

interlocks (Williams, 2011), and other identity studies to look at how Taiwanese writers 

adopted and adapted this international graffiti persona, which is so easy to find on 

YouTube and in other media. With respect to identity studies too, FACE was interesting 

in that he also ran an art gallery with some friends here, and operated by day as a 

legitimate artist. In his interview he discussed how he liked to keep the two identities 

separate because they allowed him to express different things about his personality. 

In total I managed to interview 11 graffiti writers for this thesis, but perhaps 8 

really formed the basis of this work. In general I found them all to be thoughtful, 

intelligent, and enthusiastic individuals. None of them, even Jimmy Cheng despite his 
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earlier experiences, came across anything like the delinquent or rebellious youth one 

might imagine graffiti writers to be. This might be a reflection of their predominantly 

educated, middle class backgrounds, or it might be because many of them were out of 

their teens, and had been writing for a number of years. In any event, it was an 

interesting, and though provoking process interviewing everyone and trying to make a 

thesis out of it. To see their entire interviews, please turn to the first appendix at the 

back of this thesis. 
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3 HISTORY AND GRAFFITI 

For my generation, the word graffiti refers to a type of urban youth culture. For 

others it implies barely legible scrawling – acts of vandalism – written in spray paint or 

markers on private and public property. An understanding reflected in the Oxford 

English dictionary definition; drawings scratched, sprayed or scribbled illicitly in 

public spaces (Oxford Dictionaries, 2017). In this form, graffiti culture has been around 

for almost 50 years, starting in New York and then going global. However, this word, 

graffiti, is of Italian origin, the plural of the word graffito, meaning ‘a scribbling’, and 

was originally used to describe ancient wall inscriptions found around at ancient sites 

around the Mediterranean (Online Etymology Dictionary, n.d.). As such, this meaning 

of graffiti referred to “any idea displayed in informal contexts, written or drawn on 

static or portable surfaces by and for people living in urban and rural spaces of the 

ancient world” (Keegan, 2014, p. xii). While those inscriptions have remained, for 

many the current meaning of graffiti obscures its history, and more importantly, a 

reason to study it. 

As an informal form of written communication, graffiti has existed for as long 

as there has been writing, and nowhere is it more studied than in the Mediterranean 

cultures of the ancient world. As Jennifer Baird and Claire Taylor explain, there are a 

number of reasons why graffiti of this period is of such interest to scholars: the huge 

number of well-preserved examples, the access it provides into the lives of ordinary 

people due to relatively wide spread literacy, and an already extensive understanding 

of the societies in which this graffiti was produced (Baird & Taylor, 2015). In Pompeii 

alone, there are almost 11,000 examples of ancient graffiti preserved by the eruption of 

Mount Vesuvius, but they can also found in Graeco-Roman Egypt, classical Athens, 

Roman Ephesus and late antique Aphrodisias, Seleucid, Parthian and Roman Dura-

Europos (Keegan, 2014). This has allowed historians to study graffiti not just from 

different chronological, geographical and typological contexts, but to also compare 

their meaning, methods and materials (Baird & Taylor, 2015). Much of the reason 

graffiti exists in this great number is due to much more wide spread literacy than would 

be found in Europe a few centuries later. As Keegan explains, literacy in the ancient 

world may not conform to our modern definitions in that for many the ability to read 

and write may have only been limited to those words or marks that served a practical 

purpose to their trade or occupation (Keegan, 2014). However, literacy in the past, was 
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widespread enough that large numbers of ordinary people were able to convey their 

thoughts; from the banal to the humorous, serious political statements, and crude sexual 

imagery; thus ancient graffiti provides a window into a world that studies of classical 

literature alone do not (Baird & Taylor, 2015). Not only does this graffiti allow access 

to the people of the ancient world, but studying it is also conditional on an already 

extensive understanding of the ancient world. For example, Keegan details a 

conversation written in graffiti in Pompeii with one writer mourning the passing of a 

man named Chius, and the other gloating over it. (Keegan, 2014, p. 2). Textual analysis 

of the names indicates that it was written by Latin speaking Greeks with a reasonable 

level of education, but translation of that conversation is also dependent on knowledge 

of Roman society, and Latin to know whether ‘moleste fero’ should mean ‘it annoys 

me’ or ‘I lament’ (ibid). However, perhaps the most important thing we can take away 

from the discussion of ancient graffiti is the reason for studying them in the first place; 

they provide scholars with important insights into the societies that produced them. For 

example, ancient graffiti carried with it none of the kind of transgressive illegality that 

modern urban graffiti does. Ancient graffiti was written in private homes, communal 

baths, sacred religious sites, and brothels by high born nobles, and literate or semi-

literate commoners alike often in dialogue with one another and the permission of the 

property owner (Baird & Taylor, 2015). 

Thus we can move forward in history, and look at examples of graffiti in 

different societies with an eye to understanding them through their informal scribblings. 

One such example comes from Isabel C. Rivera-Collazo who conducted a study of 

graffiti written on the walls of the San Juan’s Spanish Defence System Puerto Rico 

(Rivera-Collazo, 2006). The graffiti in this study was mostly written by soldiers 

stationed there from the 17th to late 18th centuries, and consists of both linguistic and 

figurative graffiti scratched into the walls wherever soldiers spent long periods of 

relatively inactive time. Not only does it provide a rich historical record of the types of 

ships operating in that part of the world at that time, but it also provides insights into 

the mental states of the predominantly male, military community stationed there with 

little to keep them occupied. Similarly, a study of European graffiti written amongst 

Aboriginal rock drawings dating to 1905 in Queensland, Australia demonstrates a 

number of things about the relationship between the two societies, and within the 

European one (Winchester, Davidson, & O'brien, 1996). It shows, for example, the 
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dominance of the white settlers who physically and symbolically removed the 

Aborigines from the landscape as they took over their territory, and desecrated their 

rock drawings. It also shows the way white males subordinated women, despite their 

electoral emancipation, through the use of derogatory terms and vulgar imagery. Julie 

Peteet’s study of political graffiti written on the walls of the West Bank during the First 

intifada shows the way Palestinians resisted Israeli domination and control of 

information (Peteet, 1996). In this study, the resistance of the Palestinians was shown 

to be more than just symbolic due to the affirmative feelings, and empowerment they 

gained from both reading and producing this graffiti and in the process refused to 

normalise the relationship between themselves and their occupiers. However, it also 

provides us insight into the way power structures were maintained by the Israelis and 

contested by the Palestinians, and thus reveals the agency of both groups and the 

individuals who read and wrote the graffiti. In each of these studies, informal 

scribblings on walls have served as a visible clues to a broader understanding of the 

societies who produced them. If one were to look and merely see pictures of ships in a 

Spanish fort, vulgar statements about women and Aboriginals in a mining town in 

Australia, or political slogans in a contested territory, it would be to miss what these 

scribblings can teach us about the broader social forces they represent. Similarly, it 

means that any study of modern graffiti needs to be approached with the same kind of 

attitude in order to learn what is behind that practice and what it can tell us about the 

society in which it’s produced. Thus we turn to the kind of graffiti that this study aims 

to understand; what has often been termed hip-hop graffiti due to its association with 

another cultural phenomenon that came out of New York at the same time. 

Towards the end of the 1960s, people in New York began to notice tags like 

Taki 183 and Julio 204 written in marker across the city (Castleman, 1982). Taki 183 

in particular, who is most often accredited with kicking off this phenomenon, was a 

Greek-American kid who lived on West 183rd Street in the late 1960s (Kennedy, 2011). 

For a few years at the end of the 1960s and beginning of the 1970s he left his tag all 

across New York while working as a foot messenger. However it was an article in The 

New York Times7 that turned him into a celebrity and inspired a movement (ibid). “As 

soon as everybody understood that it was a name, they realized that Taki was famous” 

                                                 

7 'Taki 183’ Spawns Pen Pals, The New York Times, Friday July 21 1971 
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(Silver & Chalfant, 1983). Soon urban youth were writing their tags all over New York 

City in imitation of Taki 183, but the fame and status they were able to garner through 

this activity didn’t last long. It became more and more difficult to make a name for 

yourself8 as more kids started doing it. As such, a kind of graffiti arms race developed 

as young writers invented ever larger, and more stylish ways of writing their tags. Soon 

they began forming graffiti crews who tagged their own names and those of their crew 

as a means of spreading their names further than one individual could by themselves 

(Ferrell, 1993). Pretty soon this kind of graffiti began getting the attention of the 

authorities who determined it a blight on the city, and decided to wage war on those 

writing it (Castleman, 1982). This is especially well illustrated in the 1983 graffiti 

documentary, Style Wars, which follows a number of young graffiti writers as they 

write their tags all over the New York Metro trains, and those tasked with preventing 

(Silver & Chalfant, 1983). The high profile nature of this phenomenon, its media 

attention, and its role as one of the four elements of hip hop helped spread graffiti 

culture across first the United States, and then abroad (Gray, n.d.). 

Along with its spread around the world, there has been a lot of academic interest 

into graffiti writing culture along the way. Craig Castleman made one of the earliest 

contributions in Getting Up, Subway Graffiti in New York (Castleman, 1982). This 

work provides a detailed ethnography, and document of the behaviour and motivations 

of the graffiti writers, and also details their battles with the authorities, but doesn’t 

attempt to analyse or understand the social significance of it. Since then numerous 

authors have also contributed work on the topic of graffiti culture, and also sought to 

understand the deeper meanings behind this phenomenon. Focusing on the Denver, 

Colorado scene of the early 1990s, for example, Jeff Ferrell examines the way graffiti 

writers stylistically resist the hegemonic forces of mainstream culture, and the authority 

of state and commerce that alienates youth from the spaces they occupy (Ferrell, 1993). 

Another study of New York and London at the turn of the millennium by Nancy 

McDonald focuses on the way young men use graffiti to construct masculine identities 

as they make the transition from youth to adulthood (Macdonald, 2001). Other 

academics have contributed their own ideas and meanings to graffiti culture at different 

times, and different locations. For me, however, there are two important points to take 

                                                 

8 Making a name is the term graffiti writers used to describe getting fame through tagging. 



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

 
 

3.23 
 

away from this discussion of graffiti, ancient and modern. First, as many scholars of 

modern graffiti have demonstrated, this is not the mindless activity of rampaging, 

criminal youth akin to dogs marking their territory. Rather, there is thought and 

meaning behind these actions, much of which are designed to earn status with other 

graffiti writers. Graffiti writers, for example, spend huge amounts of time perfecting 

their art, practicing their tags, and improving their techniques because they are judged 

on these abilities by their peers. Nowadays there are specialist graffiti paints, markers, 

and associated equipment sold legally all over the world. There are YouTube channels 

that teach techniques, and Instagram on which to show off one’s work. In this sense, 

the youth who engage in this type of graffiti make up an international community. They 

occupy a ‘social world’ with established patterns of behaviour, rules, technology, 

fashions, organisations, and socialisation processes (Strauss, 1978). Second, the way 

the illegality of modern graffiti is often considered by the authorities, and media 

contrasts this modern graffiti phenomenon against those studied in ancient Rome and 

the Mediterranean, where it was treated as a normal activity for elites and commoners 

alike. As Baird and Taylor remind us, “ancient graffiti often have different functions 

from, and were received differently to, graffiti in modern urban or suburban contexts” 

(Baird & Taylor, 2015). They do so to remind scholars to be careful about drawing 

cultural links between modern and ancient graffiti. However, I mention it here to remind 

us that while the techniques, motivations, and societies are different, we shouldn’t 

dismiss graffiti as simply some illegal activity that bad kids get into. To do so hides the 

fact that there is a whole lifestyle behind this activity, and meaning for the youth who 

participate in it. Many academics have already engaged in careful examination of this 

modern cultural phenomenon in other locations, but with the same eyes as those who 

have studied its ancient namesake. As such, this work also seeks to look at what 

Taiwanese graffiti can reveal about the society in which it is written, and the social and 

cultural forces that shape it, and are given expression through it.  
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4 IDEAS AND PRACTICES OF GRAFFITI 

Graffiti culture, like any other social world, has its own language, beliefs, and 

practices; many of which stretching back to the culture’s birth in New York. For the 

uninitiated, this chapter will serve as a crash course on the ideas and practices of 

Taiwanese graffiti writing, and give the reader a brief understanding of the rich world 

that hides in plain sight. Although Taiwan is a Chinese speaking society, and most of 

the graffiti writers I interviewed were not fluent in English, many still interspersed their 

answers with plenty of English graffiti terms. 

4.1 TAG 

The most fundamental part of this kind of graffiti is the tag. Like a pseudonym 

or pen name, it’s the first thing a new writer must decide upon when entering the graffiti 

world. As McDonald notes, “It is the most important aspect of a writer’s work and the 

source of their fame and respect” (Macdonald, 2001, p. 70). It serves as their calling 

card, advertisement, and ultimately their identity within the graffiti community. As such 

a tag can be chosen for any number of reasons or simply because the letters look good 

together when written. Some of Taiwan’s most well-known graffiti writers shared the 

stories behind their tags in a previous study. HOWA’s English name was Howard, but 

he found it too long so he dropped the ED and kept HOWA (Bih, Kuo, & Hsia, 2008). 

It worked for him on another level too since it sounds like the phrase hao’a (好啊), 

which means ‘OK’ of ‘fine’ in Chinese. Another well-known writer started off with the 

tag NONE, representing that he was an unknown within the graffiti scene (ibid). 

However, later on he felt repeating two ‘N’s was annoying, so he dropped one ‘N’ and 

became NOE (pronounced know), which also signified his transformation as a graffiti 

writer. Among the writers I interviewed were similar stories of how they chose their 

tags. ROACH, for example, chose his tag due to his friendship with the more 

established Tainan writer, MOUSE. He figured they were both creatures that could be 

seen running around alleyways at night. ITA (pronounced EeeTaa) chose his name 

because the first letter, ‘I’ (long Eee) is pronounced the same way as one of the 

characters in his Chinese name. MACK chose his tag simply because he thought the 

letters looked smooth together. CHAFF chose his name out of a dictionary, but the 

image he used was lifted from the video game, Brothers in Arms, which in turn was 



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

 
 

4.25 
 

actually a famous piece of graffiti, known as 

Kilroy was here that was written by US troops 

during World War 2. CHAFF originally copied 

the tag in its entirety, but later made it more his 

own by keeping just the Kilroy face but with the 

text replaced by his tag, CHAFF. The US writer I 

interviewed for this thesis, who went by the tag, 

FACE, didn’t write a tag in the usual sense, but 

instead paints a stylised face, faces, or cartoon 

people. 

Ferrell noted in his work on graffiti culture in Denver that graffiti writers often 

knew each other by tag before they ever met in person (Ferrell, 1993). In this way, 

graffiti writers often carried on lengthy interactions with one another without ever 

meeting face to face. The graffiti writing community in Taiwan is pretty small, and the 

established writers all know each other, but for new writers, who are just starting out, 

their tags often function much the same way that an alias does in online forums. For 

example, CHAFF mentioned above, admitted to ‘beefing’ 9  with another more 

established Taipei graffiti writer, RAMP, which is played out in their graffiti, and 

detailed below. However, despite the hostility, the two have never met, and it’s not hard 

to imagine them sitting down across from one another in a restaurant and never being 

aware they had an antagonistic relationship on the walls of Taipei. 

Whether writing, or interacting with one another in the graffiti world, a writer’s 

tag is their identity. With the exception of only Jimmy Cheng, FACE, who I was 

introduced to by a mutual friend, and UOOYO, who was introduced by his given name 

on Facebook, the rest of the graffiti writers that I interacted with in this study used their 

tags in place of their names. Others have noted that on the one hand this is for practical 

reasons; namely that graffiti is illegal, and thus a tag helps conceal one’s true identity 

from the law (Rhan, 2002) (Macdonald, 2001) (Ferrell, 1993)10. On the other hand, a 

writer’s tag also becomes a kind of secret identity around which young men can 

                                                 

9 Verb or noun to describe a feud, disagreement, or confrontation played out in graffiti, and discussed 
below. 
10 This is also why I have chosen to continue the practice and refer to all of the writers by their tags in 
this work. 

Figure 1: ‘Kilroy was here’ tag 
appeared during World War 2, written 
by US soldiers. 
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construct a powerful, masculine identity (Macdonald, 2001). However, even the more 

established writers, like DEBE, ITA, and MOUSE, who have progressed into the 

legitimate art and commercial worlds, continue to use their tags. All three, for example, 

started out painting illegally. DEBE labels himself an artist, who does street art (街頭

藝術創作), artworks (藝術創作), and Typography (字體設計) through the TWO-

MUCH ARTWORK STUDIO. ITA founded BACK STREET ART (後街藝術 ), which 

produces commercial art and signage for businesses in the graffiti style. MOUSE writes 

illegally under that tag, and is known in the graffiti community by it, but produces legal 

art, and signwriting under a different one. For these established writers, who have made 

a career on the back of their abilities, their tags function in the same way a musician’s 

stage name does. That is their professional career, their status, and fame both in and 

outside of the graffiti community are attached to their tag. 

4.2 GETTING UP 

In graffiti parlance, getting up refers to 

the act of putting one’s tag or graffiti mural on 

a wall for others to see. It’s an old phrase (by the 

standards of graffiti) that traces its heritage to 

the beginning of the graffiti movement in New 

York. For example it’s the title of Castleman’s 

1982 book ‘GETTING UP: SUBWAY GRAFFITI IN 

NEW YORK’ (Castleman, 1982), and it’s a phrase 

repeated in music and dialogue in the 1983 

documentary, ‘STYLE WARS’ (Silver & 

Chalfant, 1983). “You know, I know a lot of 

good writers, and all the writers that l knew, 

they used to get up, so they used to tell me, 

“Trap, why don't you get up?” And I started 

getting up with them, we started doing pieces” 

(ibid) 11 . In the interviews, only CHAFF and 

FACE explicitly used this phrase since both their 

                                                 

11 Italics added for emphasis 

Figure 2 Taki 183's tag from the 1971 
edition of The New York Times which 
spawned a movement. 
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interviews were conducted in English, but it functions as a suitable segue to talk about 

the different ways a graffiti writer can get up in Taiwan. 

4.2.1 TAGGING 

A tag, as 

discussed above, is the 

writer’s name, but ‘to 

tag’ is a verb that 

describes the act of 

writing one’s name, and 

thus the act is referred to 

by the noun ‘tagging’. 

After a graffiti writer 

chooses their tag, the 

next thing they must do 

is begin writing it, and 

thus, tagging refers to 

the act of writing one’s 

tag – usually in marker or 

spray paint – all over the city. In this respect, tagging is like writing one’s signature so 

that other graffiti writers can see it. It is also the most basic form of graffiti, and the 

style that kick started the graffiti movement. For example, it was the style employed by 

Taki 183 and his imitators in the late 1960s before the next generation of writers started 

inventing new styles to help differentiate their tags from one another. In Macdonald’s 

work, she discusses tagging not only as the easiest place to begin a graffiti career, but 

also the appropriate one as the graffiti writers she interviewed considered it a stage that 

all graffiti writers must go through before graduating to the next one (Macdonald, 2001). 

In this sense, tagging requires little skill to produce, and graffiti writers who get up with 

tags compete for fame and status with other writers based on the volume of their 

production, the locations they write it, and the dedication they demonstrate going out 

over and over again to produce it. Of the 11 writers I interviewed for this work, 6 

engaged in this form of graffiti to some degree: FACE didn’t write his tag, but instead 

a stylised face, or faces in a tag style (usually single colour line drawings). KEVIN, 

MACK, and ROACH all wrote tags with markers or spray cans although MACK was 

Figure 3 tagging on the window of an abandoned building in
Taipei. 
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already experimenting with other forms of graffiti. MOUSE was an established writer 

competent in a number of styles and methods of graffiti writing, but still enjoyed 

tagging with friends as well as producing more complicated pieces. CHAFF perhaps 

best illustrates this type of graffiti writer because, in his view he lacked the artistic and 

can handling skills12 to produce other styles of graffiti fast enough to avoid unwanted 

attention. This contrasts with a previous study of Taiwanese graffiti culture by Bih et 

al. who discovered that, while tagging existed in Taiwan, it was a style of graffiti 

writing most associated with an American tradition, and engaged in primarily by 

Taiwanese writers who had grown up or been educated in the US. The majority of 

Taiwanese graffiti writers, they interviewed, tended to start with throw ups (discussed 

shortly) and rapidly progress to a more artistic mural or ‘logo’13 based means of getting 

up (Bih, Kuo, & Hsia, 2008). In my own study, Jimmy, PW, UOOYO, DEBE, and ITA 

were more representative of this approach to graffiti, however, they were also more 

established writers, and I only ever saw their current work, much of it legal, not 

anything they had produced when they were starting out. In their study, Bih et al. 

attribute the lack of tagging in Taiwanese graffiti to the high tendency of graffiti writers 

to come from more formal arts educational backgrounds (ibid). This is an observation 

backed up somewhat by CHAFF who contrasted his own abilities against the Fu-Hsin 

Trade and Arts School (復興美工) students he knew who did graffiti and rapidly 

progressed to more mural based work, which he put down to the artistic training he 

lacked. In any event, tagging may not be universal amongst Taiwanese graffiti writers, 

but it is still a visible part of Taiwanese graffiti culture, which at least some writers 

engage in.  

                                                 

12 Can handling or can control refers to one’s ability to use a spray can with the skill and speed to produce 
fast, stylish graffiti. 
13 Bih et al. term the iconographic style many Taiwanese graffiti writers adopted in the late 2000s ‘logo’ 
based graffiti. As such it describes the way graffiti writers often painted an icon, symbol, or character as 
the central focus of their more artistic graffiti. 
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4.2.2 STICKERS 

Stickers are a more recent evolution of graffiti 

writing culture that appeared during the 1990s, and 

embodied in the iconic Shepherd Fairey OBEY stickers 

(Ellison, 2016). They are popular because they’re 

relatively cheap to make, can be applied in seconds, and 

are relatively difficult to remove (Nestel & Willis, 

2014). Graffiti artists who primarily work with stickers 

are called ‘slappers’, and the activity is known as 

‘slapping’. Another famous graffiti writer turned 

sticker ‘slapper’, BNE, made the transition to stickers 

during the late 1990s from traditional New York style 

letter based graffiti (Kilgannon, 2009). Thus illustrating 

that despite having evolved into a niche of their own, stickers are still considered within 

the wider graffiti culture. However, it’s a type of graffiti that can be controversial with 

other graffiti writers since it’s an easy way of getting up that exposes the slapper to very 

little risk (AcidGraffiti.co.nr, 2009). In Taiwan, stickers are very definitely part of the 

graffiti culture, and even the uninitiated has probably seen the NOE 246 stickers around 

the city. In fact this writer probably best illustrates the role stickers play in Taiwanese 

graffiti culture. Interviewed in Bih et al., NOE began as a tagger, and also writes throw 

ups (below), however he also gets up with stickers. As such, stickers function as yet 

another means of getting your name out there that is often used in addition to other 

methods of getting up. In fact, 

there is a particular wholesale 

supplier of Taiwanese P.P. 

brand spray paint, which is 

popular with local writers due 

to the fact it is cheap and 

compatible with the imported 

specialist caps (spray 

nozzles). The shop is difficult 

to find due to its location in a 

laneway, and the almost 

Figure 5 iconic Shepherd Fairy
'OBEY' sticker. 

Figure 4 ‘NOE 246’ stickers on stairs in Shibuya, Tokyo. 246 
is the Japanese graffiti crew that NOE is part of. 
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complete lack of signage, but if you’re paying attention you’ll spot it due to the massive 

amount of stickers pasted all around the entrance. When I went to Tainan to interview 

MOUSE, all of the writers there gave me their stickers before I left, and ROACH in 

particular often favours this method of getting up in addition to tagging with markers. 

4.2.3 THROW UPS 

Throw ups or 

‘throwies’ are an 

intermediary graffiti 

technique because 

they can be done 

fast 14 , but require 

more skill with a 

spray can than 

tagging. They still 

feature the graffiti writer’s tag, but they are bigger, and often done in 2 or more colours 

to attract more attention. It’s a style that represents the evolution graffiti went through 

as the early writers competed to make their names more visible than their 

contemporaries, and as such is 

synonymous with the bubble letters of the 

1980s New York graffiti scene. In their 

work, Bih et al. noted that in Taiwan 

many graffiti writers preferred this style 

because it’s more artistic than tagging, 

and as such, was a feature of Taiwanese 

graffiti (Bih, Kuo, & Hsia, 2008). It’s a 

style that both CHAFF and FACE dabble 

with, but in the case of the former a style 

he’s not yet comfortable with, and in the 

case of the latter something he only 

indulges in occasionally. Another writer 

                                                 

14 In Chinese, throw ups are called kuaisu tuya (快速塗鴉) which literally means fast graffiti. 

Figure 7 Throw ups in Taipei by HOWA, DABS, and CURE.

Figure 6 EMS is another expat American graffiti
writer living in Taiwan.
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who I met just before completing this thesis, EMS, also often produces throw ups in 

one or two colours. Around Taipei, it’s the style perhaps most visible due to its larger 

size and use of colour, but usually throw ups and tagging both appear together. 

4.2.4 PIECES 

Piece can be 

a verb or a noun, and 

comes from the 

English word, 

‘masterpiece’. As 

the name implies, 

this style of graffiti 

represents the 

pinnacle of graffiti 

production, and the 

blurred line between 

graffiti and art. A 

piece can be relatively simple, not much more than a more detailed throw up, or it can 

be incredibly complicated requiring multiple graffiti writers and several days to 

complete. Traditional pieces retain the writer’s tag as the central motif with additional 

creative flourishes and characters supporting the tag, however some writers forgo the 

tag altogether and instead create elaborate graffiti murals with their tag written in small 

letters on the side like an artist’s signature. The terms ‘old school’ and ‘new school’ 

graffiti are 

often used to 

describe this 

divide with 

the former 

favouring the 

New York 

tag based 

style, and the 

latter 

Figure 9 this piece by PW illustrates the multiple dimensions to his
personality that he likes to express through graffiti. 

Figure 8 traditional tag based pieces by SHUXER and UDON that were revealed
when a building on Chengde Rd. was pulled down. These pieces are interesting
because they’re not much more complex than throw ups with 3D, backgrounds
and highlights and as such show the way graffiti evolved from quite simple
tagging to ever more intricate designs. 
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bringing a more traditional fine arts approach to graffiti15 . However, as UOOYO 

reminded me, they’re only words, and they tend to hide the huge variance in approaches 

to creating pieces that graffiti writers employ when we try to fit their work into either 

category.  

Mcdonald notes in her work that graffiti writers who have mastered this means 

of getting up are no longer judged by the same criteria as the writers who favour the 

other styles, but more on how stylish their graffiti is and their technical skill (Macdonald, 

2001). In Taiwan this is also broadly the case, as good pieces are treated with a 

particular reverence; especially if they have been around for a long time surviving from 

the early years of Taiwanese graffiti. For many young graffiti writers, graduating to 

pieces is a goal to aspire to, and MACK, ROACH, and CHAFF all indicated their desire 

to paint pieces in the future; MACK had already started experimenting with them. On 

                                                 

15 See Janice Rahn’s Painting without Permission in the references for more information on these two 
types of graffiti. 

Figure 10 this piece was done by UOOYO & the DARK PARADE CREW in an abandoned car
factory in New Taipei City. It could be classified as 'new school' graffiti since it doesn't feature a
tag as the central motif, but the writers who produced it would probably remind us to avoid using 
such labels. 

Figure 11 a piece by DEBE in an abandoned building which I found online. No indication of how 
old it is. 



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

 
 

4.33 
 

the other hand, DEBE, ITA, PW, and MOUSE had already graduated to this level of 

graffiti production, and the work they produce is of incredibly high quality. 

Because of the time it takes to create a graffiti piece, they are often less visible 

than the other forms of graffiti since they expose the writer to much greater attention 

from the public. However, there is a lot of really high quality graffiti in Ximending (西

門町) around the movie theatre district as this is the legal zone managed by Jimmy 

Cheng and the CityMarx crew. There are also the occasional high quality pieces painted 

on the legal walls along the riverside bike path that circles Taipei on three sides, but 

they’re buffed (painted over) by the hydraulic department every 3 months, and many of 

the graffiti writers I spoke to won’t paint there because they don’t consider legal work 

to be real graffiti. Illegal pieces are much more difficult to find unless you know where 

to look. One place you will always find them is in the numerous abandoned buildings 

around Taiwan. Many of these sites are situated in the outer suburbs or in industrial 

zones around the cities, and these buildings often serve practice spaces, or informal 

galleries for local and 

travelling graffiti 

writers to exhibit their 

work in. One in 

particular that 

UOOYO took me to in 

New Taipei City was 

an abandoned car 

factory, and was little 

more than a concrete 

shell with no windows 

or doors and mostly 

open to the elements, 

but just about every 

wall of its 3 stories was covered in graffiti, and some of it had been there for more than 

10 years. Generally the police don’t bother with these kinds of locations, and the one 

that I visited was openly used by cosplayers taking photos, Airsoft enthusiasts, and of 

course, graffiti writers. However, there are also a number of abandoned buildings 

standing in the inner city of Taipei, which are more or less intact, and often identifiable 

Figure 12 this highly recognisable building is at the corner of Xinyi
and Anhe Rds in central Taipei city. The outside is covered with
graffiti tagging, throw ups, and stickers indicating it’s been
abandoned. 
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by the tagging and throw ups on the outside. Entering one of them to paint graffiti would 

be considered a more serious offence by the authorities, but if one were inclined to do 

so, they would find that they too will be filled with graffiti pieces. 

4.2.5 STENCILS 

Stencils are another 

form of graffiti that have been 

around for a while, but really 

took off in the late 1990s and 

2000s. Unlike the styles we’ve 

covered so far, stencil graffiti 

doesn’t rely on the freehand 

can handling skills of the artist, 

but rather on their ability to 

create an image, usually on 

cardboard or clear plastic, which is cut out, held against a wall, and sprayed through. 

Stencil graffiti stands separate from the other forms of graffiti we’ve discussed for a 

number of reasons. First, free hand graffiti writers often consider stencils to be cheating 

since it doesn’t rely on one’s ability with a can to produce intricate images, or straight 

lines (Ferrell, 1993). As such, it’s rare for practitioners of one form to interact with 

practitioners of the other. Second, is ideological. Stencil graffiti often features social 

and political commentary, often 

presented through playful or ironic 

imagery. This is especially the case 

with some of the most famous 

stencil graffiti artists to ever work in 

the medium, and can trace the 

tradition back to the ‘father of 

stencil graffiti’, French artist Blek 

Le Rat (Gilewicz, 2008). More 

famously, and controversially 16 , 

                                                 

16 BANKSY has been called a thief by many for using Blek le Rat’s famous rat images in some of his 
works. 

Figure 14 Blek le Rat is a famous French stencil graffiti
artist famous for his rat stencils and social commentary

Figure 13 one of BANKSY's most iconic images
featuring his signature brand of social commentary. 
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BANKSY, a UK stencil graffiti artist, has become the 

international standard bearer and poster boy for this 

kind of graffiti work, and is famous for his social 

commentary (Wang, 2013). 

When I lived in Melbourne from 2001 to 2005, 

stencil graffiti was all the rage, and in the years since, 

it’s become an internationally famous location for this 

form of graffiti (Smallman & Nyman, 2011). Taiwan, 

likewise, has its stencil graffiti writers, and they also 

continue the tradition of social and political 

commentary in their work (Bih, Kuo, & Hsia, 2008). As 

such, I’ve included stencil graffiti in this section, however, I didn’t unable interview 

any stencil artists during the process of writing this thesis, and so beyond recognising 

it, and confirming its existence in Taiwan, this work is based on the opinions and views 

of the more traditional free hand graffiti writers. 

4.3 STATUS 

One of the most important aspects of graffiti writing, and the central 

preoccupation of those who do it is fame. In the earliest days of graffiti writing, it was 

a 1971 New York Times article17 that first made Taki 183 an outlaw celebrity (Kennedy, 

2011). After realising he’d gained notoriety in the press, others quickly began emulating 

him – tagging all over the city – and eventually gave birth to the modern graffiti 

movement. From New York in the 1970s and 80s to Seattle, Denver, Montreal, and 

London, graffiti culture has been all about gaining fame and status for the writer 

(Castleman, 1982) (Silver & Chalfant, 1983) (Lachmann, 1988) (Brewer & Miller, 

Bombing and Burning: The Social Organization and Values of Hip Hop Graffiti Writers 

and Implications for Policy, 1990) (Ferrell, 1993) (Macdonald, 2001) (Rhan, 2002). 

And it’s no less true in Taiwan (Bih, Kuo, & Hsia, 2008). However, the fame and 

                                                 

17 ‘Taki 183’ Spawns Pen Pals, The New York Times, Friday, July 21st, 1971 

Figure 15 a stencil by Taiwanese 
artist KEA featuring a satirical 
image of Chiang Kai-shek. 
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respect graffiti writers crave is not ours – 

the general public – to give, but that of 

other graffiti writers. This is because only 

they know the criteria that makes graffiti 

worthy of respect, and only they have the 

authority to give it. In graffiti circles, the 

act of gaining status is known as ‘making a 

name’, and there are a number of ways one 

can go about doing it. Novice writers, and 

those who work in the mediums of tagging, 

stickers, and throw ups are also known as 

‘bombers’. A graffiti bomber is someone 

who makes his name through volume, 

consistency, and daring. Volume means that a graffiti writer must have tags, stickers, 

and throw ups everywhere. Not just one neighbourhood, or suburb, but all over the city 

in every conceivable location someone could put their tag. Consistency means that a 

bomber can’t go out writing for a month or two and expect to gain a reputation, but 

must continue to do so for as long as it takes for others to recognise him as a continuing 

presence in the graffiti community. Daring is demonstrated in any number of way, but 

the most obvious one is to put your tag in difficult or hard to reach places; often by 

climbing on top of buildings, hanging off bridges, or sneaking into patrolled locations. 

If a bomber can achieve all of these, he will make a name for himself, and can claim 

the title of ‘king’. 

“…graffiti is all about getting your name all over the place, you 
know. To me it’s not about being king, you know. I don’t want to be king. 
I’m just saying, but I want to get my name everywhere. And not just so 
writers can see it, but so normal people can see it and think, “What the 
fuck is this?” Because I want people to see my name.” (CHAFF) 

“Everyone’s trying to be the king. Everyone’s trying to be like, 
I’m king of the city. Like, the most tags. You’ve got the most throw ups, 
got the most burners, got the most spots or the most well spread, you’re 
the most well seen, everyone knows about you. If everyone sees you…” 
(FACE) 

Figure 16 a copy of the 1971 New York Times
article that first brought Taki 183 to the
attention of the masses. 
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Fundamentally this is what it’s all about for most graffiti writers – visibility – 

being seen by as many other graffiti writers as possible, and gaining their respect. 

However for those writers who can manage it, who have the talent for it, doing 

pieces allows them to gain fame in other ways. Graffiti pieces are all about style, colour, 

uniqueness, and creativity. A graffiti writer who produces high quality pieces will be 

judged on the artistic merits of their work more so than on volume or location because 

pieces take time and resources to produce as well as requiring the most skill, and artistic 

ability of all the techniques discussed. In Taiwan there are a number of graffiti writers 

who produce pieces, and unsurprisingly they’re all among the most recognisable names 

to those in the graffiti world, and some outside it. MOUSE, ITA, and DEBE who I 

interviewed are in this circle, but so are others like, ANO, BOUNCE, REACH, HOWA, 

MR. OGAY, and CANDY BIRD. Most of these writers stand at the juncture between 

graffiti and street art since many of them are known for their large murals that usually 

don’t feature their tag 

as the central motif, 

but rather cartoon 

characters or abstract 

images. In Taiwan 

there are also a 

number of foreign 

graffiti writers who 

produce pieces too 

such as DABS, 

UDON, STUEY, and 

OPTIMIST. These 

Figure 17 this is a collaborative piece by the foreign writer DABS and others in the abandoned car 
factory in New Taipei City. 

Figure 18 this piece is by MR. OGAY, and typical of his style that
usually includes similar variations of the same character. 
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writers often hail from California originally, and practice a style of graffiti known as 

‘Bay area graffiti’ which is a tradition that comes from the San Francisco Bay Area, 

but which is still predominantly tag based like that which originally came out of New 

York. 

4.4 ETHICS 

It may seem like a strange topic to discuss within the context of an illegal 

activity that has garnered as much attention from police over the years as it has from 

artists, but graffiti writing culture is far from a mindless activity, and is governed by its 

own social conventions and rules. This has been written about previously by other 

authors, such as Ferrell who discussed a couple of conventions he discovered in the 

graffiti culture in Denver; namely ‘biting’, ‘going over’, and ‘dissin’ (Ferrell, 1993, pp. 

70-100). Briefly, biting means copying or since graffiti is written, plagiarising if you 

will. Essentially a graffiti writer is expected to develop a unique style that doesn’t 

imitate another writer’s style. Going over occurs when one writer puts their tag, throw 

up, piece etc. over another writer’s, which can be perfectly acceptable, or a source of 

tension depending on the complicated rules that govern the practice. Dissin’, or ‘diss’ 

comes from the word disrespect, and is a deliberate move intended to question the status 

or artistic merits of another graffiti writer, which usually entails defacing their work 

with a cross or a line. Mcdonald also covers a number of conventions of the graffiti 

community in her study, one that she adds to Ferrell’s work is the importance of 

location (Macdonald, 2001, pp. 201-213). In her work, she notes that “graffiti attracts 

graffiti” meaning that graffiti writers tend to write in locations that already have graffiti, 

which signifies two things (ibid). One, the location is apparently not considered 

important to anyone since the graffiti hasn’t been removed, and thus more graffiti is 

also unlikely to be removed. Two, other graffiti writers frequent that spot, and thus a 

writer knows their tag will be noticed by them if they write there too. Similarly in 

Taiwan there are a number of conventions that are both similar to these and different, 

but guide the behaviour of graffiti writers, and proscribe that which is and isn’t 

acceptable. 
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4.4.1 LOCATION 

Like Mcdonald’s 

work, the location where 

graffiti is written is also 

important, but for similar 

and different reasons. As 

CHAFF expressed, at first he 

took it as a challenge when 

someone cleaned off his 

graffiti, but eventually he 

became bored, and didn’t 

bother going back to a spot if 

it were regularly buffed. 

Moreover, as the abandoned 

buildings in Taipei city attest, 

graffiti attracts graffiti here 

too. For example there is 

what seems to be an 

abandoned apartment 

complex, or office building in 

section 3 on Jianguo North 

road, and an office building at the intersection of Xinyi and Anhe roads that are both 

covered with graffiti on the outside. Both of these buildings stand in contrast to those 

around them which have no graffiti on 

them at all. On the one hand, this is 

because graffiti attracts graffiti – 

writers know other writers will 

frequent these locations, and because 

they know their graffiti won’t be 

buffed – but there is also another 

reason behind this. In both my own 

interviews, and the previous work on 

Taiwanese graffiti by Bih et al., 

Figure 20 graffiti on the abandoned complex on Jianguo
North road. If one were to walk the length of the building, they
would find throw ups and tags by different writers on every 
boarded up window. 

Figure 21 this abandoned building is at the intersection of Xinyi
and Anhe roads in Taipei. It's covered in graffiti, but there is
none on the buildings to either side of it. 

Figure 19 tagging on a green roadside transformer 
box in Datong District Taipei. 
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Taiwanese graffiti writers generally only wrote in certain locations. The green roadside 

transformer boxes, the temporary fences around construction sites, the roller doors 

businesses cover their front windows with at night, and abandoned buildings. Moreover, 

they generally avoided writing on public buildings, monuments, historical sites, and 

private property unless it was already covered in graffiti. One reason was because 

graffiti writers in Taiwan tend to avoid provoking the general public too much (Bih, 

Kuo, & Hsia, 2008). But another reason is because the police will often just give them 

a warning, a small fine, or have them clean it off of the former locations, but it becomes 

a much more serious offence if a property owner gets involved. 

“It depends on the city. But in most [graffiti is] considered pretty 
trivial. About as serious as public defecation. So you will usually just 
get a verbal warning, and told to not do it again. At most they’ll tell you 
to put it back how you found it. That’s in 60 to 70 percent of cases. The 
remaining 30 percent of more serious cases usually violate other laws. 
Like if you paint on a public construction. This would violate 
administrative laws, and they would carry out the punishment in 
accordance with appropriate civil service (e.g. environmental 
protection office etc.). However, there’s also more serious case called 
the civil law. If you paint on someone’s private property, and that 
individual sues you, then, in that case, it will be very serious.” UOOYO 

This is also something that differentiates the local Taiwanese writers from the 

foreign writers. In my interview with FACE, he showed a degree of consideration for 

private property and the conventions of the local graffiti writers. 

FACE: “But it’s really good painting in Taiwan because there 
are a lot of those abandoned buildings, and spaces that you wouldn’t 
think are abandoned, but… Um… really just don’t get a lot of attention 
from the public and they just sit there. So it’s good to write on those 
places because you don’t feel that you’re affecting some personal 
property. Because most of the property around here is family owned and 
we try to be considerate. The roll up doors are definitely great to do 
around here.” 

Dylan: “Yeah, so that’s what I’ve heard. Taiwanese writers, at 
least what I’ve been led to believe is that Taiwanese writers do roll up 
doors, temporary fences around construction sites, and the transformer 
boxes along the side of the road, and tend to stick away from people’s 
property.” 
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FACE: “Yeah. Well, don’t paint on churches. Don’t paint on 
schools. Don’t paint on temples…” 

Dylan: “Do you think that’s a universal rule?” 

FACE: “Yeah, that’s a universal rule. And also things like banks 
and malls and stuff. You know that stuff’s going to get buffed really fast, 
so you just don’t bother with it.” 

However, I’ve definitely seen FACE’s tag on the side of a little blue truck of 

the kind that are used as delivery vehicles in Taiwan, and I’m assuming that wasn’t 

done with the permission of the owner. Actually MOUSE gave me an insight into what 

was behind this difference between local and foreign writers. 

“You should say that when foreigners are in Taiwan, they don’t 
care where they paint. They just want to do graffiti. However, in Taiwan, 
Taiwanese probably give more consideration whether a place is suitable. 
For example, we don’t paint on Taiwan’s historic sites, but foreign 
writers do. Maybe it’s because in Taiwan if you do graffiti on historic 
sites you’ll be fined, but abroad you won’t. Also maybe not, but they’re 
already used to doing it.” (MOUSE) 

The implication of what 

MOUSE says is that foreign 

writers often bring their own 

graffiti conventions with them 

when they write in Taiwan. 

Perhaps some of them become 

more inclined to follow Taiwanese 

conventions once they’ve lived 

here for a while, which seems to be 

somewhat the case with FACE. 

Another foreign writer I’ve spoken with, EMS, who has been writing graffiti here for 5 

years, also showed some consideration for these practices. However, it’s also common 

for graffiti writers to come to Taiwan on a graffiti vacation of sorts; just to write graffiti. 

As such, they’re only here for a relatively brief time, and unlikely to mix substantially 

with local writers and learn their conventions. 

Figure 22 a throw up on a roller door in Datong District.
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4.4.2 COVERING 

Like ‘going over’ as described above, in Taiwan to ‘gai’ (蓋) or ‘cover’ another 

writer’s work can be interpreted as either acceptable or offensive depending on how it’s 

done. As a rule of thumb, it’s acceptable to cover a tag with a throw up, or a throw up 

with a piece. As long as the graffiti that covers the previous example is better or of 

higher quality then it is acceptable. However, there are exceptions to this rule, such as 

if the new piece is of poorer quality or done by a writer with lower status than the piece 

it’s covered. 

“…it’s hard to avoid inadvertently coming into conflict with 
other crews. Like once a junior member accidentally covered another 
really big crew’s piece while painting, all hell broke loose until my two 
mentors got involved, and made amends.” (UOOYO) 

“Like in Taiwan, you can go over other people’s pictures as long 
as you cover it completely. Or you can’t go over freshly painted graffiti 
or older graffiti, just don’t go over others’ work indiscriminately. There 
used to be a foreign graffiti crew called 246. We went over some of their 
really old graffiti that was on the wall of a public space. They were really 
angry, and came and found us. They wondered whether or not we were 
trying to provoke them. They said that this was we Taiwanese’ rule, but 
we hadn’t followed it there. Afterwards, we met up to discuss it at length, 
and let them know that we did it without any malice, but they were still 
really angry. So as a result, if we go abroad to paint, we only paint if 
we’ve arranged things completely. Otherwise you’ll get beaten or the 
like. In Taiwan currently you don’t hear of this kind of fighting. At most 
it’s just people angrily cursing each other from inside their respective 
cars.” (ITA) 

As ITA 

mentions, covering 

old graffiti is also 

generally not 

acceptable depending 

on how old it is. This 

is because there are 

relatively few writers 

in Taiwan, and lots of 
Figure 23 this evil clown piece is by PW. If you look closely to the
left side you can see that there is older graffiti covered by his piece. 
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abandoned buildings, so there isn’t a huge amount of competition for space, and some 

spots are rarely buffed. 

“I came here for a vacation 8 years ago and I painted and my 
stuff is still here from 8 years ago. Like, stuff doesn’t get cleaned up. 
Like, if you can choose the right spots, they won’t buff it.” (FACE) 

Another reason is because Taiwanese graffiti is relatively new having really 

only taken off in the 1990s. 

“Taiwanese graffiti is fairly recent, so if anything’s been there 
for over 10 years, I think we should keep it that way. See how long we 
can keep it there. I don’t believe you should go over anything older than 
10 years. I mean, maybe in the States it’s more competitive, and if it’s 
not some legend… but yeah. But in Taiwan I really like to see old stuff. 
Like 08’, 07’. In Taiwan that’s old.” (CHAFF) 

The result is of having lots of space, few writers, and lots of graffiti that has 

existed for a relatively long time is that people generally treat it with a lot of respect. 

4.4.3 CROSSING OUT 

Similar to ‘dissin’ as mentioned above, in Taiwan, ‘crossing out’ is a deliberate 

defacement of another writer’s work, and can happen for a number of reasons. One 

writer may cross another one out to show that they consider the other to be 

inexperienced or incompetent. This often occurs to writers who are just starting out and 

whose tags look amateur or are written in inappropriate locations. As such, crossing a 

writer out in this sense is symbolically calling them a ‘toy’, which is graffiti slang for a 

novice or inept writer. Another reason a writer may cross another one out is to challenge 

them, or to indicate they have a beef with them. In this case, a cross out war may ensue 

as both writers continue to cross out each other’s work until they either get bored, give 

up, negotiate a truce, or one writer stops doing graffiti altogether. In any event, it’s the 

most offensive gesture one writer can do to another, and perfectly encapsulated in 

CHAFF’s feud with RAMP. 

“I was still a toy, and there’s this Hip Hop group named Gang 
Green Gang. They do rap, and hip-hop stuff, and obviously they do 
graffiti. They came around the hood… the neighbourhood. That sounds 
so ghetto. So anyway, they came around the neighbourhood, and this 
guy named Ian, he had really, really shit tags. I didn’t like it, and they 



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

 
 

4.44 
 

were just ruining the neighbourhood, so I crossed him out. All the way 
from Muzha to Gongguan, I crossed him out. Obviously that started shit, 
so… I guess RAMP knows them. At first they crossed me out with stock 
caps. You could see. It was really toy, and they crossed me out. And then 
after a while some guy came along and he went over me with fat caps. 
It didn’t take much detective work to figure it out, but I figured out that 
RAMP was going over me. But I couldn’t do anything about it because 
I’ve been seeing RAMP since I was a kid. I figured I’d better not go 
against him, so I’ve been lying low for a period of time. One reason’s 
because of RAMP, and another reason is because my dad was going 
really hard against my graff at that time. And I was also quite tight with 
money, so I couldn’t buy cans. After a while, I guess RAMP was a bit 
confused about why I wasn’t going back over him because after a while 
he started drawing arrows directed towards the cross outs and signing 
it. So I just ignore him. I don’t know how long this is going to keep going. 
I guess this is another reason why I’ve started to become more active, 
and started talking to more people. Otherwise I don’t really consider 
myself part of the Taiwanese graffiti circle. I’m just more of an outsider.” 
(CHAFF) 

CHAFF had only 

been writing graffiti for 3 

years at the time of his 

interview, and less when he 

first crossed out the crew 

that sparked off this 

sequence of events. As 

such, he was still a relative 

novice, especially compared 

to RAMP who has been doing graffiti in Taiwan for years. In fact, I remember seeing 

his graffiti here 7 years ago when I first moved to Taiwan. However, not only does 

RAMP have so much more experience, but also much higher status in the graffiti 

community through his connections to other writers. In figure 24 above you can see 

CHAFF’s tag crossed out with RAMP, AMGST, and OMB tagged on either side. 

RAMP is claiming responsibility for crossing out CHAFF by tagging beside it, and 

AMGST is showing his support of RAMP by tagging on the other side. However, below 

AMGST is OMB which is the tag of the crew (made up of 4 individuals one of which 

is FACE whom we interviewed) that AMGST belongs to. By tagging OMB beneath his 

Figure 24 a CHAFF tag that's been crossed out by RAMP. His 
tag is on the right side. To the left is also an OMB crew tag,
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own tag, AMGST is demonstrating that not only does he support RAMP against 

CHAFF, but that all whole OMB crew will back him up. CHAFF mentioned that he did 

graffiti on his own, and didn’t run with a crew in his interview. As a novice graffiti 

writer without anyone to back him up, it’s easy to appreciate why he would be reluctant 

to cross out RAMP in return and start a war with not just one, but several experienced 

graffiti writers. 

Does this mean CHAFF should fear for his life because a gang of graffiti writers 

are gunning for him? The short answer is no. For the most part this kind of gesture is 

mostly symbolic. In some scenes around the world, a cross out war or any other kind 

of feud may turn into a physical confrontation, but for the most part it’s a symbolic 

demonstration that can be resolved without anyone getting hurt. When ITA and his crew 

accidentally went over the 246 crew, it didn’t result in a fight, but rather an exchange 

of accusations, and apologies. Similarly when a novice writer in UOOYO’s DARK 

PARADE crew accidentally went over another crew’s work, older writers intervened 

and sorted it out. Graffiti crews aren’t gangs, there just friends who like doing graffiti 

together (Bih, Kuo, & Hsia, 2008). In all likelihood, CHAFF will get a talking to, and 

harsh words may be exchanged (most likely online), but ultimately, after showing the 

appropriate amount of deference to the more experienced writers, he will be left alone. 

4.5 ILLEGALITY 

In his interview, FACE told me that “Being a young and rebellious kid kinda 

draws you into being a graffiti writer.” There are a number of ways to interpret this 

statement, but at the time we were discussing graffiti’s illegality, and the mind-set of 

those who enjoy the illicit thrill of writing illegally. In this respect, graffiti writers are 

not like other people because a large part of why they take part in this culture is because 

it’s illegal. In Ferrell’s work, he calls this the “adrenalin rush” of graffiti writing that 

only comes from producing one’s artwork illegally, and getting away with it (Ferrell, 

1993, pp. 28-29). And it’s a sentiment that MOUSE echoes in his interview: 

“I think there is an illegal component because it’s only exciting 
because it’s illegal. Because of the excitement and finishing it safely you 
really feel a sense of accomplishment. If you paint some graffiti over 
there in safety, you won’t have any sense of accomplishment. If you 
finish doing some graffiti and then the police chase you, but don’t catch 
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you, then of course you’ll think, “Yeah! Mission accomplished!”” 
(MOUSE) 

In Ferrell and MOUSE’s view, the fact that it’s illegal increases the thrill graffiti 

writers get from it. However, Macdonald went even further in her investigation, and 

explored the way graffiti writers used this game of cops and robbers – with the 

authorities on one side, and the graffiti writers on the other – to cast themselves as 

heroic outlaws against the oppressive forces of order (Macdonald, 2001, pp. 94-150). 

In this way, by successfully outwitting the authorities, graffiti writers could claim 

powerful masculine identities based on being more cunning and daring than the police. 

Macdonald likens this to a macho secret identity – graffiti writer by night ordinary 

citizen by day – and labels it the ‘Superman syndrome’ (Macdonald, 2001, p. 187), 

which is exactly the way FACE expressed his behaviour in his interview: 

“It makes me feel capable. It makes me feel, like, powerful, like 
I’m superman going out there, and like, taking over the city. And people 
can see me, and they see me everywhere…” (FACE) 

The illicit nature of graffiti is clearly important to why some youth participate 

in this culture. However, there is another reason that illegality is important, and that is 

because it helps define the cultural borders of graffiti culture and set it apart from 

similar legal activities such as street art. 

4.5.1 ONLY ILLEGAL GRAFFITI IS REAL GRAFFITI 

Graffiti writing has been around for more than 50 years, and even in Taiwan for 

around 30. In that time it has changed, expanded, and given rise to other related cultures. 

Above we discussed stickers and stencils as part of graffiti culture, but they could 

equally be considered part of street art. In fact there are many other types of graffiti like 

practices that may or may not be part of graffiti culture depending on who you ask. One 

of these is legal graffiti, the practitioners of which use spray cans, but only write in 

legally sanctioned graffiti zones, with the permission of property owners, or 

commercially for profit. The first question, then is why make the distinction in the first 

place? Why is it important to say that one is graffiti and another is street art, or legal 

graffiti for that matter? Well, above I think we’ve answered this question to a certain 

extent. Graffiti writers not only gain a certain satisfaction in doing their work illegally, 

but they also gain an identity through it. However, to the general public, perhaps, the 
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distinction is less clear, and especially in many Western countries, graffiti is well 

represented in mainstream youth culture. Just look at the inclusion of a graffiti writing 

Mandalorian youth in STAR WARS: REBELS for an example of that. Why is that a 

problem? Many youth cultures gain their strength from opposition to mainstream 

culture. In fact for many years, subcultures were considered as fundamentally 

oppositional to mainstream culture (Williams, 2011). However, as Thornton 

demonstrated in her work on club cultures in the mid-1990s, even taste cultures (as 

opposed to Hedbridge’s resistance based subcultures) maintained an oppositional 

relationship with mainstream culture, which was viewed as “being derivative, 

superficial and femme” (Thornton, 1995). Part of this opposition can be understood of 

in terms of ‘positive distinctiveness’, which is a process described in social identity 

theory that explains how groups denigrate the other while inflating their own positive 

qualities (Hogg, 2006). This is because groups gain strength from this relationship, but 

also because individuals gain self-esteem from association with positively evaluated 

social groups (ibid). In this sense, a particular youth culture gains much of its power 

through its exclusivity. However, beyond gaining positive distinctiveness from 

opposition to the mainstream, youth cultures also oppose it because of the perception 

that their own ‘authentic’ culture is in danger from being absorbed, co-opted, and 

rendered meaningless by mainstream cultural forces (Thornton, 1995). So how is this 

distinction made? How are the mainstream and the youth culture kept separate? In 

Thornton’s work, this occurs in the form of a kind of boarder policing in which insiders 

claim authenticity against the inauthenticity of the mainstream forces constantly trying 

to penetrate their exclusive society (ibid). Thornton’s work is firmly rooted in symbolic 

interactionism, but let’s use Williams’ definition of authenticity since it builds on her 

work. 

“Authenticity may be seen as some sort of ideal, highly valued 
and sought by individuals and groups as part of the process of becoming. 
Alternatively, authenticity may be something strategically invoked as a 
marker of status or method of social control.” (Williams, 2011, p. 143) 

Authenticity isn’t an inherent quality, but rather it’s a construction that gives 

members of a youth culture power to exclude others from their group. So how does this 

apply to Taiwanese graffiti culture? As we’ve discussed, graffiti writing has certain 

meanings for those who participate in this culture, but there are also many other 
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activities that look like graffiti, but differ in some respect. One of the fundamental ways 

writers differentiate themselves from these other similar cultures, then, is through 

claiming authenticity based on the illegality of their activities. 

“I’ll start by clarifying this word “graffiti”. It’s originally an 
illegal practice. Genuine graffiti is illegal, and as I know, a real 
graffiti writer should not only write in illegal places, but even get 
hold of paint illegally. Graffiti developed out of anti-government, 
anti-social, and anti-capitalist behaviour, so if you haven’t gone 

through illegal work, you can’t be called a graffiti writer. Also, so 
called “street art” is usually legal. It’s conducted after going 

through a process of permission or application. This is the main 
difference between graffiti and street art.” (DEBE) 

Despite promoting himself as an artist, and street artist these days, DEBE began 

as an illegal graffiti writer. Thus we can see from his testimony that the difference 

between graffiti, and street art is its status as being illegal. However, DEBE also 

considers that in order to call oneself a graffiti writer, one must have experience of 

writing graffiti illegally. This is also reflected in ITA’s interview. 

Dylan: “When you started, was it with legal or illegal graffiti? 
And why?” 

ITA: “Of course it was illegal graffiti. I'd go to the riverside and 
underpasses etc. to practice. It wasn't until I'd matured that I started 
painting roller doors and things for people. Lastly I started earning 
money from it.” (ITA) 

Interestingly, ITA, who is the most commercial of the writers I interviewed, and 

who rapidly moved from illegal work to legal, is still emphatic that he began writing 

illegally, and thus can authentically claim to be a graffiti writer. 

“...like Candy Bird, I don’t even consider him a graffiti writer. 
He just does legal stuff, and most of it is done with a brush. And I know… 
like, he does the abandoned stuff, him and OGAY, they always do the 
abandoned stuff. And I just don’t see that as graffiti. I don’t mean to be 
a dick, but I don’t really see that as graffiti.” (FACE) 

Rather than claim his own authenticity as a graffiti writer, which he establishes 

elsewhere, FACE excludes Candy Bird and Mr. OGAY from graffiti culture by denying 
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their authenticity because they do legal work, only paint on abandoned buildings, or, 

interestingly, don’t use spray paint. 

Dylan: “So do you think graffiti definitely must be illegal? 

KEVIN: “As far as I’m concerned, it doesn’t necessarily need to 
be illegal, but you should have some experience.” (KEVIN) 

KEVIN isn’t nearly as emphatic as others about graffiti needing to be illegal to 

be considered graffiti, but he still feels that it’s appropriate to have some experience 

writing illegally to be authentic. It’s interesting because KEVIN only tags illegally, and 

the writers I interviewed with him at his shop were all illegal writers. 

Dylan: “So does graffiti have to be illegal?” 

MACK: “Graffiti is a two sided thing. It’s hard to say that it has 
to be either illegal or against the law.” 

Dylan: “But it seems you like illegal graffiti more.” 

MACK: “Of course I like Illegal graffiti!” 

Dylan: “Why’s that?” 

MACK: “Because it’s cool. When you start doing it, you’ll think 
it’s cool and invigorating…” 

MACK echoes KEVIN in his indecision about the need for graffiti to be illegal 

to be authentic, but like KEVIN he also only engages in illegal graffiti. I included these 

two writers’ opinions because I believe it illustrates that they haven’t really had to 

consider the question of authenticity before. Both of them are relatively novice writers, 

and both of them only write illegally. However both DEBE and ITA are experienced 

writers who have moved on to artistic and commercial careers. Thus to be considered 

authentic graffiti writers and not artists or sign writers, they have to claim authenticity 

through the illegality of their previous actions. The following excerpt from MOUSE’s 

interview illustrates how this process works: 

MOUSE: “I started with tagging, and writing illegally. Of 
course I still do. The guys who I encountered graffiti with earliest all did 
illegal graffiti, and only later extended into street art.” 

Dylan: “So do you consider yourself a graffiti writer or an artist 
now?” 
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MOUSE: “I think both. I still help others to go and paint graffiti 
in secret, but usually at home I also do art work.” 

Dylan: “So do you think that only people who go bombing can 
call themselves graffiti writers?” 

MOUSE: “Of course.” 

Dylan: “Like ANO, BOUNCE, DEBE, these famous guys. I don’t 
know whether they still go bombing, do you consider them graffiti 
writers?” 

MOUSE: “I do. I’m actually very close with those guys, so I 
know that they still go bombing. It’s just that the artist component is a 
bit greater than the writer component now.” 

Dylan: “So you think that because they were originally writers 
they can still be writers despite the artist component being greater. Is it 
because they’ve been through this process?” 

MOUSE: “Yeah. As long as they still do this kind of thing or 
have that experience they can.” 

MOUSE’s answers are especially enlightening, and he helps us understand this 

process. Like DEBE, and ITA, MOUSE is one of the most established writers I 

interviewed, and has also moved into the commercial and artistic arenas with his talents. 

Yet, unlike the others, MOUSE is also candid about his continued illegal activities18. 

Like DEBE and ITA, MOUSE confirms that graffiti should be illegal to be real graffiti, 

and that only those who have participated in illegal graffiti are real graffiti writers. This 

supports the premise that graffiti writers use illegality to claim authenticity, and status 

as insiders based on their prior illegal activities. However, we can also see from 

MOUSE’s testimony that claiming authenticity as an illegal graffiti writer is contrasted 

against the status of being an artist in the case of the more established writers. Even 

though they predominantly work in the legitimate art world, they can still claim to be 

graffiti writers because they have been through that stage. Moreover, it appears to me 

that claiming authenticity as an illegal graffiti writer becomes more important as one 

                                                 

18 It’s not just bragging either because he’s well known in the Taiwanese graffiti community for his 
activities. 
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moves from working predominantly in the illegal world, to working predominantly in 

the legal one. 

4.6 A FEW FINAL THOUGHTS 

In this section we’ve covered some of the ideas and practices of the graffiti 

culture in Taiwan. It’s only been a relatively brief attempt to cover these concepts 

because they’ve been covered in much more depth elsewhere (Bih, Kuo, & Hsia, 2008). 

In her book on the graffiti in London and New York, Macdonald commented that, 

“Graffiti is neither mindless nor senseless. Far from it. The time, energy and effort that 

are put in reflect an underlying rationale and serve a clear and coherent purpose” 

(Macdonald, 2001, p. 92). Whether you consider graffiti to be art or vandalism, I hope 

this brief exploration of the graffiti culture in Taiwan has also shown that there is more 

to it than meets the eye. And I hope that the next time you see tagging across some 

abandoned building, you realise that it represents an underground world with its own 

rules, conventions, and intelligent practitioners; not just the petty vandalism of 

delinquent youth marking their territory on other people’s property. 

  



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

 
 

5.52 
 

5 THE PROBLEM OF CULTURE 

 Graffiti has often been studied as a prime example of a subculture, but as we've 

learned, subculture itself is an unstable concept having changed a lot and become much 

maligned in its century or so of use. However, if we take a look at it from an 

interactionist perspective, there are still some things we can take away from it with 

regard to the study of youth culture. As Williams reminds us, studies of subculture in 

the past have tended to rarefy it to refer to people rather than the abstracted culture that 

surrounds a group of people (Williams, 2011). By simply deconstructing the term 

subculture, and recognising that at its heart is the word culture we immediately become 

aware that we need to look beyond the people who interact with graffiti culture, and 

look more at the culture itself. As such, I hope we can not only leave some of 

subculture’s conceptual baggage behind us, but also approach this topic in a way that 

helps to avoid making our own value judgements about the young men whose 

interaction brings into existence, transforms and is shaped by the cultural phenomenon 

we call graffiti. 

 So what is culture? According to Becker, culture refers to “the shared ways of 

a human social group [that] includes the ways of thinking, understanding, and feeling 

that have been gained through common experience in social groups and are passed on 

from one generation to another. Thus, culture reflects the social patterns of thought, 

emotions, and practices that arise from social interaction within a given society” 

(Becker, 1982). However, there's more to it than that, and unpacking this definition will 

help to show why it's a useful place to begin when looking at graffiti culture in Taiwan. 

First of all, in Becker's view, culture serves a purpose, which is to facilitate collective 

action. In Becker’s words, “People have ideas about how a certain kind of activity might 

be carried on. They believe others share these ideas and will act on them if they 

understand the situation in the same way. They believe further that the people they are 

interacting with believe that they share these ideas too, so everyone thinks that everyone 

else has the same idea about how to do things. Given such circumstances, if everyone 

does what seems appropriate, action will be sufficiently coordinated for practical 

purposes” (ibid). Moreover, as the last line of the quote indicates, collective action also 

serves a practical purpose. That is to say that in Becker’s conception, collective action 

facilitates the solving of practical problems (ibid). Thus we need to first consider graffiti 

culture from this perspective, shared ideas and practices that facilitate collective action 
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to resolve practical problems. Moreover, to paraphrase Williams, thinking about graffiti 

culture in this way means that instead of constructing it as a problem for society, we 

need to should rather see society as a problem for graffiti writers (Williams, Subcultural 

Theory Traditions and Concepts, 2011, p. 13). As such, what are the ideas and practices 

of graffiti culture, how do they facilitate collective action, and what practical problems 

has it been employed to solve? 

5.1 SOLVING PROBLEMS THROUGH COLLECTIVE ACTION 

 According to Encyclopaedia Britanica, “Collective action occurs when a 

number of people work together to achieve some common objective. However, it has 

long been recognized that individuals often fail to work together to achieve some group 

goal or common good. The origin of that problem is the fact that, while each individual 

in any given group may share common interests with every other member, each also 

has conflicting interests” (Dowding, 2013). So collective action occurs when people 

work together to solve a common problem, but individual interests may conflict with 

group ones. As we shall see, this definition fits very snugly with many of the studies of 

graffiti culture undertaken in the past. 

One of the core ideas, or values of graffiti culture, as we’ve mentioned, is the 

idea of fame or status. As a quote from the 1983 graffiti documentary Style Wars 

indicates, “The idea of getting your name up, not just in your neighbourhood, but 

everywhere, was invented by a kid named Taki, who lived on 1 83rd Street in 

Washington Heights. Taki 183. As soon as everybody understood that it was a name, 

they realized that Taki was famous” (Silver & Chalfant, 1983). Taki 183 was apparently 

not the first kid to tag his name around New York, but he was certainly the most prolific 

(Castleman, 1982). Moreover, once people started to work out that they could achieve 

a certain kind of fame through writing their name over and over again around the city, 

a graffiti arms race began to emerge as writers competed to outdo one another with 

larger and more elaborate tags. “With the influx of so many new writers, though, simply 

“getting up” -that is, repeatedly tagging walls and trains around the city-was no longer 

enough to distinguish a writer. Writers now began to decorate and redesign their tags, 

and within the subculture, “new emphasis began to be placed on style, on 'making your 

name sing' among all those other names” (Castleman, 1982, p. 53). While not all graffiti 

was written by poor, African Americans, it was very much associated with them and 
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the inner city ghettos that contained them. As such, status and fame have been 

considered even more important a motivation for these kids who otherwise were 

invisible to society (Anderson, 2012). For all but the most talented graffiti writers, who 

produced large graffiti murals, though, individual fame and status were dependent on 

an audience of other graffiti writers (Lachmann, 1988). One way that writers attempted 

to increase their fame was by forming “crews”, graffiti gangs that not only wrote their 

individual tags, but also the crew tag, which allowed them to spread their name further 

than an individual writer could (ibid). The drive for status is considered by many to be 

one of the most fundamental drivers of human activity. Social identity theory, for 

example, says that, the “motive for positive social identity may reflect one of the most 

basic of human motives, for self-enhancement and self-esteem” (Hogg, 2006, p. 120). 

Similarly in Sara Thornton’s highly influential, Subcultural Capital, youth are highly 

motivated to acquire individual status and recognition, while also working to create 

distinctions between themselves and mainstream society (Thornton, 1995). 

Thus if we return to Becker’s definition of culture, we can see that the idea, or 

value, fame, and the means of achieving it, practice of writing graffiti were shared 

amongst graffiti writing youth in New York. And then, when viewed in this way, graffiti 

culture originated as a means to achieve recognition and status for many youth who, 

due to a certain social invisibility, lacked other resources to achieve it; used graffiti as 

a means of collectively resolving the problem of social invisibility. However, 

individually, writers sought fame and were in competition with one another, but then 

that fame was highly dependent on the graffiti writing community for recognition. This 

relationship between the writers who produced the graffiti and other writers who 

appreciate it can be considered collective action in a similar way that in the art world, 

there is collective action implicit in the relationship between those who produce the art, 

and those who consume it since the former’s production is only given value by the 

latter’s appreciation (Becker, 2008). In both cases, the producer and the consumer share 

an understanding of what is to be judged worthy of appreciation and thus worthy of 

acclaim – or fame for the artist/graffiti writer. In the case of graffiti writers, by contrast, 

I would posit that the relationship is even more representative of collective action since 

both the producers and consumers of graffiti were the same group of people. That is 

that graffiti writers wrote for the appreciation of the graffiti writing community, and 

only that community had the authority to determine what was worthy of acclaim. 
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However, once graffiti writers began to form crews as a means to increase their fame 

further, they began engaging in direct collective action as a means of resolving the 

collective problem of status. 

5.2 PROCESS, SERIES, AND SEQUENCE 

 Another important thing that needs to be mentioned with respect to Becker's 

definition is that culture is to be understood as a process. In Becker's words, it “consists 

of people doing something in line with their understanding of what one might best do 

under the given circumstances. Others, recognizing what was done as appropriate, will 

then consult their notions of what might be done and do something that seems right to 

them, to which others in return will respond similarly, and so on. If everyone has the 

same general ideas in mind, and does something congruent with that image or collection 

of ideas, then what people do will fit together” (ibid). As part of this process, new 

cultural solutions arise as new problems are encountered. When “[a] group finds itself 

sharing a common situation and common problems. Various members of the group 

experiment with possible solutions to those problems and report their experiences to 

their fellows. In the course of their collective discussion, the members of the group 

arrive at a definition of the situation, its problems and possibilities, and develop a 

consensus as to the most appropriate and efficient ways of behaving. This consensus 

thenceforth constrains the activities of individual members of the group, who will 

probably act on it, given the opportunity” (ibid). This process is ongoing, it happens 

continuously as new situations arise that require collective action. “[P]eople create 

culture continuously. Since no two situations are alike, the cultural solutions available 

to them are only approximate. Even in the simplest societies, no two people learn quite 

the same cultural material; the chance encounters of daily life provide sufficient 

variation to ensure that. No set of cultural understandings, then, provides a perfectly 

applicable solution to any problem people have to solve in the course of their day, and 

they therefore must remake those solutions, adapt their understandings to the new 

situation in the light of what is different about it” (ibid). 

 Thus if we look back at the emergence of graffiti culture we can see that once 

youth discovered it was a means to solve the problem of status, they began copying the 

practice of Taki 183. However, as each graffiti writer was engaged in the same activity, 

in order to differentiate themselves from one another they began to paint larger and 
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more elaborate tags. This we can see as a kind of process in which the realisation that 

tagging could generate fame occurred in many individuals, who began to emulate Taki 

183’s actions. However, since they all engaged in the same activity, and saw that their 

peers were likewise engaged in the same activity, their actions were necessarily altered 

based on the realisation, so that simply tagging their name was no longer sufficient to 

achieve their goals. Not only were the development of new and more elaborate graffiti 

styles an emergent response to a common situation and common problem, but so was 

the banding together into crews. In this sense, the common problem was still one of 

status. Because there was a limit to the fame an individual could accrue, a consensus 

was achieved as to “the most appropriate and efficient ways of behaving”. There are of 

course many more examples of process at work in graffiti culture, and I will address 

some others as they become salient, but for now, the practices of collective action to 

resolve the issue of status is central to understanding graffiti culture. 

Moreover, because this process is continuous, and builds upon existing cultural 

resources, it acts more as a process of refinement or adaptation. “People continually 

refine them, changing some here and some there but never changing all of them at once. 

The emphasis on basic values and coherence in the definition of culture arises because 

of this process. In making the new versions of the old understandings, people naturally 

rely on what they already have available, so that consciously planned innovations and 

revolutions seem, in historical perspective, only small variations on what came before” 

(ibid). From this perspective, then, we can see that culture, the shared understandings, 

meanings, and behaviour of groups, should be considered as a continuous process in 

which new culture is created from existing resources to facilitate collective action to 

solve problems. 

 With regard to Becker's definition of culture, we can now turn to John R. Hall. 

who builds on Becker's work. As such, his definition of culture includes “knowledge” 

and recipes, humanly fabricated tools, and products of social action that in turn may be 

drawn upon in the further conduct of social life (Hall J. R., 1990). A notable difference 

is the inclusion of physical objects as embodied culture, which Hall does to avoid 

creating, in his words, an “idealist definition” (ibid). Admittedly vague, but if we 

borrow from Bourdieu’s cultural capital and think of material objects as culture in the 

objectified state, then we can more easily understand things such as media, writings, 

paintings, monuments, instruments, etc. as the physical embodiment of culture 
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(Bourdieu, 1986). But not to digress, Hall's purpose in this particular work is to try and 

understand culture from a historical perspective. In doing so, he borrows some concepts 

from George Kubler (1962); those being series, and sequence, and it's the latter, in 

particular, that I think is a useful concept for understanding graffiti culture in Taiwan. 

To summarise, however, the first term, series, refers to a “closed class of equivalent 

items directed to some solution of a cultural problem” (ibid). As such, “members of a 

series always solve a problem the same way based on the same culturally shared reasons” 

(ibid). A sequence, then, “is “an open-ended, expanding class” of items “related to one 

another by the bonds of tradition and influence” that thus constitute “linked solutions" 

to an emergent cultural problem” (ibid). This is to say that in a sequence, the cultural 

problems and solutions change over time, but are connected in sequence by the “linked 

activities of their creators” (ibid). If we look back at the emergence graffiti culture in 

New York, we can see that it as a form of cultural series. While graffiti culture in New 

York clearly evolved from the tagging of Taki 183 to a more elaborate writing style, 

and individual writing evolved towards group writing, both were still aimed at resolving 

the original cultural problem; status. However, if we look at graffiti culture as it has 

been studied removed from 1980s New York by both time and space, we can see how 

it has also been adapted to solve new and emerging cultural problems yet remained 

connected to it through cultural sequence. 

5.3 GRAFFITI AS A PROCESS IN CULTURAL SEQUENCE 

 As we’ve seen, culture consists of the ideas, practices, and material objects that 

are shared by people engaged in collective action to resolve common cultural problems. 

Fame and status have been motivating ideas central to graffiti culture. The ideas of 

process, series, and sequence ensure that new culture doesn’t emerge from thin air, but 

rather through adaption, and refinement of existing cultural resources. As discussed in 

the ethnographic section of this thesis, there are a number of ideas, practices and 

material objects associated with graffiti culture that have remained in use since the 

earliest days in New York city. These represent some of its shared cultural resources, 

however, as we’ll see, as it has spread beyond New York, some of the cultural problems 

graffiti has been used to resolve have changed, yet remained connected in sequence 

through the ideas, practices and material objects of graffiti culture. 
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 Writing not long after Lachmann, and thus connected closely to New York 

graffiti in time, were Brewer & Miller, who investigated the hip hop graffiti scene in 

late 1980s Seattle. Connected in time, but geographically as far from New York as one 

could be and still remain within the continental United States. Like New York, they 

identified that fame, “taken here to encompass the affiliated concepts of recognition, 

respect, and acclaim - is the most important goal and value in the Hip Hop graffiti 

subculture” (Brewer & Miller, Bombing and burning: The social organization and 

values of hip hop graffiti writers and implications for policy, 1990, p. 357). As we’ve 

seen, acquiring status is a salient ‘problem’ for many youth, and thus it should not 

surprise us that it’s still relevant in this case. However, they also identified a number of 

other values important to Seattle graffiti writers of the period: artistic expression, power, 

and rebellion (ibid). Of artistic expression, they note that “style and aesthetics are not 

only means to fame, but also ends in themselves” (ibid, p. 359). Power, in this work, 

refers to individual writers and crews claiming territory; dominating and “symbolically 

owning” areas of a city by repeatedly writing on them (ibid, p.360). And the last value, 

rebellion, recognised that Seattle graffiti writers revelled in an outlaw self-image as 

they protested against conventional norms (ibid, p.361). Continuing with the logic 

established above, we can see that in Seattle, the shared cultural values of graffiti 

writing included artistic expression, power, and rebellion together with fame. 

According to Huebner & Hedahl robustly shared values are those shared between 

individuals and members of groups that not only foster collective action, but also help 

to constitute them (Huebner & Hedahl). The position of this thesis, then, is that values 

not only provide motivation for collective action, but that since collective action, as 

we’ve established, is undertaken to resolve practical problems, the values of the graffiti 

community are indicative of shared, practical problems. Therefore, values such as the 

above, artistic expression, power, and rebellion should be considered as representing 

various practical problems that youth who interact with this culture are trying to resolve 

collectively. In any event, this case study of graffiti doesn’t tell us specifically what 

problems the youth are trying to resolve, but the relationship between values and 

collective action tells us that it is indeed the case. 

 Next we turn to Denver, Colorado and Jeff Ferrell’s study of the graffiti writing 

culture there in the early 1990s. Not too far removed from graffiti’s golden age in New 

York, but again, geographically very distant. In Denver, similarly to Seattle and to New 
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York, the primary concern of graffiti writers was the fame and status that came through 

recognition of their work by others in the graffiti community (Ferrell, 1993, pp. 50-51). 

Ferrell’s research is interesting because he really delves into the ethnographic study of 

graffiti and gives a more 3 dimensional picture of the graffiti writing community. For 

example, an interesting product of the drive for fame and status that he identifies is the 

“competitive edge” present in the community that acted as a catalyst for graffiti writers 

to improve their skills, techniques, and stylistic innovations (ibid, pp. 52). With respect 

to seeking fame and status, however, Denver graffiti in the early 1990s was very similar 

to that of graffiti of New York. However, unlike New York, the graffiti scene in Denver 

didn’t have its origins in disenfranchised inner city youth. As Ferrell notes, the Denver 

graffiti scene was made up of youth who came “to the underground from inner city and 

suburban neighborhoods, from single and two-parent families, from circumstances of 

deprivation and situations of relative affluence”, that it incorporated groups of “Anglo, 

Black, and Hispanic writers” (ibid, pp. 11). More significantly, however, the graffiti 

scene in Denver could trace its origins to one ‘piece’ done by a local writer, Z13 (ibid, 

pp. 30). As pieces are the type of graffiti most recognisable as having artistic qualities, 

it’s obvious that Denver graffiti originated not only out of a different social background 

to New York, but a cultural one as well. As Ferrell discovered, “The world of 

conventional art has provided a central context for graffiti's emergence in Denver. From 

the first, the Denver graffiti scene drew on the kinds of training, attitudes, and aesthetic 

orientations which develop out of participation in various art worlds. Many Denver 

graffiti writers, and especially those acknowledged as “kings,” share a common 

characteristic: prior involvement in legitimate art worlds” (ibid, pp. 38). In this sense 

then, the problem of status remained the same, but the social conditions in which it 

arose were different. However, the facet of the graffiti culture that Ferrell’s focuses 

most on is resistance. Like the graffiti writers in Seattle, Denver graffiti writers were 

rebelling against convention. Unlike Brewer & Miller, however, Ferrell goes into much 

more detail on the subject, and shows how the values of society were constructed as a 

problem for graffiti writers (Williams, Subcultural Theory Traditions and Concepts, 

2011, p. 13). Essentially, Ferrell employs Becker’s ‘moral entrepreneurs’ (Becker, 1963, 

pp. 147, 149; see 147-163) concept and uses it to demonstrate how graffiti culture in 

Denver evolved to incorporate the idea of resistance as a response to the anti-graffiti 

campaign prosecuted against them by said ‘moral entrepreneurs’ and their agents, local 

law enforcement (Ferrell, 1993, pp. 159-207). Graffiti writing in the earliest days of the 
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Denver scene was not associated with an overt sense of resistance, but as “graffiti 

writers and moral entrepreneurs [reacted] to each others’ reactions, and [became] 

partners in a strange dance of criminality and enforcement” the culture came to develop 

strong anti-authoritarian values (ibid, pp. 159-207). Police enforcement, driven by the 

anti-graffiti crusading of certain members of society with vested commercial interests 

in suppressing graffiti, not only didn’t curtail graffiti, but actually made it worse as 

graffiti writers were challenged to keep writing under tougher conditions, and switched 

to tagging and throwups as they no longer had the luxury of time to create pieces (thus 

produced more of the ‘ugly’ graffiti) (ibid). Ferrell’s work borrows heavily from the 

subcultural theory of scholars associated with the University of Birmingham Centre for 

Contemporary Cultural Studies (CCCS) 19 , so it’s probably not surprising that he 

concludes that the graffiti writing culture in Denver represented a stylish form of 

anarchist resistance to the cultural domination and authority of corporate advertisers 

and city governments (ibid, pp. 158-178). However, from the perspective of this thesis, 

Ferrell also draws heavily on the works of famous interactionists, Polsky and Becker in 

particular, and thus, as the above quote referencing ‘reactions to reactions’ implies, he 

situates this resistance in the centre of Becker’s process of action and reaction, which I 

described at the beginning of this section. Thus he shows us not only the collective 

action graffiti writers were engaged in, and the cultural problems that graffiti culture 

could be deployed against, but most importantly the process of culture creation that 

occurred as graffiti writers sought solutions to emerging cultural problems. 

 Returning to New York, but also crossing the Atlantic Ocean and detailing the 

graffiti writing culture in London, England, Nancy McDonald addresses graffiti writing 

culture both in its home, on the other side of the world, and 30 years on from when it 

emerged as a cultural force. As with the studies before it, McDonald also identifies 

status and fame as the central preoccupation of graffiti writers, and the central value of 

graffiti writing culture (Macdonald, 2001). However, unlike those before her, she 

makes this her primary focus, and explains why status and fame are important values 

in graffiti culture. McDonald draws on Erving Goffman’s concept of a ‘moral career’ 

(Goffman 1968) to demonstrate that novice graffiti writers work through a number of 

                                                 

19 Ferrell especially draws on the works of Hall and Jefferson (1976), Hebdige (1979), and Cosgrove 
(1984) 
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regularised career stages in an effort “to be the best, the most famous, the most 

respected” leading “to one openly recognized end goal; a strong self-concept” (ibid, pp. 

92). The achievement of such goals, she asserts, represent “one of the most fundamental 

of human concerns” (Harre, 1993) (ibid, pp. 92). Connected to this moral career then is 

the concept of masculine identity construction. McDonald starts from the understanding 

that gender is a social construction, and as such, details the way young boys use 

graffiti’s illegality to construct an identity grounded in culturally prevailing conceptions 

of masculinity; bravery and cunning (ibid, pp. 107). This understanding is especially 

useful to this thesis because the idea that gender is socially constructed is very much in 

keeping with the interactionist tradition, and in particular Charles H. Cooley’s concept 

of the ‘looking-glass self’, which said that “an individual's understanding of their 

gender role is based on how society perceives them. Thus, if society views a man as 

masculine, he will also perceive himself to be masculine” (Boundless, 2016). Finally 

McDonald determines that youth use graffiti to construct a liminal identity both as they 

move from the stage of child to adult, and as a means to create an independent space 

away from the control of adults in their life (Macdonald, 2001, pp. 179-227). Not only 

does McDonald situate the issues of fame and status within the realms of identity 

construction, but she shows that ultimately graffiti culture serves as a vehicle for youth 

identity construction. Thus we can see that for some at least, the collective action 

inherent in graffiti culture, is aimed at solving the problem of identity that is salient 

during youth. With regard to this thesis, Identity construction itself is important because 

it’s one of the fundamental concerns of the interactionist perspective (Carter & Fuller, 

2015, p. 8).  

 Next we turn to Janice Rahn’s study of graffiti culture in Montreal, Canada. 

Published on the heels of McDonald’s work, Rahn’s study is interesting for a number 

of reasons, not least of which because it deals with predominantly French speaking 

graffiti writers unlike English speakers in the rest. Like all of the other studies listed so 

far, Rahn also identifies fame and status as central concerns of the graffiti writers in her 

study (Rahn, 2002, pp. 148-151). And like McDonald, to an extent, she identifies the 

way some youth use graffiti to claim an independent space that they can control away 

from established authority figures (ibid, pp.). One aspect that she covers in detail is the 

social aspect of graffiti writing, other writers on the topic mention it (Ferrell, 1993), but 

Rahn explores the way that graffiti writers in Montreal write not only for themselves, 
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but for the other graffiti writers in their community (Rahn, 2002, p. ??). This adds 

another dimension to the issue of status, since, as we’ve established, the main audience 

for graffiti in most cases is other graffiti writers. Rahn determines the need to belong 

and be part of a social group to also be a significant motivator for graffiti writers (ibid, 

pp. 166). In revealing this, she shows that status and fame are not necessarily something 

gained at the expense of one’s peers in the kind of zero sum game McDonald identifies 

(Macdonald, 2001), but also something that are conferred on in a friendly fashion 

amongst contemporaries (Rahn, 2002). Especially relevant to this thesis, however, is 

the way Rahn chronicles the process writers went through as they became aware of the 

power structures, and hierarchical systems that affected their access to space (Rahn, 

2002, pp. 170-175). Novice graffiti writers came to graffiti a number of different ways, 

although many through a formal arts education, however all of them developed a 

consciousness of their actions within society through their interaction with graffiti. As 

such, graffiti writing culture in Montreal also came to exhibit the idea of resistance, and, 

like Ferrell, Rahn identifies it as an emergent process of action and reaction that 

occurred throughout the course of interaction with graffiti culture (Rahn, 2002, pp. 170-

175). Likewise, Rahn noted a parallel process by which certain ‘old school’20 writers 

she identified began with a very negative attitude towards art, considering an “artist” as 

someone who “made pretty pictures to sell to rich people”, but who began call their 

own work art as they increased in skills and when attacked by the authorities and the 

media (ibid, pp. 176). In identifying two different ideological groups in her work, ‘old 

school’ who came to graffiti through delinquency and ‘new school’ ones who did so 

from a formal arts backgrounds, her work demonstrates a certain normalising process 

that occurred through interaction with graffiti culture. The ‘new school’ writers always 

considered their work to be art from the outset (ibid, pp. 170), whereas the ‘old school’ 

ones embraced the idea later on. Both groups became aware of the hegemonic forces 

stacked against them over the course of their interaction, and “became politically 

engaged through their activities in public space” (ibid, pp. 173). As such, this illustrates 

the importance of process when studying youth culture in any given location. It’s not 

just enough to study the values of a group, we must also understand how they “emerge 

                                                 

20 Old school writers in Rahn’s work are those that adhere strictly to their interpretation of the values of 
earlier New York graffiti. 
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in the first place, as well as their subsequent impact” (Williams, Subcultural Theory 

Traditions and Concepts, 2011, p. 47). 

 As Williams reminds us of subcultures, “Punk in 1977 in London was not the 

same thing as punk in 2007 in Atlanta (or even in 2007 in London)” (Williams, 

Subcultural Theory Traditions and Concepts, 2011). And thus it is with graffiti as 

demonstrated through review of the above studies since it became a cultural 

phenomenon more than 40 years ago. Many of the researchers above have shown that 

Becker’s idea of cultural process is relevant to the study of graffiti culture. In the early 

days in New York, graffiti writers emulated Taki 183 in order to achieve fame and 

status. As competition increased, they adapted to the emerging conditions evolving 

more elaborate graffiti styles, and forming crews to increase the visibility of their work. 

All of which was aimed at resolving the practical problem of status. In all cases above, 

graffiti culture was associated with resistance, but Ferrell and Rahn in particular showed 

how this also developed through a process of action and reaction to changing social 

conditions. McDonald demonstrates the process that graffiti writers go through as they 

develop a strong sense of masculine self-identity, collectively constructed through 

interaction with others in the graffiti community and with societal meanings of what it 

is to be a man. Rahn and McDonald also show how graffiti culture is a means to attain 

autonomy from parents and authorities for youth who are moving from childhood into 

adulthood. McDonald develops it further as a process of identity construction and then 

abandonment as their self-conceptions become assured. Rahn demonstrates a 

normalising process that occurs between youth who come into the graffiti world from 

different social and cultural backgrounds. With regard to Hall/Kubler’s conception of 

cultural sequence, then, we can see that graffiti culture has evolved and changed based 

on the existing and emerging cultural conditions where it has sprouted. Many of the 

ideas and practices have remained the same as demonstrated in the ethnographic section 

of this thesis, but in different locations, the values – motivating factors – that represent 

the practical problems youth are trying to resolve – have changed. In New York in the 

earliest days status and fame were important problems for many marginalised inner city 

youth, but it has remained a constant in all of the studies noted above. Some researchers 

have suggested that this is a fundamental consideration for humans in general, and as 

such, graffiti culture is merely a way of expressing it for some youth. For some there 

was the need to claim physical space as their own such as in Seattle, or symbolic space 
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as in Montreal and London/New York for youth who sought autonomy from adult 

society. In Seattle, Denver, and Montreal, graffiti culture came to be one of resistance 

as social conditions fostered an awareness of the relative lack of power graffiti writing 

youth possesses with respect to authorities and society.  This doesn’t mean that each of 

the factors was or wasn’t present in each of the locations graffiti was studied. In keeping 

with the concept of subjectivity that is highlighted in the symbolic interaction 

perspective, the salience that each concept is given in the above research is as much 

due to the interests and preoccupations of the researcher as it is to the groups of youth 

they studied. However, the concept of sequence is still a useful one to bear in mind 

when approaching a similar topic in a different location or time because it requires an 

awareness that one should not necessarily be judged in comparison to another, but 

rather as an evolving sequence of adaptation that is connected to what came before it 

through shared cultural resources. Thus we can continue our examination of graffiti 

writing culture here in Taiwan, 40 years after it began in New York, and in a very 

different cultural and linguistic environment than those mentioned above, but know that 

it remains connected to that culture. 

5.4 TAIWANESE GRAFFITI IN SEQUENCE… OR SERIES 

 By all accounts, graffiti culture made its way to Taiwan between 20 and 25 years 

ago. A number of the writers I spoke to confirmed it to varying degrees. DEBE said 

that, “Graffiti in Taiwan originated with Hip Hop culture from the US. Around 20 years 

ago, Hip Hop first made it to Taiwan, and first took off in Tainan. The first graffiti 

writer to make his mark was from Tainan. His name was Lu Hsueh-yuan, Ryan.” 

Likewise ITA attributed it to the same source, “I think it was 20 years ago. A guy called 

Lu Hsueh-yuan brought it to Taiwan with Hip-Hop culture etc.” MOUSE didn’t 

mention a date, but he confirmed Tainan, hip-hop culture and Ryan as the location and 

vehicle where it began, “I’d say it’s because of hip-hop, and skateboarding culture. 

These both started in Tainan. The guy who first started doing graffiti in Taiwan, Ryan, 

he’s from Tainan.” Bih et al. also list Lu Hsue-yuan (呂學淵) – Ryan – as one of the 

pioneers of the Taiwanese graffiti scene; dating the beginning of his activity to around 

1989 (Bih, Kuo, & Hsia, 2008, p. 173). Their wide ranging study, conducted almost 10 

years ago, compared Taiwanese graffiti writing culture with that of New York in the 

1980s. As such, they found that, much the same as the studies referenced above, graffiti 



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

 
 

5.65 
 

writing culture in Taiwan was fundamentally a practice of writing one’s name and a 

means of gaining status and fame (塗鴉基本上是一種簽名的方式，也是獲取名聲

與尊敬的途徑) (ibid, pp. 114). As we’ve established, status and fame has been a central 

preoccupation for young graffiti writers at many times and in many locations. With 

regard to graffiti culture here, one of my interviewees perfectly captures this aspect too, 

“…graffiti is all about getting your name all over the place, you know.” (CHAFF). If 

we recall, other studies of youth culture (Thornton, 1995), and social identity theory 

(Hogg, 2006) also emphasise the search for status being one of the central 

preoccupations of youth and people in general. However, since this feature of graffiti 

culture in Taiwan has been well established, I don’t intend to focus on it too much 

beyond recognising it as an enduring and significant aspect of graffiti culture since the 

earliest days. What I will note, though, is that if we refer back to Hall and Kubler – 

“members of a series always solve a problem the same way based on the same culturally 

shared reasons” – resolving problems of status through graffiti actually seems to sound 

more like a case of cultural series than sequence (Hall J. R., 1990). This is to say, that 

in this sense at least, graffiti writers in Taiwan would appear to be using graffiti as a 

cultural solution to solve a cultural problem in a very similar fashion to other graffiti 

writers elsewhere. But Taiwan represents a significantly different society to those 

abroad. Surely then there are other cultural problems that affect Taiwanese youth that 

graffiti writing can be used to solve. So how does graffiti culture in Taiwan connect to 

those explored elsewhere in sequence? To answer that question, there is another aspect 

of the culture here that I need to address. 
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6 GRAFFITI AND RESISTANCE 

 Taiwan represents a significantly different society than that in which graffiti 

culture first developed, and in those it spread to. First, and foremost Taiwan is not 

nearly as multi-cultural as the US, Canada or the UK. The majority of Taiwanese are 

ethnically Chinese, and as such come from a completely different cultural background 

to the above. There are, of course, a large minority of Taiwanese indigenous who suffer 

varying degrees of economic and cultural marginalisation, and within the culturally 

Chinese majority there are political and cultural cleavages that have been sites of 

tension in the past (Copper, 2005). The Sunflower Movement in particular saw a huge 

upsurge of popular resentment from young people directed against the KMT’s The 

Economic Cooperation Framework Agreement (ECFA) with China. However the kind 

of spatial and ethnic conditions that gave rise to graffiti culture in New York (Anderson, 

2012) are not present in Taiwan. Furthermore, none of the graffiti writers I interviewed 

were indigenous, nor did they make mention of issues relating to Taiwanese indigenous 

cultures. Which is not to say that there absolutely aren’t any indigenous writers; I have 

head of at least one in Hualian, however they haven’t had a significant impact on graffiti 

culture that I have discerned. Second, Taiwan doesn’t feature nearly the same economic 

disparity as was the case in New York during the 1970s and 80s. The percentage of 

people living in poverty in New York, for example, rose from 14.5 percent in 1969 to 

21.9 in 2000 with peaks of over 25 percent in the mid-1980s and 90s (Levitan & Wieler, 

2008). Taiwan’s economy isn’t as strong as it was during its economic take off in the 

1970s, and income equality has been growing by some measures, and in the public 

perception (Chang, Wu, Hsiung, & Sabatier, 2014), but it doesn’t feature the same kind 

of economic conditions that created the urban slums from which graffiti culture sprang 

in the US. In their study of graffiti culture in 2008, for example, Bih et al. point out that 

graffiti writers in Taiwan come from predominantly middle class backgrounds. 

Certainly my research would seem to support this. For example, ITA’s father was very 

upset that his son had chosen to open a graffiti/media company because he didn’t 

consider it to be able to provide him with the income he could earn entering the family 

real estate development business. CHAFF and MOUSE also indicated through their 

interviews that they were from relatively affluent backgrounds. CHAFF’s mother is a 

university professor and his father a researcher at NTU. MOUSE, when caught by the 

police for doing graffiti, was able to get out of being charged due to connections his 
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mother was able to call upon to negotiate with the police and have him released; a fact 

that indicates his family had the kind of social pull associated with more well off 

families in Taiwan. Certainly all of the writers I interviewed had graduated university 

indicating a certain level of income and education that would have been above the 

majority of graffiti writing youth in 70s-80s New York. Another difference that Bih et 

al. point out is that many of the graffiti writers they interviewed came to graffiti from a 

prior artistic backgrounds, and as such graffiti was for them an alternative means of 

expressing themselves artistically, rather than a means of resistance. This I also found 

in my interviewees. PW for example studied commercial design at university having 

“encountered graffiti in [his] second year of college when a professor in one of [his] 

classes mentioned it”. DEBE, ITA, MOUSE, and ROACH all had interests or 

backgrounds in art prior to their interest in graffiti. Bih et al. mention this to emphasise 

that, “The motivation for their graffiti really doesn’t come from direct resistance or 

dissatisfaction” (Bih, Kuo, & Hsia, 2008, p. 115). It’s certainly true that graffiti is often 

associated with political resistance (Green, 2014), and Bih et al. note that stencil writers 

in Taiwan were somewhat political, but ultimately driven by fame and status much like 

their freehand writing contemporaries (Bih, Kuo, & Hsia, 2008, p. 115). However, 

resistance, usually taken to be against the prevailing social order “is not a simple 

concept; it has several dimensions and is related to other concepts such as rebellion” 

(Williams, Subcultural Theory Traditions and Concepts, 2011, p. 94). And, as such, 

with regard to collective action, problem solving, and cultural sequence, I want to 

explore graffiti culture in Taiwan in terms of resistance. 

In order to begin a discussion of resistance, and in deference to and in agreement 

with Bih et al. bear with me as I first explore how graffiti culture isn’t associated with 

resistance to prevailing social orders in cultural sequence before I then explore how the 

concept of resistance isn’t to be so easily dismissed. When I asked questions related to 

political resistance to some of my interviewees, I received some ambiguous responses. 

For example, PW when talking about whether or not it was important that the public 

understood his graffiti informed me it didn’t matter what they thought because, 

“[r]esistance, after all, is one of the meanings of graffiti.” When asking about the 

Sunflower Movement, however, he said that, “I’m not sure whether it influenced me, 

but lots of graffiti writers paid attention to it and participated.” Wenjia had a similarly 

ambiguous response to whether graffiti writers held any political sentiments, “Some do. 
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There are some who do political graffiti because they believe that politics is part of life.” 

But speaking about the Sunflower Movement, he was as ambivalent as PW, “I turned 

up to watch, but I didn’t actually participate in it. At that time I wasn’t really clear about 

the true nature of the Sunflower Movement.” A few writers held more overt political 

sentiments, ITA told me about a friend of his, Wayne, who was very politically 

motivated, and would even use graffiti events held by the government to criticise them. 

ITA himself said that he also had expressed similar sentiments, but that he chose 

different ways to express them. 

“Like I used to always wonder why the government never gave us any 
legal graffiti walls. In the end they did. Then later I also wondered why 
the government only ever held a few useless events, but never did any 
real action. So, in afterwards I decided I could only rely on myself. From 
when I was in university I've been putting on events up until now.” (ITA) 

 His resentment was directed at the government’s lack of support for graffiti 

culture rather than ideas of oppressive social order, however, and his response, rather 

than to resist, was to take responsibility for what he considered the deficiencies of the 

government, and to promote graffiti culture himself. This is very similar to the case of 

Jimmy Cheng from CITYMARX, he came to graffiti by means of delinquency, then 

began to consider it an art form. He apparently became frustrated at a lack of recognition 

from the Taipei city government, and painted graffiti all over Ximending in protest and 

to provoke a response from the authorities. Ultimately he and his friends won the right 

to manage the legal graffiti spaces in the movie theatre district in Ximending. The 

remainder of the graffiti writers I interviewed didn’t express any ideas regarding 

political resistance, and the ones above who did, expressed them on behalf of graffiti to 

be sure, but their views were those of individuals. ITA, for example said this about 

Jimmy: 

“Actually in this respect, I really support him. Like the street dance 
events that he holds etc. They make me feel less lonely promoting graffiti 
culture. So with respect to graffiti promotion, I feel that I’m being 
recognised. However, this doesn’t mean that other graffiti writers see 
things the same way as me. The competitions that he held in the past 
were sometimes a little unfair, but aside from these competitions, I think 
that his contribution to graffiti has been very large.” (ITA) 
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Thus we can see that, despite similarities in their approaches, they aren’t 

perusing those ends together. Moreover, when talking about ITA and MOUSE with 

DEBE, he said, “ITA is heading more in the direction of promotion these days. The 

angle he views graffiti from is somewhat different from us.” Us being himself and 

MOUSE, thus indicating that perhaps Jimmy and ITA’s views weren’t widely held by 

the majority of graffiti writers. As such, even limited political sentiments such as these 

are hard to call collective action. 

If we remember back to Ferrell’s study of graffiti culture in Denver, many of 

the writers he interviewed there also came from a traditional arts background, and came 

to graffiti as a means of creating art. However, for Ferrell’s writers, graffiti became 

overtly political through the construction of graffiti writing as a crime, and as reaction 

to the subsequent crack down by law enforcement. In this case, that graffiti became an 

act of resistance primarily emerged through a process of enforcement and 

criminalisation. Similarly, in Montreal, as we’ve discussed, even the graffiti writers 

who came to graffiti from a traditional arts background developed politicised attitudes 

towards graffiti as they developed an awareness of unequal power distributions, and 

hierarchical systems in their society through interaction with graffiti culture. This was 

fundamentally a result of the way graffiti was treated by the authorities in Montreal. In 

Taiwan, this kind of graffiti has never been cracked down upon like it has been in many 

other countries. In Taiwan graffiti writers are prosecuted, and in Taipei especially, but 

the laws regarding graffiti, for example, are fairly vague. The Hydraulic Engineering 

Office, Public Works Department, Taipei City Government, which controls a number 

of legal graffiti walls, also refers people to the Waste Disposal Act (廢棄物清理法第) with 

regard to punishment for illegal graffiti (臺北市政府工務局水利工程處 , n.d.). 

However, the act itself contains no reference to graffiti (LRD ROC, 2013). And an 

article published by the China Post in 2010 that talked about the punishment of two 

foreign students caught writing graffiti also makes reference to a Social Order 

Maintenance Act under which they were fined (Staff, 2010), which also doesn’t make 

reference to graffiti (MOI, 2011). However, most writers I spoke to were aware they 

could expect to be fined if they were caught doing illegal graffiti. And some had quite 

extensive knowledge on the topic: 
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“It depends on the city. But in most it’s considered pretty trivial 
behaviour. About as serious as public defecation. So you will usually 
just get a verbal warning, and told to not do it again. At most they’ll tell 
you to return the place to its original state. That’s in 60 to 70 percent of 
cases. The remaining 30 percent of more serious cases usually violate 
other laws. Like if you paint on a public building. This would violate 
administrative laws, and they would carry out the punishment in 
accordance with appropriate civil service (e.g. environmental 
protection office etc.). However, there’s also a more serious case called 
the civil law. If you paint on someone’s private property, and that 
individual sues you, then, in that case, it will be very serious.” (UOOYO) 

“Say you go bombing today and you paint on a place owned by the 
government, at most you’ll be fined NT $6000 or have to restore it to the 
original state. However, if you paint on someone’s private property, it’s 
possible that they’ll press charges. You might have to compensate them 
even more…” (MOUSE) 

Many of the graffiti writers I spoke to had been caught by the police, and their 

experiences were equally inconsistent. DEBE, for example, told me about being caught: 

“I still remember the first time I was caught. It was in Taipei. There 
were five of us, and we spent the whole night with the police while they 
tried to find the appropriate unit to investigate the wall that we painted 
illegally. The regulations were just like that at the time. There needed to 
be a unit to press charges, so that the facts of the case could be 
established. The result was that there wasn't a unit willing to come and 
take responsibility (because it was too much trouble), so in the end they 
fined us NT $3000 under the damage to public property statute.” (DEBE) 

MOUSE likewise was caught once when he painted the back wall of a 

courthouse in Tainan, and as I’ve mentioned, his mother used her social connections to 

influence the proceedings, but as MOUSE said, “The police even spoke on my behalf 

to the courts. They said, “People paint your wall this beautifully and you still want to 

prosecute them?””21 On the one hand this response was the result of social influence, 

but on the other, if graffiti were treated as seriously as it is abroad, would the police 

really have been so lenient after he wrote on a law court? ITA initially received a much 

more Western response from the police when he was caught, “The police forced me 

                                                 

21 It should be noted that even though MOUSE goes tagging (see video above) in this instance he was 
painting a large piece and thus could claim it was legitimate art and not pure vandalisation. 
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against the ground. I told them I wasn’t trying to get away, and that if they wanted to 

talk to me, they could just talk.”” However, it ultimately ended up being not more 

serious than the others after they let him stand up, “In the end, all they did was take 

notes. That’s all. Afterwards, [I thought] the police would probably come and find me 

wherever there was graffiti, so I started painting in more secret places. The police also 

said that I had to go and clean off the graffiti where I’d painted the next day or they’d 

fine me NT $6000. At the time I was just a poor student without any money, so I 

obediently did it.” Despite the heavy handed actions upon first catching him, the 

punishment was ultimately fairly lenient. Jimmy from CITYMARX reckons that back 

when he became frustrated about the lack of recognition that graffiti was getting as an 

art form, the police did everything they could to avoid dealing with reported graffiti, 

which is why he and his friends went out and painted all over Ximending in order to 

get attention. 

Not only is enforcement inconsistent, but so to, apparently is graffiti removal, 

or buffing in graffiti terms. According to FACE, “I came here for a vacation 8 years 

ago and I painted and my stuff is still here from 8 years ago. Like, stuff doesn’t get 

cleaned up. Like, if you can choose the right spots, they won’t buff it.” Regarding 

buffing, CHAFF told me that, “Yeah, it’s super inconsistent.” 

“I mean, there’s this one wall in Gongguan, I call it the white wall of 
death because, when I first started doing graff my stuff would stay there 
for about 2 weeks, and then after a while they would remove it overnight. 
Like, after you wrote on it, someone would just immediately paint over 
it with just completely white. And not just my stuff. You could see these 
obvious buff marks. You could see the graffiti underneath it. I like that 
wall because I thought, “Ok. They buff tags. They buff throws. They buff 
pieces.” So I went there with an almost empty can, and I just did dots 
all over it. Blue dots. And then I wrote blue dots underneath it. Then I 
waited, and after 2 hours some guy came and he painted over it. He just 
painted over the words blue dots, but the dots were still there. So the 
dots are still there on the wall.” (CHAFF) 

Most of the graffiti writers confirmed that graffiti was more actively managed 

by the police in Taipei than elsewhere in Taiwan. FACE told me that, “…actually you 

can get busted easier out here in Taipei, I think, than the other cities.” PW and UOOYO, 

for example also warned me that it was easier to get caught in Taipei because of the 

ubiquitous CCTV cameras. But at the same time, the response from authorities in Taipei 
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is also apparently inconsistent. CHAFF, for example, told me of a number of 

experiences he’d had with the police in Taipei: 

“I’ve run into cops a couple of times. Once or twice they’ve seen me. 
Like once, I was tagging this metal fence, and they rode their scooters 
past. They stopped, they didn’t even get off their scooters, but they 
looked at me, and I was like, “Oh shit!” And they turned around and 
just kept going. And I was like, “Shit! I got free.” And another time I 
was testing out a stencil near my house, and this woman saw me. She 
called the cops, so I left that park, but after 30 minutes I went back to 
an alley close by and I was tagging a truck. And while I was tagging, 
because it was a narrow alley one way alley in which only one car could 
go past, and while I was tagging I was blocking the street with my bike. 
So I heard a car come by and I was just popping the cap off my paint, 
and I thought, “Screw it.” So I just did a tag, and afterwards I didn’t 
like the way my A flowed, so I made minor alterations to it. After I put 
my paint back in my car, I saw that the car that was waiting for me so it 
could go past was actually a cop car. So I was like, “Oh shit!” So what 
happened? I just went the opposite way, and he didn’t do shit.” (CHAFF) 

The fact that the punishments aren’t especially threatening, even in Taipei, is 

also reflected in the attitudes of many writers. As FACE informed me regarding with 

respect to foreigners doing graffiti in Taiwan, “…a lot of the international writers that 

come here, they know that it’s not as criminal, at all, as other countries in the West.” 

Speculating on the lack of attention from the authorities, FACE said, “…that has a huge 

effect. I mean, maybe it’s easier to do. Like, you can get away with a lot more out here 

more easily.” This attitude was especially noticeable in a number of Taiwanese writers 

too. In starting the story above, CHAFF repeated that, “Cops are cool.” a number of 

times indicating they didn’t care about graffiti, and his lack of concern about them 

hassling him. In Tainan the graffiti writers there had no concern about the local police. 

ROACH for example said of writing graffiti, “I go wherever I can do graffiti whether 

it’s day or night because I’m not afraid of the police!” He told me about views on the 

Tainan police: 

“The police in Taiwan think that graffiti is fresh and interesting. When 
I was caught and taken to the station, they said that it was just painting. 
Nothing more. A trivial thing and just not to do it again. Then they also 
think that some of it’s cool. They’re curious, and will ask me what this 
English word is or how I painted it and that it looks cool. Once when I 
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was painting in an abandoned building. I’d painted half when a police 
car came past. I just glanced at them and then kept painting. They didn’t 
stop. Just kept going. I think that the police are also people who like 
graffiti.” (ROACH) 

KEVIN was likewise not concerned about the police. In response to the question, 

“Are you afraid of them?” he said, “Not at all. At worst they’ll just fine you a few 

thousand dollars. Nothing more.” MACK admitted of the police that, “I used to be 

terrified of them, but not so much now.” This change of attitudes appears to be the result 

of his interactions with the police in Tainan, “I’ve been caught many times, but this it 

Tainan, so the cops won’t really fine you. They’ll take your ID card number, and after 

taking it, just let you go as long as you play the ‘poor me’ card (打悲情牌). In fact, one 

of his reasons for enjoying tagging in Tainan was ultimately because of the police, “I 

think Tainan’s a great place to do graffiti since I’m very familiar with the streets in 

Tainan, and because the police men in Tainan are also great. On top of that, I grew up 

in Tainan. There are lots of alleyways here. It’s easy to run, and there are lots of walls.” 

Of the group MOUSE was the most experienced, and because of his experience with 

prosecution no doubt, had a more balanced attitude towards the police. He said that, 

“…if someone reports you then they’ll come and get you. Also if it happens to be 

someone’s private location, then they’ll tell you they’ll file a law suit. However if you 

paint something tonight, and the cops see it later, they actually won’t do anything to 

you.” Furthermore, MOUSE also recognised that Taipei was a different case, “Usually 

the police in the South will say, “I’m pretending I didn’t see anything. Pack up your 

things and get out of here.” But in Taipei you’ll be fined.” This sentiment was also 

echoed by PW, who previously warned me to be careful painting in Taipei, but with 

regard to its illegality wasn’t too concerned, “After all, graffiti isn’t that serious a crime. 

It’s unlikely they’ll seriously pursue you.” 

Finally, with regard to resistance in relation to police enforcement, there is some 

indication that the Taiwanese graffiti culture is starting to take on some more Western 

aspects that might help drive things in that direction. As Bih et al. covered, and 

confirmed to an extent by some of my interviewees, Taiwanese graffiti writers tend to 

avoid deliberately provoking the police (Bih, Kuo, & Hsia, 2008). This is represented 

in the locations that graffiti writers here usually paint on, such as road side electrical 

transformers, shop front roller doors, and down small alleyways. As we’ve established, 



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

 
 

6.74 
 

enforcement and resistance are a process of action and reaction, with each group 

modifying its behaviour in response to the other. Thus graffiti writers will only resist 

police oppression if the police oppress them, and likewise the police will only actively 

work to suppress graffiti if they determine it to be a problem (or if they’re pushed to do 

so by moral entrepreneurs). However, there’s some evidence to suggest this may be a 

process that could occur in the future. In 2016, for example, there were two reported 

graffiti related offences that were much more representative of the kind of behaviour of 

US graffiti writers. One in Kaohsiung in which 5 graffiti writers broke into a TRA 

management bureau rail depot to paint graffiti on trains parked there (蕭雅娟, 2016). 

And another one in Taipei in which 8 police cars parked at a Dazhi police station were 

tagged (姚岳宏, 2016). The American graffiti writer that I interviewed, FACE, said he 

knew the guys who did it, “Like just recently, about 2 months ago some kids were 

painting on some cop cars. I know them. And that was kind of the first time…”22 He 

described them as, “…kids that are confrontational. Kids that are trying to fuck things 

up.” FACE actually had a lot to say about the attitudes of graffiti writers in Taiwan. 

With regard to painting on less provocative locations he told me that, “Well most of my 

friends, the foreigner writers will do that too, but I actually know some Taiwanese 

writers that will paint on anything…” Regarding graffiti writers in Taiwan, he 

mentioned that, “The younger kids are painting a lot more now. You can see them a lot 

more around now. The older writers are a little bit more conservative, but they definitely 

do the bigger more elaborate stuff.” And that, “Like there’s… just now it’s started to 

be a lot more young writers coming up. A lot of Taiwanese kids are starting to paint 

now that are in their 20s. And they’re just starting out… It’s people that are still learning 

and they’re painting aggressively.” Now I only have these articles, and FACE’s 

accounts to go on. Moreover, it needs to be mentioned that FACE doesn’t speak 

Chinese, so while he encounters a lot of local writers through his involvement in graffiti 

culture, and some of them speak English, there are obviously some language limitations 

to be considered. On the other hand, FACE has been quite prolific in bombing around 

Taipei as evidenced by his very distinctive tag, and thus deserves some credibility with 

regard to his opinions. Furthermore, some of the behaviour he talked about in younger 

                                                 

22 He didn’t finish that sentence in the interview, but he was indicating it was the first time something 
like that had occurred in Taiwan. 
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Taiwanese writers can be observed in the only other Taipei based tagger I interviewed, 

CHAFF. As mentioned above, there was the ‘white wall of death’ that CHAFF kept 

painting knowing that it would be buffed, and another time when was tagging a truck. 

The following story, however, illustrates a certain wilful tagging designed to provoke 

a response:  

“I climbed to the second floor of a building to hit this wall, and nothing 
happened the first time. They buffed it after a couple of months. I went 
back there after a couple of months, and I hit up a bigger Kilroy. I said, 
“Whatever doesn’t kill you makes you stronger.” Then they buffed that 
after 2 weeks, and I was like, “What the heck, man.” So I went back a 
3rd time, and this time while I was climbing, the security guard came 
out, and he was like, “Hey, what are you doing?” I was like, “Oh shit! 
Oh shit! Oh shit!” And he took a hold of my bike, so I couldn’t get away. 
And he made me follow him into the building. And then he was calling 
up the management. I think it was 1 am. He was calling upstairs, and he 
called the cops. I couldn’t get away because he had my bike, and he had 
an iron grip on it. And I didn’t want to make a scene. No I think back I 
think I could have used my spray paint on him or something. So I just 
ran. He chased me, but he didn’t get me. I lost my bike. Later I circled 
back, and there were cops in front of the building. And I was like, “Oh 
shit!” (CHAFF) 

If we recall Ferrell’s account of Denver graffiti, the writers he based most of his 

book on all came to graffiti from more traditional arts backgrounds. Furthermore, they 

were the ‘kings’ of the local graffiti scene, and not inclined to engage in much tagging 

due to their established reputations that were based on their artistic abilities. However, 

the Denver graffiti scene did become inevitably become inundated with tagging, and it 

was the practice most considered offensive to the authorities and moral entrepreneurs 

(Ferrell, 1993, pp. 148-149). Moreover, all graffiti came to be punished equally despite 

pieces being more widely associated with art, so that even the artistically minded ‘kings’ 

were targeted and thus their attitudes were changed accordingly (ibid, pp. 146-149). 

And ultimately the ‘clamp down’ on graffiti had the opposite effect of which was 

intended as it increased the fame of the higher profile graffiti writers, it served as a 

challenge to many to defy the authorities, it compelled many to switch to tagging and 

throwups, which could done faster, and thus expose the writer to less attention, and it 

also served to attract new writers due to all the publicity surrounding it (ibid, pp. 148-

149). 
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6.1 WHAT RESISTANCE? 

So what can we take from this review of attitudes and enforcement? Well 

certainly we can’t assume that the bravado shown by the interviewees should be taken 

completely at face value. For one, the writers who were least afraid of the police were 

amongst the youngest and least experienced. CHAFF, KEVIN, ROACH, and MACK 

had all been doing graffiti for 3 years or less. CHAFF was only 18 at the time of the 

interview, and MACK was 19. ROACH had finished university, and was doing his 

military service, while KEVIN didn’t say his age, but was probably closer to 30. 

However their bravado can also be viewed as a result of their experiences with 

enforcement. ROACH, KEVIN and CHAFF have never been caught and thus expressed 

the least concern for the police. MACK was admittedly ‘terrified’ of the police in the 

beginning, but became less so due to his experiences after being caught. Similarly 

ROACH’s bravado, “I go wherever I can do graffiti whether it’s day or night because 

I’m not afraid of the police!” is also clearly the result of his interaction with police in 

Tainan. MOUSE came the closest to prosecution, and had perhaps the most balanced 

view. He knew for example under which conditions he would be caught, and under 

which he could get away with it. However he still treated it like something of a game, 

“If you finish doing some graffiti and then the police chase you, but don’t catch you, 

then of course you’ll think, “Yeah! Mission accomplished!”” As for enforcement, it’s 

clear that in Taiwan graffiti isn’t treated with nearly the same attention from the 

authorities as it is in other countries. While people do get caught for graffiti, and at least 

there is the perception among writers that it’s a more serious offence in Taipei, it’s clear 

that police enforcement has been inconsistent at best. So to return to Ferrell, Rahn and 

the theme of resistance, as we’ve seen, it’s a process. Bih et al. determined in their study 

that graffiti writers in Taiwan try to avoid provoking the authorities (Bih, Kuo, & Hsia, 

2008, pp. 113-116), and I confirmed that in my own research to some extent, but at the 

same time, the authorities have not made much effort to suppress graffiti. On the other 

hand, there is some evidence that some of the behaviour of younger writers in the local 

graffiti scene are beginning to adopt more provocative behaviour and attitudes that may 

change the way police deal with graffiti. Becker tells us that culture is a resource that 

facilitates collective action, and that this occurs through a continuous process of action 
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and reaction. Viewed from this point of view then, the process of interaction here hasn’t 

facilitated the construction of a shared sense of resistance, but it may yet do so. 

Moreover, this interpretation of resistance is founded on thoroughly “modernist 

conception” in which power is something that is possessed by the dominant group, in 

the form of the police, and wielded against the subordinate one, in the form of graffiti 

writing youth (Raby, 2005). However, resistance is often considered in other 

dimensions that need to be considered below. 

  



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

 
 

7.78 
 

7 RECONSIDERING RESISTANCE 

In the popular imagination, resistance is generally considered to be overt, and 

directed towards some obvious political goal such as street protests against nuclear 

power, or activists chaining themselves to trees to prevent logging. However in this 

section I want to consider resistance in a different, but still political way; as opposition 

to mainstream cultural norms. As such, I posit that Taiwanese graffiti culture embodies 

the concept of resistance as a challenge to hegemonic Confucian cultural norms. I 

believe it does so, first, by challenging norms of social conformity, and second, by 

challenging the concept of filial piety. Finally, this analysis will demonstrate that 

Taiwanese graffiti culture not only provides an avenue for youth to collectively solve 

problems relating to power and social expectations, but that this constitutes a 

connection to New York graffiti in the 1970s and 80s through cultural sequence. 

7.1 RESISTANCE TO CULTURAL NORMS 

 As already covered, graffiti culture arose in the US, and then spread across it 

and beyond to Europe and the rest of the world. While I’ve only covered a few graffiti 

studies in the above discussion of process and sequence, they are all representative of 

graffiti culture as present in Western societies. In fact the majority of literature available 

in English, unsurprisingly, only talks about graffiti culture in Western societies. For 

example, in addition to the US and the UK above, I also read a multitude of studies of 

the culture in Australia (Halsey & Young, 2006) (McAuliffe C. , Legal Walls and 

Professional Paths: The Mobilities of Graffiti Writers in Sydney, 2013) (McAuliffe & 

Iveson, 2011), and Europe (Borriello & Ruggiero, 2013) (Holmes, 2010) (Brighenti, 

2010), but did not include them all in the above review for reasons of brevity and 

divergent academic orientations. However, in Taiwan we have an excellent opportunity 

to explore graffiti culture in a very different cultural context; not only is it a different 

linguistic culture, but one also rooted in completely different philosophical tradition 

that emphasises norms and values quite different to Western societies. Despite 

competing cultural influences due to its experience as a colony of Japan for 50 years, 

another 70 politically separated from China with significant Westernisation, Taiwan 

still represents a broadly Chinese society (Yuan & Shen, 1998), and one popularly 

imagined as more Chinese than China (Lerwill, 2013). As such, unlike the social 

foundation based on Christianity and Enlightenment individualism in Western societies, 
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Taiwan’s cultural norms are based, instead, on collectivist Confucian values (Davison 

& Reed, 1998). However, before I discuss the Taiwanese cultural context further, I need 

to make it clear what I am referring to when I talk about resistance. 

7.2 HEGEMONY AND POWER 

Any discussion of resistance needs to begin with the proper framing. Thus we 

first need to discuss the concepts of cultural hegemony and power in order to understand 

resistance. A lot of subcultural studies since the 1970s have been grounded on a concept 

first espoused by Italian philosopher, Antonio Gramsci; Cultural hegemony. It can be 

succinctly defined as “…a much more subtle form of control in which subordinate 

groups accept the ideas and values of a dominant group not because they are forced to 

do so, but because they choose to” (Williams, Subcultural Theory Traditions and 

Concepts, 2011, p. 94). As such cultural hegemony relies on a system of social 

institutions, school, church, family, mass and popular media, among others, to 

individuals to the dominant culture’s norms, so that they come to be seen as “common 

sense” and natural in the eyes of society (ibid, pp. 95). In the Western literature, graffiti 

has often been studied through the concept of subcultures, which in turn have often 

been constructed as oppositional to mainstream culture. In the now famous work, 

Resistance through Rituals, the Teds, Mods, and Rockers were considered to be 

protecting their working class origins through appropriation and redeployment of 

middle class style in the form of symbolic resistance to the hegemonic cultural norms 

of the ruling class (Hall & Jefferson, 2011). Paul Willis, who also worked under the 

umbrella of the Birmingham Centre for Contemporary Cultural Studies (CCCS) as the 

authors of Resistance through Rituals, employed a more ethnographic approach to study 

the ‘Lad’ culture of youth in the West Midlands of the UK in Learning to Labour (Willis, 

2006). In this work he identified the way that working class youth used disobedience, 

truancy, and other behaviour in order not to conform to the middle class norms of their 

peers. Criticism of the CCCS in recent years has mounted, usually centred on its myopic 

focus on Marxist class conflict and lack of first-hand knowledge of the youth they 

claimed to speak for (Williams, Subcultural Theory Traditions and Concepts, 2011, p. 

38). In Taiwan, the concept of class conflict seems to have little utility since Taiwan 

doesn’t feature the kind of rigid class system that existed in many European countries. 

Furthermore, in their earlier work on the Taiwanese graffiti culture, Bih et al. declared 
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that graffiti in Taiwan absolutely was not a means for them to resolve class or racial 

issues (Bih, Kuo, & Hsia, 2008, p. 114). However, I invoked the work above not for 

reasons of class or racial issues, but because they focus on youth resisting dominant 

cultural norms; as embodied in the concept of cultural hegemony. 

In East Asia, Confucian traditions have a long and significant history. 

Beginning in China they were promoted as a means of maintaining law, order, and the 

status quo since the Han dynasty (Berling, Confucianism, n.d.). Following their retreat 

to Taiwan, Confucian morality was promoted by the KMT, as the state orthodoxy, and 

as a “means of indoctrinating political ideology and Chinese traditional culture into the 

populace” (Lee (.-M. , 2004) (Fang, Lee, Liou, & Chen, 2015). In the past, these ethics 

have been reinforced through the institutions of family and school as a means of social 

control (Lai, 1999). In the education system, for example, Confucian moral education 

was a taught in specialised classes until relatively recently. Moral education was taught 

in elementary schools (grade 1-6) under the title of Life and Principles of Ethics (生活

與倫理), and in middle schools (Grade 7-9) under the title Civics and Morality (公民

與道德 ) (Yuan & Shen, 1998, pp. 195-197). Formal moral education underwent 

changes in 1997 to emphasise “process values” such as decision-making, critical 

thinking and communicative skills, but retained its core Confucian moral values up 

until 2004 when specialist classes ended (Lee (.-M. , 2004, p. 583). However, even after 

the formal classes ended, character and moral education (品德教育) has remained 

passively infused into the curriculum (Fang, Lee, Liou, & Chen, 2015). Thus we can 

see that Confucianism constitutes a dominant cultural ideology however, we can also 

see it as hegemony if we can show it has been acceptance as “common sense” by the 

population. In Taiwan, Confucian values are revealed in particular through the 

emphasis on filial piety and social conformity. For example, research conducted by 

Zhang & Thomas in 1994 discovered that Taiwanese youth conformed to parental and 

educators expectations much more than American youth (Zhang & Thomas, 1994). And, 

in 1998 Yuan & Shen discovered that Taiwanese youth rated filial piety as the highest 

social value, that societies in both China and Taiwan placed “…strong emphasis on the 

individual conforming to social norms and adopting socially approved values…”, and 

that Taiwanese youth were “more focused on family and upholding more traditional 
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Chinese values” (Yuan & Shen, 1998, pp. 201-202). As such, we can see that not only 

was Confucianism an ideology propagated as a means of social control, but that its 

acceptance as natural is reflected in the values of Children brought up within this 

society, and in the way it was “supported by both parents and government authorities” 

(ibid, pp. 195-197). It’s also reflected in the way that issues that occur within Taiwanese 

society are often met with cries of moral decay, and lack of moral education (Hhung, 

2014). I believe that understood this way, Confucianism in Taiwan, can be considered 

a good example of cultural hegemony. 

If Confucian norms constitute cultural hegemony, how then, should we consider 

power and resistance? As Raby reminds us, conventional understandings of power 

“conceive of it in terms of a binary between dominance and submission – power is 

something that is possessed by the dominant group and wielded against the subordinate; 

the subordinate may, in turn, resist and attempt to seize power” (Raby, 2005). For 

Marxists this power is embedded in the class structure, and for feminists it’s embedded 

in patriarchies (ibid, pp. 155). However, this sees youth resistance in one dimension, in 

terms of a “privileged mainstream hegemonic adult culture, the class structure, or the 

state as the macro-level target of subcultural resistance (Hall 1972)” (Haenfler, 2004). 

However, Williams reminds us that all human action is embedded in power structures, 

and as such in our daily lives we often are compelled to act against our wishes or compel 

others to do so (Williams, Subcultural Theory Traditions and Concepts, 2011, p. 93). 

As such power occurs in any situation in which people have unequal access to “material, 

cultural, social, economic, emotional, and psychological resources” (ibid, pp. 93). We 

can summarise this understanding of power by saying that it is a process that consists 

of both exertion and resistance. People have power because of existing social relations 

and cultural processes. Power is given by people who choose not to resist. People who 

occupy powerful positions in society are able to exert their definitions of reality on 

others. People will resist the exertion of power dependent on the situation and their own 

beliefs, interest, and so on. We can consider this process in many situations, such as the 

relationship between the police and the public, between a teacher and a student, and 

even in the relationship between a parent and child. In all of these cases, power is not 

inherent, but accepted as natural because of convention, and socialisation processes. 

When it’s connected to the idea of cultural hegemony, it takes on the qualities of 

resistance as the socialisation process is inherently political. 
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7.3 EXPRESSIONS OF RESISTANCE 

Now that we understand that Confucianism represents a cultural hegemony with 

norms and values that are accepted by Taiwanese society, we need to look at how 

graffiti writers resist them. I propose that one of the ways they do this is by challenging 

Confucian norms of conformity through individualistic self-expression. Traditionally, 

Confucian norms have stressed conformity with regard to acceptance of one’s place in 

society, and conformity to social roles (Berling, 1982). In this sense, then, the 

Confucian emphasis on conformity is consistent with the sociological orientation of 

collectivism as “a cultural pattern that emphasizes the importance of in group goals, 

conformity, loyalty, social harmony, and preserving in group integrity” (Badahdah, 

2007). Taiwan, due to its Confucian heritage, has always sat well within the category 

of collectivist cultures, and is often used as an example as such in the literature 

(Silverthorne, 2005). In social psychology, then, self-expression is something people 

engage in when they want to demonstrate their self-concept through their actions, and 

as such confirms and reinforces the individual's sense of self and allows them to convey 

it to other people (Smith, Mackie, & Claypool, 2014). Significantly, self-expression is 

understood to function differently in individualist and collectivist cultures. In the 

former, self-expression serves as a means of confirming an individual’s status or role 

as a member of a group, whereas in the latter, self-expression literally confirms ones 

existence as an individual (Kim & Ko, 2014). All of the graffiti writers involved with 

this work claimed self-expression as one of the things they most valued and could 

realise through graffiti culture. 

“The education system force feeds you from primary school to middle 
school. There's very little time for students to think. Like time for music 
class or art class is usually taken away for Chinese, math and English 
classes with the aim of preparing to enter into the next grade school. It's 
very easy for students' sense values to lean towards utilitarianism. 
Students must also compete with one another, so from a young age 
musical accomplishment or a sense of aesthetics aren't cultivated, and 
our emotional expression is repressed. Furthermore, I never received 
any formal arts education. When I came into contact with graffiti, I 
thought it was something fresh. Because I hadn't been limited by any 
rules, I could produce the images I wanted to as much as I liked. It's a 
way of creative production with high growth and potential. I think this 
is most fascinating aspect of graffiti.” (DEBE) 
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“I was also like this. [A youth who felt the pressure to conform, to study, 
and who didn’t have an outlet to express himself] You can only say that 
Taiwan’s educational environment is like that. It never gives you time to 
think about what you want to do. During that educational period, you’re 
just made to study, and not be corrupted by bad examples. I think that 
Taiwan’s educational environment still needs to be freer, but in that case 
there will be another problem. Suppose I tell my mum that I want to 
study painting, she will ask me, “What do you want to paint? There are 
no prospects in this. You need to study. Study construction. Go learn 
engineering, and make money!” Like my dad, he’s in construction. He 
still wishes I’d get into it too.” (ITA) 

“Graffiti is about wanting to express something, doing something, and 
in keeping with its meaning. Each time is usually different.” (KEVIN) 

“When you start doing it, you’ll think it’s cool and invigorating, but in 
the end you’ll start to be more concerned with what you’re trying to 
express or things that upset you a lot, but that you have no way of doing. 
In these kinds of times, you can let lots of people know it’s no good with 
graffiti. Possibly it’s a little related to politics and expressing your own 
views. Or you can also use it to do something funny and have others see 
it.” (MACK) 

“Expressing the different aspects of my character through graffiti. For 
example, I’m a designer, and a fireman, but I’m not always the same 
person. I want to write or paint different feelings… In the capacity of a 
graffiti writer, I believe that they can express themselves. Within 
creative works, you are a different self. However, if graffiti is treated as 
an occupation, there isn’t such a welcoming environment at present in 
Taiwan… When I first started it was because [I thought graffiti] was 
fresh. I felt cool and different from other people. Later [I stayed into it] 
because I was seeking skills and pieces (of art). I started to value the 
creativity of it in itself in addition to self-expression.” (PW) 

“I reckon that design is for earning money. You do it for others, not for 
yourself. You paint a logo for yourself, but people won’t pay you for the 
logo that you’ve painted. This is when you have to paint what people 
want. You’ll be just like everyone else. It’ll be commercial. But graffiti, 
you express yourself. I can choose a street name that belongs to me. I 
can be different from other people. A designer can perhaps earn a lot of 
money, and buy a car. A house. But you won’t have your own life. 
Graffiti gives me life. So much life. I can have a life different from others 
that’s not just about earning money.” (ROACH) 
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“I still go bombing, Like, I paint walls for people now (commercial 
work), and take jobs doing artistic work etc., but I continue doing both 
of them because I consider them to be different things. If you paint for 
others or do creative work they’re both fundamentally commercial 
activities. However, I only consider bombing to be of central value to 
graffiti.” (MOUSE) 

As CHAFF sums it up, “What I think graffiti is? Self-expression. Definitely 

self-expression.” Clearly self-expression is of great importance to graffiti writers, but 

in what way are they expressing themselves? If it’s consistent with collectivist cultures, 

to demonstrate their conformity to a group or social role, then how is does it challenge 

Confucian cultural hegemony? To understand this, let’s consider first that they are 

claiming self-expression in a manner consistent with collectivist cultures. In this case, 

then, their behaviour should allow them to confirm their status as members of a 

particular group. Since graffiti is nominally illegal, and not an acceptable mainstream 

activity23, it’s logical to assume that this group would be one consisting of other graffiti 

writers. This is quite plausible when we consider that every study of graffiti writers, 

that we’ve covered, including that on Taiwan, has discussed graffiti writing as a 

community, or a subculture with cultural boundaries, and its own alternative 

hierarchical system. In this sense, it’s quite understandable that graffiti writers in 

Taiwan may express themselves in order to conform to the norms of the graffiti 

community; to make themselves recognisable as members of it. However, this seems 

to imply that all graffiti writers, here and abroad, express themselves in a collectivist 

manner – in order to demonstrate group conformity – albeit to a non-conformist group. 

This, raises an issue, in that, previous studies have all emphasised the very individualist 

attitudes and values of the participants who interact with graffiti cultures abroad (Ferrell, 

1993) (Macdonald, 2001) (Rahn, 2002). McDonald addressed this in her work by 

stating that, “In this subculture individuality is complemented by conformity – to stand 

out, one must fit in and to fit in one must work diligently through established stages of 

illegal activity” (Macdonald, 2001, p. 132). This suggests that graffiti cultures abroad 

are both based on conformity and individualism. In this sense, it’s actually quite 

possible for a group to be both conformist and individualist at the same time. First we 

need to understand that individualism and collectivism are not actually mutually 

                                                 

23 See next section for a discussion of family and graffiti 
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exclusive, most societies actually exhibit values consistent with both orientations, but 

generally exhibit one more than the other (Oyserman, Coon, & Kemme, 2002). 

Moreover, with regard to group formation and stability, certain norms associated with 

collectivism are beneficial, but, it’s also quite possible for groups to possess norms of 

individuality (McAuliffe, Jetten, Hornsey, & Hogg, 2003). This has been an admittedly 

convoluted way of getting here, but this discussion of self-expression and conformity 

to groups leads us to consider that even in a collectivist society like Taiwan, norms of 

individuality might also be relevant to graffiti writing cultures here. In fact, McAuliffe 

et al. actually suggest that even “in strongly collectivist cultures, members of specific 

social groups such as university students and artists may experience pressures to 

differentiate themselves from others and to express their individual selves” (ibid, pp. 

58). Given the overlapping relationship between graffiti and art, and the fact that 

Taiwanese graffiti writers generally come from an arts background, it seems we need 

to discuss the likelihood that their self-expression is also a means of confirming their 

individuality. 

7.4 SELF-EXPRESSION AND INDIVIDUALITY 

Individualism, mistakenly taken as the opposite of collectivism, “emphasizes 

the importance of the individual, for example the individual’s freedom, interests, rights, 

needs, or beliefs against the predominance of other institutions in regulating the 

individual’s behavior, such as the state or the church” (Zinn, 2007, p. 2285). Taiwan, 

on the other hand, due to its history with Confucianism, is often considered a prime 

example of a collectivist nation, but does that mean that graffiti writers here can’t 

possibly be expressing themselves in an individualist manner? Culture, in any society, 

is not static, but rather in constant state of change. Consistent with our interactionist 

understanding of culture, it’s a process; always becoming, and whether a society is 

collectivist or individualist or exhibits traits of both is also subject to change. In the US, 

for example, a country that has always been an associated with individualism at the 

political level, research has shown that since the 1950s, the society there has become 

even more individualist in nature through social revolutions of the 1960s and 70s 

(Yankelovich, 1998). Moreover, research has shown that changes in socioeconomic 

situations have implications on the rise of individuality in many traditionally 

collectivist societies. Inglehart and Oyserman, for example, show that “economic 
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development produces pervasive social and cultural consequences, from rising 

educational levels and occupational specialization, to changing gender roles and 

increasing emphasis on individual autonomy” (Inglehart & Oyserman, 2004). Their 

general findings are that material scarcity is conducive to collectivism as people need 

to work together to survive, while as scarcity decreases, social values associated with 

self-expression and personal choice become more salient (ibid). This process is 

apparently also occurring in Taiwan as economic development and the introduction of 

Western management practices, and popular culture have contributed to a generation 

gap between older and younger Taiwanese, with the latter showing greater tendencies 

towards individualism than their forbearers (Yu & Miller, 2003). Beyond economic 

development, Western cultural influence is implicated in a rising individualism in 

Taiwanese youth. For example, Tsai & Zhou look at the influence Western culture has 

impacted the leisure opportunities of Taiwanese and Chinese females (Tsai & Zhou, 

2015). In their research, Taiwanese and Chinese females resisted traditional gender 

roles as they sought to express themselves through sports and other leisure activities 

they were exposed to through Western movies and television shows. However, the trend 

towards individualism in younger generations isn’t uniform. Yu and Miller also show, 

for example, that in Taiwan, those with higher education tend to be more individualistic 

than those of the same generation with less education (ibid). Thus we can see that there 

is precedent for the assumption that Taiwanese graffiti writers may be claiming self-

expression as a means of expressing individuality. 

7.5 SELF-EXPRESSION, INDIVIDUALITY, AND CREATIVITY 

If we refer back to the quotes above, the fact that graffiti writers might be 

expressing themselves in an individualist manner seems even more certain when we 

consider their testimonies. Things like, “I could produce the images I wanted to as much 

as I liked” (DEBE), “I felt cool and different from other people” (PW), “But graffiti, 

you express yourself. I can choose a street name [tag] that belongs to me. I can be 

different from other people.” (ROACH). Fundamentally all of the writers talk of their 

ability to express themselves freely. Being an individual, and being different from 

others is consistent with our understanding of self-expression and individuality, but it 

also highlights another interesting aspect, creativity. We should remember that both Bih 

et al. and I found that Taiwanese graffiti writers predominantly came to graffiti with a 
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pre-existing background or interest in art. This is an interesting and noteworthy feature 

of the graffiti writing culture here because it has implications with regard to 

Confucianism and collectively oriented societies in general. In the past, unlike the focus 

on individual creativity that we’re familiar with in the Western arts tradition, Taiwanese 

arts education was focused on reproducing conformity to group norms (Lai, 1999). 

According to Lai (1999), this occurred as children were not only taught the techniques 

to produce art, but were also required to copy the teacher step by step and reproduce 

the teacher’s image as closely as possible. In this sense, graffiti writers would seem to 

be rejecting this conventional arts approach as they often deploy their claims of self-

expression in terms of freedom to produce the images they want to produce, but also 

with specific mention to other institutions or fields that constrain that freedom. This 

actually leads us to consider the graffiti writers in Janice Rahn’s study in Montreal, 

Canada. As she observed, many of them also came to graffiti from traditional arts 

educations, but also often expressed dissatisfaction with the way they were being taught 

(Rahn, 2002). For them, graffiti allowed them an autonomy to learn and produce 

creatively in an environment that wasn’t constrained by a conventional arts education. 

7.6 A DRIVE FOR CREATIVITY 

In recent years, creativity and the factors that motivate it have been the target of 

much academic investigation as the realities of post industrialism has meant that many 

countries have needed to shift their economies away from traditional manufacturing 

and focus on the “creative industries” (Landry & Bianchini, 1994). In the case of 

Taiwan, this is also true as successive governments try to shift Taiwan’s economy away 

from its reliance on low margin manufacturing and towards a knowledge economy 

(Taipei City URO, 2014). This is also reflected in the ‘boom’ in creativity research, and 

a vocal emphasis on creativity in education reform (Niu, 2006). For example, the white 

paper on creative education released by the Ministry of Education in 2003 proclaimed 

that “they would rebuild the Republic of China into the Republic of Creativity”, and 

among its policy aims listed that it intended to extend creativity to “to a larger 

community by widening the public’s vision and appreciation of a ‘creative culture’ by 

arousing their creative interests from an ‘ecological perspective’ (Chiena & Hui, 2010). 

It’s apparent that this emphasis on creativity has begun to have an effect on Taiwanese 

society too. In a 2002 study on the intergenerational transmission of cultural values in 
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Taiwanese families it was found that the values of teenage youth tended to reflect 

closely those of their parents (Yi, Chang, & Chang, 2002). However, the values that 

were most emphasised were: conformity24, curiosity25, harmony26, and self-constraint27 

(ibid, pp. 541). Of those four, three broadly correspond with Confucian values, but 

curiosity, consisting of the sub values: curiosity, imagination, and inquisitiveness is 

more consistent with “creativity”. In particular, it was found that while all four values 

were present in all the families that they studied, curiosity was emphasised over 

conformity or self-discipline when both parents were highly educated (ibid, pp. 541). 

“To be curious and to have interest in pursuing how and why things happens, along 

with to have imagination are fundamental qualities for scientific advancement” (ibid, 

pp. 541). This demonstrates two things. First, Confucian cultural norms are still valued 

in the vast majority of Taiwanese families and youth. Second, in middle class, well-

educated families, values consistent with creativity are emphasised more than 

traditional Confucian values. This, I believe, has implications for the behaviour and 

attitudes behind graffiti writing culture in Taiwan since this creativity, and middle class 

backgrounds definitely describe the kind of youth who have become involved with this 

movement. 

7.7 CREATIVITY IS INDIVIDUALITY 

As we’ve established, graffiti writers come from artistic, middle class 

backgrounds, and these backgrounds, if their parents also well-educated, are likely to 

mean that values associated with creativity have been emphasised in concert with, but 

to a greater degree than traditional Confucian values. However, this emphasis on 

creativity is also likely to have an influence on graffiti writers’ drive for individuality. 

Research has suggested that creativity is most benefited by a number of factors. For 

example, it was found that “those who are information-seeking in style and emphasize 

their personal identity have the greatest potential creativity and evidence the greatest 

number of creative accomplishments in their young lives, whereas those emphasizing 

normative or collective identities evidenced fewer accomplishments” (Dollinger, 

                                                 

24 Conformity: clean, polite to adults, obey, filial respect, good student, and proper manners 
25 Curiosity: curiosity, imagination, and interest in how and why things happen 
26 Harmony: trustworthy, considerate, get along with others, responsible, and modest 
27 Self-constraint: patient, frugal, and low key 
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Clancy Dolling, & Centeno, Identity and Creativity, 2005). Another study also found 

that creativity is most promoted by values associated with self-direction28, stimulation29, 

and universalism 30  while it is depressed by values associated with tradition 31 , 

conformity 32 , and security 33  (Kasof, Chen, Himsel, & Greenberger, 2007). Self-

direction is equivalent to individualism, whereas tradition, and conformity are 

equivalent to collectivism. This suggests that individualistic people are more creative, 

but does it also imply that the reverse is also true? From a symbolic interactionist point 

of view it should. If individuals perceive that creative people are more individualistic, 

and those individuals wish to be creative themselves, then it follows that they might try 

to emulate their individualistic behaviour. This perspective is also backed up by 

research on creativity. Another study, for example, concluded that “creativity is 

grounded in the desire to create”, that people who valued creativity would become 

creative (Dollinger, Burke, & Gump, 2007). This study used the same criterion as above, 

so once again it indicates that individuality is more conducive to creativity than 

collectivism. However, for the purposes of this argument, this study understood 

creativity in relation to “values”, and not “traits”, which is important since it means 

creativity can be taught or nurtured by influencing the values most conducive to it. 

Taken together these findings suggest that in order to be creative, one must be more 

individualistic, and that by valuing individualism one can become more creative. Thus 

we can see that because graffiti writers are from artistic backgrounds, they’re likely to 

value creativity, and because they come from the educated, middle class, they’re likely 

to have had creativity emphasised through the family institution. Since creativity and 

individualism have a synergistic relationship, and graffiti writers come from a 

background in which creativity is most emphasised, it seems that their claims of self-

                                                 

28 Self-Direction: Independent thought and action Choosing own goals; creativity; curious; freedom; 
independent 
29 Stimulation: Excitement, novelty, challenge Varied life; exciting life; daring 
30 Universalism: Understanding, appreciation, tolerance, and protection of welfare of humanity and 
nature Broadminded; equality; protecting the environment; social justice; unity with nature; wisdom; 
world at peace; world of beauty 
31 Tradition: Restraint of impulses likely to harm or upset others or to violate social norms Honouring 
parents and elders; obedient; politeness; self-discipline 
32 Conformity: Respect; acceptance, and commitment to established customs and ideas received from 
cultural traditions Accepting my portion in life; devout; humble; moderate; respect for tradition 
33 Security: Stability, safety, and harmony of self, relationships, and society Clean; family security; 
national security; reciprocation of favours; social order (Healthy; sense of belonging) 
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expression can be taken as claims of individuality in a society that is predominantly 

collectivist in orientation. 

7.8 INDIVIDUALISM CHALLENGES CULTURAL HEGEMONY 

As has been established in this chapter, Confucianism represents the 

mainstream, cultural hegemony present in Taiwanese society. In the past it was 

deliberately promoted through the institutions of family and school as a means of 

maintaining social control. In the present it is still accepted as common sense by the 

majority of the population, and continues to be reproduced through the family. 

Confucianism is also consistent with collectivism, and as such Taiwan represents a 

cultural environment in which, “people tend to define themselves in terms of their place 

in the larger collective. They place greater emphasis on maintaining group harmony, 

and are more ready to sacrifice their personal goals in order to further the goals of the 

group. Behaviour in collectivist cultures is more strongly guided by group norms, and 

drives for uniqueness or independence are likely to be viewed as immature” (McAuliffe, 

Jetten, Hornsey, & Hogg, 2003). However graffiti writers claims of self-expression in 

a manner consistent with individualism. They emphasise the self, individuality, and 

freedom to produce images unconstrained by other more conventional institutions. 

Graffiti writers are at the vanguard of social changes occurring in Taiwanese society 

brought on by an evolving socio-economic environment. They come from artistic, 

middle class, educated backgrounds, in which individualism is rising with economic 

security, contact with Westernisation, and a national preoccupation with increasing 

creativity. However, despite these changing social conditions, Confucian ideas are far 

from eroded completely, and still exert significant influence on society. Thus by writing 

graffiti as an expression of individualism, graffiti writers confront enduring 

expectations about youth behaviour.  
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7.9 LATENT CULTURE AND C/OVERT RESISTANCE 

 Another way I want to also consider the way Taiwanese graffiti writers assert 

their individualism through self-expression is through Becker & Geer’s concept of 

latent culture (Becker & Geer, 1960). This understanding essentially reminds us that 

culture is a resource, and that whatever collective enterprise people engage in, they 

come to it with existing cultural norms and values. Bih et al for example determined 

that graffiti writers in Taiwan avoided overly provocative behaviour and locations in 

order to not attract too much negative attention from society (Bih, Kuo, & Hsia, 2008). 

However, if we consider that even though graffiti writers use graffiti to challenge 

Confucian norms of conformity through individualist self-expression, they do so within 

an existing social order that pushes them to avoid upsetting that order in too 

confrontational a manner. Therefore it makes sense that their behaviour, while 

individualistic and illegal, is not overly aggressive or provocative. There is another 

aspect to this too that I want to consider and that is with the help of Williams’ concept 

of c/overt resistance (Williams, Subcultural Theory Traditions and Concepts, 2011). 

Covert resistance occurs within the bounds of culturally bounded community, with 

other members of that community, but out of view of the rest of society. Overt 

resistance, conversely, is the kind of resistance we’re all most familiar with as most 

visibly demonstrated in street protests and other civil disobedience. However, Williams 

posits another type of resistance, c/overt resistance, which occurs visibly in public, but 

in which the perpetrators of it remain invisible. He uses the example of online web 

forums in which youth can overtly declare their resistance to mainstream society, and 

anyone can read and access their acts of resistance, but the author remains anonymous. 

Thus it presents a very attractive means for people to challenge mainstream norms 

society openly, but protect their identity at the same time. As such, I suggest that graffiti 

culture functions in much the same way; graffiti writers want to express their 

individuality in opposition to the prevailing cultural norms, but their latent culture 

makes them wary of doing so in a manner that draws too much attention to them. 

Graffiti is overt in that it’s clearly visible to anyone who walks down the street, but it’s 

also anonymous since it’s perpetrated at covertly, at night, and through the use of a tag 

name rather than the writer’s real name. When taken together, then, the concepts of 

latent culture and c/overt resistance reveal graffiti as an attractive means of asserting 

one’s individuality in a Confucian cultural context that encourages conformity. 
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7.10 MACRO CULTURE MICRO RESISTANCE 

 Graffiti writers resist cultural hegemony at the macro level primarily by 

emphasising their individual self-expression against Confucian collectivist norms of 

conformity. In this sense, we’ve dealt primarily with the cultural aspect of resistance as 

established in the previous section, but we still need to explore it through the lens of 

power. As has been mentioned, power and resistance are a process, and two sides of the 

same coin. At the macro level of society as embodied in the relationship between 

authorities and graffiti writers, this process hasn’t revealed itself to be of significant 

impact as the former are not particularly oppressive nor are the latter particularly 

oppressed. However by framing resistance in the terms of cultural hegemony it allows 

us to explore another power dynamic, one that is informed by the macro-societal level, 

yet expressed at the micro level. If we recall, one of the Confucian values that was held 

by both the youth and adults was that of filial piety. Filial piety as manifest in Chinese 

culture emphasises the child’s role in the family hierarchy, and as such the expectation 

that they should respect, obey, and take care of their parents.  

“It is an expression of respect from the child toward parent and elderly. 
In Confucianism, this virtue is associated with a person’s citizenships 
and leaderships in the society. It is believed that children who respect 
their parents will become good citizens and leaders (Terry, 2005). 
Therefore, filial piety is highly valued. In daily life, filial piety is 
reflected in children’s respect and obedience on parental demands and 
authority. In most cases, children do not have many choices but to 
comply with parents’ expectations. Rebellion against parents’ authority 
is unacceptable and will result in harsh consequences.” (Huang & Gove, 
2012) 

While it’s fair to say that children are expected to defer to their parents in most 

societies, in Taiwan, filial piety as an expression of Confucianism, serves to 

institutionalise parental authority to a much greater extent. Moreover, this 

institutionalised authority – the relationship between parent and child – represents a 

significant power imbalance in the lives of most young people. Therefore, to disobey 

the wishes of one’s parents, is not just an expression of resistance at the micro level, 

but also at the macro level due to the centrality of filial piety in Confucian cultural 

hegemony. 
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7.11 FILIAL PIETY AND RESISTANCE 

In collectivist cultures, people gain their sense of identity from the groups they 

belong to, including the family unit. However, since we’ve seen that graffiti writers 

exhibit a tendency towards individualism, this is naturally going to be a point where the 

two orientations come into conflict. We’ve already established that graffiti writers 

claim self-expression in a manner that doesn’t conform to mainstream society, but how 

does it reveal itself at the micro level of the family? Despite the inconsistent 

enforcement of the police in Taiwan, graffiti writing remains an illegal activity. 

Whether in the US, Taiwan or elsewhere, it is reasonable to assume that most parents 

would not condone this kind of behaviour, and therefore we could expect that youth 

would try to conduct their activities in secret. In Taiwan this was certainly the case that 

some of the graffiti writers I interviewed kept their activities secret from their families 

if they could. 

“They know I run a spray paint shop, and they know that graffiti exists. 
It’s not just them who don’t know, nobody does. Maybe they know I go 
tagging, but they don’t know what I tag paint etc.” (KEVIN) 

“My family doesn’t know.” (PW) 

“They know. Actually when I first started, I didn’t want to let them know, 
but once when I was going out at midnight I got caught. “Where are you 
going?” “Nowhere.” “What’s up with the spray paint in your hand?” 
So I just had to be tell them the truth. Actually, at first they didn’t really 
approve because it was illegal. Then I started getting recognised, and I 
started taking care of myself, then they slowly started to acknowledge 
me, and finally gave me their support. Now when I go out bombing they 
say, “Oh. Be safe.” And then let me go out, like that.” (MOUSE) 

Unsurprisingly these writers didn’t want their parents to find out about their 

activity. Perhaps most surprising was that MOUSE’s parents came to support his 

activities. This likely has to do with the fact he’s one of the more established writers I 

interviewed, and operates as a legal artist and sign writer when he’s not out bombing. 

However, what is even more surprising is that so many of the graffiti writers I 

interviewed continued to write after being discovered despite their families’ objections. 

“They tell me not to do it. They tell me it’s something that bad little kids 
do. That kind of thing. I just tell them to mind their own business. I like 
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it. So at the beginning they didn’t acknowledge it, but they do now. They 
have no choice, they just have to acknowledge it.” (MACK) 

“They know. My mom fully supports me, but my dad doesn’t like me 
going bombing. He often says that I’m getting my pleasure from the 

suffering of others (快樂建築在別人的痛苦), but I still go out and do 

it. I think graffiti is something influential, so I go and do it.” (ROACH) 

“They know, but they don't like to talk about it. Like my mum, she's asked 
me whether the paint cans will explode before (haha), but to others 
(outside our family) she always says “My son? He teaches.” I've told 
them a million times, but my relationship with my family isn't that close. 
They probably don't consider me an ideal son, so even though they know 
everything that I do, they're still unwilling to acknowledge it.” (UOOYO) 

“Like my parents know I do it, and they don’t like it at all. My dad’s like, 
“If you keep doing it, I’m not going to give you any allowance at all.” 
“My dad, at first he was like, “That’s good.” But after the first few 
months he became really against it. He’ll just come home all fuming, 
and he’ll be like, “I saw another one of your horrible, what you call art, 
again today.” “You know, he tells me stories about people getting 
caught and he shows me news clippings. My mum gets scared. She told 
me about this dream she had once that I got caught, and it was bad.” 
(CHAFF) 

 Even Jimmy Cheng at CityMarx, despite his involvement with only legal graffiti 

promotion nowadays, and working to promote graffiti as a legitimate art form, still does 

so without the blessing of his family. However, if the above writers defy their parents 

by writing graffiti, CHAFF and ITA take it a step further. 

 “I like doing it. He can’t stop me from doing it, and I make a big show 
of giving him all my empty cans. I stash all of my remaining cans in my 
closet or somewhere where he can’t find them. I sometimes still test my 
paint in my room. You know in Style Wars, SKEME? My parents are 
definitely like his mum. His mum’s all against it. She’s like, “He’s 
trashed his room.” I don’t really do that, but my dad he doesn’t like the 
paint fumes. Sometimes I use these, but the paint inside I mix myself. My 
dad’s always nagging me to do it outside, but I always just do it in my 
room because I feel like it.” (CHAFF) 

“Because they both think that you can’t earn enough doing graffiti. You 
can definitely earn money, but by their standards it’s not enough. They 
still tell me that I won’t be successful unless I study more, and earn lots 
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of money. After I finished my military service, I worked with my father. 
I earned a lot of money, it’s true, but I wasn’t happy. That wasn’t what 
I wanted. I didn’t know what the future would be, and worked myself 
sweaty. However, that doesn’t bother me because doing graffiti is even 
harder work. Because painting like that makes me happy. Other people 
will also acknowledge you. So I discussed this with my father, and he 
gave me 2 years. He said that if I couldn’t do it, I would have to go back 
(to the previous job). Like this month, I signed an agreement with my 
dad. It said that if I didn’t earn enough money according to his 
standards this month, I would have to go back. But actually I know that 
I don’t need to use graffiti to make money. I make money just to pay my 
rent. I don’t make more than that. Like when I put on an event, I spend 
lots of money subsidising graffiti writers. Things like spray paint, vehicle 
expenses. These things cost a lot. I hope that I can help these people a 
lot.” (ITA) 

 CHAFF not only defies his father by continuing to write against his wishes, but 

actively engages in behaviour designed to provoke him. However, ITA represents the 

most extreme case because he has not only defied his parents’ wishes, but resolved to 

found a business that embodies the choice of his own values over his parents. If it were 

just one individual defying his parents, then it would be easy to say he’s just a bad kid 

or a delinquent, but this is a pattern of behaviour that is almost universal amongst the 

interviewees. Since we’ve established the expectations on children in Confucian 

societies to acquiesce to the wishes of their parents, why would so many young graffiti 

writers be willing to disobey their parents, and challenge their authority? 

7.12 POWER AND RESISTANCE 

 I believe the key to understanding this phenomenon lies in the understanding 
of power and resistance we established earlier. Let us consider the full quote below: 

“Power is never fixed but rather is always being negotiated or 
contested. Because power is a process, it consists of both exertion and 
resistance. On one side are those who have power or who are powerful 
because of existing social relations and cultural processes. Their power 
is not inherent, but is given to them by people who choose not to resist 
them. Those who occupy powerful positions in society are thus able to 
exert their definitions of reality on others. On the other side are those 
with less power, or the powerless, the ones impressed upon to think, feel, 
or act in ways others want, whether they want to or not. They will resist 
the exertion of power to a greater or lesser degree, depending on the 
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situation and their own beliefs, interest, and so on. Resistance and 
exertion are each a part of power. The relation between the exertion of 
and resistance to power should not be seen as a simple dichotomy; nor 
should power be simply assumed to exist or not in a particular time and 
place.” (Williams, Subcultural Theory Traditions and Concepts, 2011, 
p. 94) 

First, let us consider the power that some people have due to existing social 

relations and cultural processes, and that it isn’t inherent, but conferred by those who 

choose not to resist. As we’ve established, in Taiwanese society, power and authority 

are possessed by the parents, particularly the father, due not only to the existing social 

relations – parent/child – but also because of cultural processes – filial piety – 

embedded in Confucianism. Taking this parallel further, then, we can consider this 

power relationship as not inherent, but maintained by the majority of parents and 

children who consider it natural and common sense; particularly the children who 

choose to submit to their parents’ authority. In this sense, by continuing to write graffiti 

against their parents’ wishes, graffiti writers not only resist their parents’ power, but 

they also challenge its presupposed inherent nature as they refuse to acquiesce. This 

also means that their parents have, to a greater or lesser extent, lost the power to “exert 

their definitions of reality” on these youth. This is, of course, most striking in the 

relationship between ITA and his father as they continue to contest whose reality will 

become the dominant one, and indeed whether his father has the power to define it at 

all. 

Second, then, we need to consider those who lack power in this relationship, 

and who are expected to “think, feel, or act in the ways” their parents want; the graffiti 

writers themselves. Williams tells us that they will resist power based on their own 

ideas as well as the situation in which power is exerted. Let us first, then, examine the 

ideas of graffiti writers. 

7.13 BELIEFS, INTERESTS, AND IDEAS 

As we’ve seen Taiwanese society is changing, and in many ways graffiti writers 

are at the vanguard of this change. Socio-economic changes, decreasing scarcity, 

increased freedoms, and a general emphasis on creativity have all laid the groundwork 

for a growing individualism. Graffiti writers, as educated, middle class youth, are 

especially receptive to these changes and use graffiti as a means of expressing their own 
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individualism. On the other hand, Taiwanese society is informed by Confucian, 

collectivist values with filial piety – respect for one’s elders, obedience and conformity 

to family roles – being central to family life. Indeed, in East Asian societies generally, 

the pursuit of uniqueness, which we take for granted in Western societies, is likely to 

be regarded as deviance when collectivism and conformity are the norm (Kim & 

Markus, 1999). While individualism and collectivism are not mutually exclusive, when 

one puts individual interests ahead of the collective, it serves as a challenge to 

established convention. When graffiti writers choose their individual self-expression 

over the authority of their parents, they challenge the power dynamic at the centre of 

Taiwanese society. However, graffiti writers don’t wake up one day with the intention 

to defy their parents, or challenge concepts of filial piety, but rather it develops out of 

processes that begins with curiosity, and involves identity construction and 

socialisation into graffiti culture. Therefore we need to look at the process itself to 

understand the ideas, beliefs, and interests that challenge filial piety. 

7.14 CURIOSITY 

As we’ve already established, curiosity is a value that has been emerging in 

Taiwanese society as creativity has been promoted as an instrument for economic 

development. However, it’s also through curiosity that many Taiwanese graffiti writers 

came to be involved in graffiti in the first place. In McDonald and Rahn’s studies of 

graffiti culture in London, New York and Montreal respectively, there were a number 

of ways young people came to develop an interest in graffiti, often through seeing it 

around the city, through hip-hop culture, and skateboarding (Macdonald, 2001) (Rhan, 

2002). In Taiwan, many graffiti writers also mentioned similar means of how they first 

came into contact with it, but for many it boils down to curiosity, artistic expression, 

and a desire to be different. 

Actually, from when I was little I really liked painting. Later, it 
was only after I entered middle school and joined a dance group to begin 
breaking that I came into contact with Hip Hop and learned there was 
this thing called graffiti. Afterwards I began to realise that some of the 
seniors were doing graffiti. It was with them that I went out to paint in 
secret. (DEBE) 

In the past when I was at university, I designed the class 
uniforms. Everyone made their submissions, and after that we would 
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vote on the best design. That time I submitted a graffiti style design. I 
used our English names in the submission. Even though I didn’t get 
many votes, it was still chosen. At that time I had no idea what graffiti 
was. I just simply thought that I liked painting. It was a great feeling. 
There was one time that I was passing a hardware store. I just thought 
that using spray-paint to make the letters really big on the wall would 
look good. At that time, I didn’t know any spray paint brands, Montana 
etc. And so, when my classmates saw it they said, “Hey, you’re doing 
graffiti!” I said, “Huh? What’s that?” After that my classmate opened 
up YouTube and showed me and then I finally knew what graffiti was. 
(ITA) 

In the past, for the most part I saw it, but I’ve only been involved 
with it for 3 years because I met these guys (MOUSE, MACK, ROACH 
etc.) through opening the store34. (KEVIN) 

I’ve liked graffiti since middle school, but I didn’t know where 
to find graffiti stuff at that time. I just fumbled around alone. I thought 
that MACK looked smooth when written, so I chose this name, MACK. 
At that time, the internet wasn’t this developed. There wasn’t any 
Facebook, or Instagram. At the time there were just a few unknown local 
websites and Yahoo Knowledge. I came into contact at the time through 
skateboarding too, but there weren’t many people doing graffiti, and I 
didn’t know where to find them. I posted a message on Yahoo 
Knowledge, and after a few days someone finally replied. There was a 
group, a website similar to a forum, the group was called DPC (DARK 
PARADE CREW). After I got to know them I discovered that there were 
so many people doing graffiti. I was excited, and asked so many 
questions. Slowly I ended up here like this. (MACK) 

I started doing graffiti in high school. I was interested in 
photography, and Hip Hop culture, and once when I was taking a lot of 
photos related to it, they gave me a can of spray paint and told me to 
have a go. I said that I couldn’t, and they said, “Just write your name, 
that’s all! There’s no can or can’t of it.” So that gave birth to my first 
tag, and afterwards I just kept writing. (MOUSE) 

When I was little, I lived in a walk up apartment. My dad took 
me to the rooftop of the apartment building, and I saw that there was 
hip-hop graffiti on the rooftop of the apartment building opposite us. It 

                                                 

34 Interestingly, KEVIN apparently opened the store because MOUSE and others pushed him to do it. 
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hadn’t been painted completely, but I saw those sharp letters and the 
illustration beside it. It was a guy wearing a hat and mask. At that time 
I thought that design was cool and unique. I wanted to paint on the wall 
until I went to middle school and started art class and painted graffiti. 
Subsequently, when I went to university, a friend of mine was a 
skateboarder. I also skated. That’s when I learned about hip-hop. At that 
time there was a guy called MACK. He also skated and did POP. He 
tagged too. After that I joined his Facebook group. As soon as I’d joined 
I saw there were 4 or 500 graffiti writers. I thought, “Cool! Amazingly 
there were this many people in Taiwan who did graffiti.” (ROACH) 

I first encountered graffiti in my second year of college when a 
professor in one of my classes mentioned it. However, I didn’t really get 
to know or understand the real environment or equipment until I met 
some experienced writers on the street. I studied commercial design. 
More like graphic design, I think. They’re regarded as similar with 
respect to the techniques used to make images. Also, I was looking for 
excitement and it is unique. (PW) 

It’s a funny story. I remember seeing style wars or some 
documentary and I remember seeing this guy and he was saying that if 
you interviewed any writer about how he got into graffiti, he’d probably 
have a really fucked up story. Mine is kinda weird. When I was in the 
end of 8th grade, going on 9th, my brother and I we got into this video 
game called Brothers in Arms. It’s a World War 2 video game. In it there 
was and achievement. You had to get the KILROY WAS HERE35 graffiti. 
And so when I got to this achievement, I thought “Cool, I can do that.” 
So I got chalk, and I went all over my middle school and I started 
drawing it everywhere. And I think I’m not the only one who does this 
because I have a friend in Kaohsiung, and he tells me that he’s a WW2 
fan too, and he tells me that he’s done that before too. You know, just go 
to classrooms and draw it on the black board. (CHAFF) 

The writers expressed a number of different ways that they came to be involved 

with graffiti. Some of them are similar to those abroad such as with ROACH, MACK, 

KEVIN, MOUSE, and DEBE, who came to it through skateboarding, hip-hop, seeing 

it around or through contact with friends who were in the scene already. PW, ITA, and 

DEBE also all encountered it through school life. The internet, and media also played 

                                                 

35 Killroy was here is a famous graffiti image that US soldiers scrawled all over the Pacific and European 
theatres. 
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a role for MACK, ROACH, and CHAFF. The overall impression one gets from all of 

these interviewees, though, is that graffiti culture was something they discovered by 

being curious and open to trying new things, certainly not a desire to rebel or defy their 

parents. Moreover, we can also see that some had already seen in graffiti the potential 

to be different from their peers, such as expressed by ROACH and PW. DEBE 

acknowledges as certain rebelliousness, but it was also mostly about art and being 

different. 

“At the beginning I really liked painting. Maybe there was also 
a rebellious element. There was also an element of wanting to do 
something that normal people didn’t do.” (DEBE) 

Curiosity, an interest in art, and a desire to be different from others were all 

important factors that drew many Taiwanese graffiti writers into the culture, but this is 

just the beginning of a process, and the meaning that graffiti culture imparts develops 

with the experience of the individuals. 

“When I first started it was because I thought graffiti was fresh. 
I felt cool and different from other people. Later [I stayed into it] 
because I was after skills and pieces (of art). I started to value the 
creativity in and of itself, and also self-expression.” (PW) 

“When I was young, I was bad at managing my emotions. Later 
I discovered that through the process of creativity I could give vent to 
my emotions and stresses. After I’d finished a piece I would get a 
considerable sense of accomplishment, so I just gradually kept going 
into the present.” (DEBE) 

As we can see, there is an evolving quality that comes from interaction with 

graffiti culture. At the beginning youth were drawn to it out of curiosity, out of an 

interest in art, and the potential to be different, but as they continued to be involved 

with graffiti the meaning for them changed. One way to consider this process is by 

understanding it from perspective of identity construction. 

7.15 SELF-EXPRESSION AND IDENTITY 

In the past, identity was taken for granted, as something imposed externally by 

the role an individual played in society (Williams, Subcultural Theory Traditions and 

Concepts, 2011, p. 131). However in recent years, identity has come to be viewed as 
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something not only shaped by external forces, “constituted by and within particular 

cultures and social situations that specify certain meanings, expectations, rights, and 

constraints for those who are seen to possess them,” but also as something fashioned, 

“actively created and managed by people” (Vryan, 2007). This understanding of 

identity is at the heart of McDonald’s work on the graffiti culture in London and New 

York (Macdonald, 2001). In that work graffiti writers use the dirty and dangerous 

environments, competition with each other, and antagonism of the police for the 

masculine meanings Western society ascribes them, and as a means of creating 

identities connected to those meanings. In their work on the Taiwanese graffiti culture, 

Bih et. al also note the role graffiti plays in identity construction for some young men 

here, from the way they dress, the language they use, and their social gatherings (Bih, 

Kuo, & Hsia, 2008). Indeed identity has become a significant area of study in the field 

of youth subcultural studies, and membership to them has come to be seen as a 

conscious expression of a desire to shape the self (Williams, Subcultural Theory 

Traditions and Concepts, 2011). In this regard, let’s one again reflect on the opportunity 

for self-expression that all of the writers interviewed in this work claimed as an integral 

part of their involvement with graffiti, and explore the role it plays in the process of 

identity construction. 

In collectivist cultures, self-expression has been observed to be a means of 

confirming one’s role within society, whereas in individualist cultures, it serves to 

“distinguish [an individual] from others, to reflect their own beliefs and needs, and 

validate their own self-concepts” (Kim & Ko, 2014). Interestingly these two 

understandings parallel, very much, the way identity has been considered in the 

Western literature from past to present. However, since we’ve already established 

graffiti writers claim self-expression in an individualist manner, let us consider it as a 

means to validate one’s own self-concept. In this sense, self-expression can be 

understood through Goffman’s concept of performance; the means by which an 

individual communicates information about themselves to themselves, and those 

around them, both consciously and unconsciously, in order to confirm their identity 

(Goffman, 1959). This understanding is fundamentally grounded in the symbolic 

interactive perspective, and thus sees self-expression’s and identity confirmation as a 

process in which each step is informed by the last while also limiting, but not 

determining the next. As such, this understanding, perceives that an individual whose 
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self-expression is recognised or validated will continue to act in a similar fashion as 

long as it confirms their self-identity. That is to say that if one demonstrates behaviour 

that corresponds to the behavioural norms of a given role, and the self and others react 

to that behaviour in an appropriate way, then the performance is validated, their identity 

is confirmed, and the individual will continue to act in accordance with that identity. 

Thus we can see that as graffiti writers express themselves through graffiti – perform 

the role of graffiti writers – it maintains their identity as such as their behaviour is 

recognised and validated by the people around them. In fact we can see this in the 

comments of a number of graffiti writers: 

“You can use different ways to let others know of your existence. 
I can let those people know of my existence by surprise. Even though 
they won’t know who painted it, they still know that you are there.” 
(MOUSE) 

“I like going past a place and seeing my stuff and saying, “Hey, 
I did that. I was here.” So other than self-expression it would be a way 
of proving that I exist. I tag, therefore I am.” (CHAFF) 

(Speaking about Jimmy from CityMarx) “Actually in this respect, 
I really support him. Like the street dance events that he holds etc. They 
make me feel less lonely promoting graffiti culture. So with respect to 
graffiti promotion, I feel that I’m being recognised. (Speaking about his 
father pushing him to enter the family business) However, that doesn’t 
bother me because doing graffiti is even more hard work because 
painting like that makes me happy. Other people will also acknowledge 
you.” (ITA) 

By expressing themselves, and letting people know of their existence, and being 

recognised both by themselves, and others, MOUSE, CHAFF, and ITA confirm their 

identities. By doing so through graffiti, they confirm their identities as graffiti writers. 

However, beyond confirming one’s existing identity, this understanding also 

emphasises that even an insincere performance can lead to sincere adoption of a given 

identity. At the beginning an ‘actor’ may not ‘believe’ their own performance, but as 

their actions are validated by an outside audience, the actor’s performance becomes 

‘real’ (Goffman, 1959, p. 12). This is to say that an individual may adopt the behaviour 

of a particular identity for any number of reasons, perhaps to conform to others 

expectations or because they want to be associated with a given identity, but in the 

process of enacting it, and having it confirmed by others, it may become their ‘real’ 
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identity (ibid). This means that for graffiti writers who are drawn to graffiti out of 

curiosity, as a means of artistic expression, or simply as a means of standing out from 

the crowd, it’s likely that by expressing themselves through graffiti, by performing as 

a graffiti writer, and being acknowledged as such, the individual will come to believe 

his own performance and truly possess that identity. What’s more is that once an 

individual comes to identify as a graffiti writer, this process emphasises that he will 

also come to embody the norms of behaviour and values associated with graffiti culture. 

In the research of Bih et al. graffiti writers were described as naughty youth who, liked 

showing off their abilities, who enjoyed making adults angry, and who didn’t want to 

behave in accordance with adult standards; who were dissatisfied with playing their 

roles as citizens who abided by the rules or maintained social order, and that they 

wanted to escape from normal convention (Bih, Kuo, & Hsia, 2008, pp. 115-116). Thus 

we can see that, youth who are attracted to graffiti, are likely come to develop the 

identity of a graffiti writer, and perform according to the relevant norms of behaviour. 

Norms which can be seen as rebellious, and deviant in a society that values conformity 

and obedience to family. 

7.16 IDENTITY AND REBELLION 

Not only do graffiti writers come to develop identities with norms of behaviour 

that challenge concepts of filial piety, and the authority of their parents, but they also 

come to these identities at an age when the search for self is most important 

developmentally. The majority of graffiti writers interviewed in this study came to be 

involved with this culture either while at high school or when they entered university. 

At an age when many Taiwanese youth begin to question who they are and who they 

want to be. This likely puts them in Erikson’s fifth stage of development, and describes 

a period when adolescents begin the search for a sense of self, and personal identity 

through an exploration of their personal beliefs, values and goals (Erikson, 1968). In 

this stage, youth often experiment with different roles, behaviours, and activities in the 

process of constructing a strong self-concept as they move from childhood to adulthood. 

However, for some it’s also a stage defined by confusion if they don’t identify with any 

of the social roles they’ve been provided, and as such may suffer from an “identity 

crisis” as they try to resolve this role confusion (ibid). If we consider that in Taiwan, a 

society with predominantly collectivist norms of conformity, but with a growing trend 
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towards individualism amongst the demographic from which graffiti writers come, we 

can imagine that they might also suffer identity crises as they try to reconcile the 

expectations of their families and society with their individual desires about who they 

want to be. This perspective is backed up by findings from Lee, Beckert, and Goodrich, 

who using an identity framework developed by James Marcia, which was in turn built 

on Erikson’s work, discovered that urban Taiwanese youth who self-identified as 

individualist in orientation were far more likely to be in the moratorium stage of identity 

development (Lee, Beckert, & Goodrich, 2010). That is the stage equivalent to 

Erikson’s identity crisis in which youth are actively exploring potential identities, but 

haven’t settled on one yet. According to Erikson, one of the possible outcomes for youth 

experiencing an identity crisis is rebellion as they seek out oppositional identities if they 

feel their environment limits their opportunities for self-expression (Erikson, 1968). 

This is illustrated in the way CHAFF used a reprimand of his behaviour in school to 

take the next step and start painting on the streets: 

“So I got chalk, and I went all over my middle school and I 
started drawing [Kilroy was here] everywhere... I liked doing it, but 
after a while the teachers caught wind of it, and I got called to the office. 
They were like, “This is bad. This is vandalism. What’s the difference 
between chalk, and spray paint they do outside on walls?” And I thought, 
“Hmm… that’s a good idea. I can do it with spray paint.”” (CHAFF) 

In the past, for Taiwanese youth, there were very limited choices of roles to 

identify with. Due to the Confucian norm of obedience, and the pressure for academic 

achievement, there was only one socially approved role, that of the good student (好學

生) (Yang, Yue, & Wu, 1991). Taiwanese society has changed a lot since the 1980s, 

but the focus on academic achievement remains a significant pressure in the lives of 

most youth. Moreover due to this academic focus, Taiwanese youth spend significantly 

more time in school than their Western peers meaning that the educational environment 

plays a much greater part in their lives (Wu & Lei, 2012). Therefore, it shouldn’t come 

as a surprise that it was against limited opportunities for self-expression in the 

educational system that a number of graffiti writers found freedom in graffiti. Even 

CHAFF, who didn’t consider graffiti to be a means of venting frustration at the school 

system, still mentioned his own lack of academic achievement in comparison to his 

younger, much more academically inclined, brother. 
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“I have a younger brother. He’s in 9th grade. He has a lot better 
grades than me, and sometimes he looks down on me for that.” (CHAFF) 

Beyond being a period in which youth are more inclined to seek out oppositional 

identities, it is also a period in which they are much more inclined to pay attention to 

what their friends are doing and thinking than their parents making them especially 

subject to peer pressure (Erikson, 1968). Thus we need to consider graffiti as a 

community, and the influence other writers have on shaping the ideas and attitudes of 

individuals within it. 

7.17 SOCIALISATION AND DISOBEDIENCE 

The early interactionists who studied criminal subcultures in Chicago 

discovered early on that deviant behaviour tended to occur through a process of 

socialisation; young people became involved in deviant subgroups through association 

and socialisation rather than a psychological inclination towards deviance (Williams, 

Subcultural Theory Traditions and Concepts, 2011, p. 30). The evidence for the 

socialising influence that peer groups play in predicting deviant behaviour, and the 

disproportionate influence peers exert compared to the family is well established in the 

Western literature (Aseltine Jr., 1995) (Oetting & Donnermeyer, 1998) (Prinstein & 

Dodge, 2008). However, research on deviant behaviour in Taiwanese society have 

found similar socialisation effects at play here too. For example, in an anthropological 

study of Taiwanese youth culture in Taiwan during the 1980s, it was found that 

members of the kha-a cultural movement tended to disregard adult norms in favour of 

taking their behavioural cues from peers within the same group (Shaw, 1994). However, 

this is made much more explicit in a number of studies specifically aimed at 

understanding the role of peer groups on deviant behaviour amongst Taiwanese youth. 

In one study, on the influence of family and delinquent peer groups on adolescent 

substance use, for example, it was found that strong family relations, and satisfaction 

with school experiences mitigated against substance use, but that dissatisfaction with 

school made the influence of deviant peer groups much greater and substance use 

through association more likely (Wu, Chong, Cheng, & Chen, 2007). Similarly, another 

study on youth violence at school found, among other factors, friendships with other 

‘at risk’ youth was a strong predictor of violent behaviour in young males (Chen & 

Astor, 2010). Yet another study found that due to the proportionately greater time that 
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Taiwanese youth spend in school, compared to Western youth, classroom environment 

had a significant influence on individual delinquency, class room delinquency was a 

good indicator of general adolescent delinquency, and that associations with deviant 

peers was likely to promote the development of higher level delinquency (Wu & Lei, 

2012). While I don’t particularly like the term deviance since it seems to suggest far 

more anti-social behaviour than graffiti, we can see that Taiwanese youth are also 

susceptible to the influence of their peers, and particularly at a stage of life defined by 

a search for identity that may deviate from established social norms.  

Graffiti writers claim self-expression in line with a growing trend towards 

individualism in Taiwanese society, and their self-expression helps to confirm their 

individual identities as graffiti writers, but that doesn’t mean they always act 

individually. Graffiti writers make up a community that not only functions to confirm 

one’s identity as a graffiti writer, but plays a role in socialising youth into graffiti culture. 

Unsurprisingly, then, many graffiti writers mentioned the role other writers played on 

their subsequent participation in the graffiti community. Jimmy Cheng, for example, 

became involved with graffiti through hip-hop culture, DJing and through running with 

a gang; together they used to steal paint and beer and go bombing. However just about 

every other interviewee mentioned relationships with other writers as being influential 

on their debut in the graffiti world. The reader should remember that at the beginning 

of this chapter I presented a number of quotes regarding how graffiti writers came into 

contact with graffiti culture, but let’s quickly review what they said and focus on the 

role that their peers played. DEBE came into contact with graffiti through hip-hop and 

breakdancing at school, but… 

“Afterwards I began to realise that some of the seniors were 
doing graffiti. It was with them that I went out to paint in secret.” (DEBE) 

It was a very similar story with PW, who studied commercial design at 

university and learned some graffiti techniques from his second year professor, 

however only started participating… 

“…when I had the good fortune to come across some senior 
graffiti writers that I really stepped into this sphere.” (PW) 

MOUSE was interested in photography, and used to take pictures of graffiti, but 

in the process was handed a can of paint and told to have a go. 
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“I said that I couldn’t, and they said, “Just write your name, 
that’s all! There’s no can or can’t of it.” So that gave birth to my first 
tag, and afterwards I just kept writing.” (MOUSE) 

KEVIN, a friend of MOUSE, ROACH, and MACK, and the proprietor of a 

graffiti supply store in Tainan had been interested in graffiti for a while, but only 

became involved through his friendship with MOUSE and the others. In fact, by all 

accounts he opened the shop largely at their insistence: 

“Later on, after we got to know each other we egged him into 
opening a spray paint shop. He probably hit his head accidentally or 
something, and really went and became an agent to bring this foreign 
spray paint in.” (MOUSE) 

Similarly ROACH saw graffiti early on, skateboarded, and was into hip-hop, 

but it was through his friendship with another writer, MACK, that he got started. 

“At that time there was a guy called MACK. He also skated and 
did POP. He tagged too. After that I joined his Facebook group. As soon 
as I’d joined I saw there were 4 or 500 graffiti writers. I thought, “Cool! 
Amazingly there were this many people in Taiwan who did graffiti.” 
(ROACH) 

MACK and CHAFF had more indirect experiences, but in some ways much 

more deliberate. MACK was interested in graffiti, but didn’t know anyone who did it, 

and as such deliberately searched it out. After a while he stumbled across an online 

forum and got in contact with the Dark Parade Crew, currently run by another writer I 

interviewed, UOOYO: 

“After I got to know them I discovered that there were so many 
people doing graffiti. I was excited, and asked so many questions. Slowly 
I ended up here like this.” (MACK) 

Similarly CHAFF, who describes himself as very shy, had very little face to 

face contact with other graffiti writers, but has been extremely influenced by what he’s 

seen online. CHAFF, had spent a year studying in the US, and had excellent English. 

Most of what he knew about graffiti came from what he’d read or watched online on 

sites like Instagram or YouTube. As such his behaviour and speech resembled most 

notably that of graffiti writers I’d met in Australia. 
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Through the internet and peer groups, graffiti writers go writing together, and 

exchange ideas about their culture. I should mention that I would love to explore the 

role that the internet has in this socialising process further, but time and space 

limitations preclude that. Suffice it to say that I included it here with peer groups to 

demonstrate the influence both have on young graffiti writers who come to graffiti at a 

period in their life when they’re trying to decide who they want to be. 

7.18 A GRAFFITI IDENTITY THAT RESISTS FILIAL PIETY 

Interaction with graffiti culture starts with curiosity, a desire to express oneself 

through art, and to be different, but that’s only the beginning of a process of identity 

construction that leads individuals to resist the norms of obedience inherent in filial 

piety. Expressing oneself through graffiti means performing as a graffiti writer. 

However, by enacting the performance, aspiring graffiti writers come to identify with 

the values and norms of the graffiti community as their graffiti writing identities are 

confirmed in their own eyes, and those of their peers. Moreover this process occurs at 

a time in their lives when young men are more inclined to adopt oppositional identities 

as their self-expression options are limited by the conventional social roles they’ve been 

provided. In one respect this occurs as part of the identity process within the individual, 

but at another, it also occurs through a the process of socialisation into the graffiti 

community as young men interact with other writers, and come to share their values, 

and norms of behaviour. As such, disobeying their parents, and challenging filial piety 

are not the original intentions of most graffiti writers, but rather result from a process 

in which their interest in graffiti, and the beliefs and ideas associated with it, give rise 

to a situation in which a choice must be made: to accept as inherent the power and 

authority of their parents as conferred by the existing social relations and cultural 

processes embedded in filial piety, or to challenge that power by choosing the values, 

and norms of graffiti culture. 
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8 BACK TO SEQUENCE 

This thesis has been an attempt to consider Taiwanese graffiti culture through 

the lens of symbolic interactionism. As such, we’ve covered a number of concepts 

relating to this sociological perspective, and in turn used them as a framework for 

understanding this culture. One of the central to concepts that we’ve considered is 

process. At the most basic level, this process in symbolic interactionism is defined by 

Blumer’s three premises: (1) Humans act toward things on the basis of the meanings 

that things have for them; (2) the meanings of things derive from social interaction; and 

(3) these meanings are dependent on, and modified by, an interpretive process of the 

people who interact with one another (Blumer, 1969). In other words, a process in 

which actions shape meanings, and meanings shape actions. In line with these ideas, 

this thesis has used Becker’s definition of culture as “the shared ways of a human social 

group [that] includes the ways of thinking, understanding, and feeling that have been 

gained through common experience in social groups and are passed on from one 

generation to another. Thus, culture reflects the social patterns of thought, emotions, 

and practices that arise from social interaction within a given society” (Becker, 1982). 

In this understanding, culture not only functions as a resource or set of solutions to 

collective problems, which groups of people face, but it is also created and shaped by 

them in an interactive process as existing cultural solutions are adapted to emerging 

collective problems. As such, this understanding of culture as a means of solving 

collective problems, and as a process was used to explore graffiti culture in Taiwan. 

First, we saw the way it emerged in New York during the 1960s primarily as a means 

of achieving status for marginalised inner city youth. One individual gained fame by 

tagging all over the city, and others seeing this, began to emulate him. Pretty soon with 

more and more youth doing it, new strategies to gain fame emerged driven by 

competition to differentiate oneself from the crowd. A process of interaction whereby 

individuals acted, and reacted to each other’s actions, and invented new cultural 

solutions to emerging problems. To this understanding we’ve also added the George 

Kubler’s concepts of cultural series and sequence as elaborated by John R Hall (Hall J. 

R., 1990). Series allows us to look at the way people use the similar culture to solve the 

similar problems, whereas sequence allows us to examine the way similar culture is 

adapted to solve new problems. Both concepts, however, allow us to understand culture 

from a historical perspective; evolving over time through interaction, but as an 
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unbroken chain of related solutions. In this respect, we looked at graffiti culture as it 

spread through space and time from New York in the 1960s to the present day in Taiwan. 

Cultural series was an appropriate way to understand the way graffiti has been 

employed consistently to solve the collective problem of status that youth in many 

societies face. However, cultural sequence was a more appropriate way to understand 

the way graffiti culture has evolved unique features in the different locations it has 

sprung up. 

In Taiwan, we’ve also explored graffiti culture with respect to process, series, 

and sequence. Through the concept of resistance, we’ve seen that despite being illegal, 

a lack of clear laws, and arbitrary police enforcement have mitigated against a process 

of escalation that has occurred elsewhere as graffiti has be constructed as a serious 

urban problem, and strict enforcement has acted as a challenge for young graffiti writers 

wanting to make a name for themselves. However, by reconsidering resistance, the 

interactive process has also revealed itself in the way that some Taiwanese youth resist 

mainstream conformity, and challenge the concept of filial piety. At the macro level, 

this process is described by social and economic changes in Taiwanese society that 

facilitate a growing individualism in some youth, who choose to express it through 

graffiti and in opposition to collectivist norms of Confucian society. At the micro level 

it’s revealed as young men develop graffiti writing identities with values and norms of 

behaviour that resist the power instutionalised in the relationship between themselves 

and their parents by Confucian culture and filial piety. 

In addition to process, we have also spent time exploring graffiti as cultural 

series and sequence. As such we’ve looked at how Taiwanese graffiti culture is both 

similar to the American culture it takes its cues from, and unique due to culturally 

specific problems youth here encounter. With regard to cultural series, we can see that, 

like other graffiti writers abroad, gaining status and fame are concerns for graffiti 

writers here too. In this respect, graffiti writing is a cultural solution that can be 

employed similarly by youth in almost any society since the desires for status and fame 

are near universal for young people (Macdonald, 2001). However, the concept of 

cultural sequence has shown us the way that graffiti culture here has been inspired by 

that of New York and elsewhere, but has been adapted and modified in novel ways to 

solve culturally specific problems. As such, this thesis has considered graffiti as 

resistance to mainstream Confucian ideology, not as a criticism of Confucianism, but 
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rather as a means of examining the junctures between traditional collectivist norms in 

Taiwan and rising individualism in Taiwanese youth. In this sense, Confucianism was 

constructed as a cultural problem in so far as it represents the cultural hegemony that is 

accepted by the majority of Taiwanese, but places constraints on the self-expression 

options of youth who are more internationalised, and individualist in orientation than 

the generations before them. In this way, I hope I have shown how Taiwanese graffiti, 

despite being an imported cultural phenomenon, remains connected to its American 

graffiti forbearer through ideas and practices, but has been adapted to solve unique 

Taiwanese cultural problems, and thus represents an example of cultural sequence. 

In its more than 50 year history, graffiti culture has been many different things 

to many different people. As it continues to spread and evolve through interaction, the 

concepts of series, sequence and process and the symbolic interactive perspective in 

general give us valuable tools to understand the way that is will continue to have 

different meanings for those yet to discover graffiti culture. 
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10 APPENDIX A INTERVIEWS 

CHAFF 

ME: So Chaff, first off tell me a bit about yourself. 

CHAFF: I’m 18. I’m a senior high school student. My parents are highly educated people. My mom’s a 
professor, and my dad works at NTU. They’re pretty cool people. They’ve got a decent income. My 
dad doesn’t make that much. He’s a research assistant. Mostly it’s my mom. Other than that, I’m a 
pretty normal teenager I guess. I play video games. I enjoy photography, and I don’t pay that much 
attention in class. 

ME: The first question is how did you get into graffiti? 

CHAFF: It’s a funny story. I remember seeing style wars or some documentary and I remember seeing this 
guy and he was saying that if you interviewed any writer about how he got into graffiti, he’d probably 
have a really fucked up story. Mine is kinda weird. When I was in the end of 8th grade, going on 9th, 
my brother and I we got into this video game called BROTHERS IN ARMS. It’s a World War 2 video 
game. In it there was and achievement. You had to get the KILROY WAS HERE graffiti36. And so when 
I got to this achievement, I thought “Cool, I can do that.” So I got chalk, and I went all over my 
middle school and I started drawing it everywhere. And I think I’m not the only one who does this 
because I have a friend in Kaohsiung, and he tells me that he’s a WW2 fan too, and he tells me that 
he’s done that before too. You know, just go to classrooms and draw it on the black board. 

ME: Have you looked into the history of that graffiti? 

CHAFF: Yeah, yeah. The shipyard builder guy. 

ME: I saw a Kilroy over near Linsen Rd. and I remember pointing it out to my girlfriend, and telling her 
the history of it. She wasn’t very interested. Was that you? 

CHAFF: Yeah. Probably. That was back in 2014. I went there with another friend of mine and I was still in 
an experimental phase back then, and I didn’t have a very good hand. I couldn’t do can control very 
well, so that Kilroy was probably very crude. So I remember doing a lot of Kilroy stuff around the 
school. And I remember I did a clock, and everything was backwards. 12, 1, 2, 3, 4, 5… it was all 
reversed. I liked doing it, but after a while the teachers caught wind of it, and I got called to the office. 
They were like, “This is bad. This is vandalism. What’s the difference between chalk, and spray 
paint they do outside on walls?” And I thought, “Hmm… that’s a good idea. I can do it with spray 
paint.” So I went to a hardware store in Xindian, and I bought just one can of black. I went to this 
abandoned house near my house, and I experimented with spray paint. I thought, “I like this” and 
after a couple of weeks I bought more paint. I explored more spots around my neighbourhood, and 
eventually Gongguan. While I was doing that I realised, “I can’t just do Kilroy was here” because 
it’s not mine. It’s not original. So I thought I should come up with a name. I didn’t really understand 
what I was doing was graffiti. I was drawing a character with spray paint. I thought I should come 
up with a name, so I went through the dictionary. My family name starts with a C, and my initials 
are P.C., so I came up with Picaro Chaff because I liked it. Picaro37 is an outlaw, and chaff as a noun 
is useless stuff like the outer casing of wheat. 

ME: Picaro, is that from the Japanese anime movie? 

CHAFF: No, it’s just from the dictionary. 

ME: My gamer tag is Kaizoku, which I found in the dictionary. It’s Japanese for pirate, so it’s equally 
arbitrary. 

CHAFF: So at first I did a few throwies38 near my house, but I decided I didn’t like that, so I got into tags. I 
like tags. I couldn’t get that flow with Picaro, so I just ditched it and I just stuck with Chaff. At first 

                                                 

36 Killroy was here is a famous graffiti image that US soldiers scrawled all over the Pacific and European 
theatres. 
37 Picaro, from Spanish, means a rogue or vagabond according to Dictionary.com 
38 Short for throw up, a kind of middle ground graffiti form that’s more complicated than a tag, but less 
so than a piece. Usually made up of 2 colours. 1 for the fill (background) and 1 for the outline of the text. 
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it was just one line and you could expand on it with letters, but it was toy39. It still seems toy to make 
a line and just write letters through it. So anyway, that’s how I got started. I went Chaff, Chaff, Chaff, 
and I went to Gongguan… because my mode of transportation. All I had was a bike. So I was kind 
of limited to Muzha, that’s where I live, Zhengda, Gongguan, and sometimes Taipei main station. 
Just that area of town. 

ME: Wherever you can get to on a bike. 

CHAFF: Yeah, wherever I can get to on a bike. 

ME: I was interviewing an American graffiti writer the other day, and he said he does the same thing. Just 
goes all over town on his bike. You’ve probably seen his work, FACE. 

CHAFF: FACE, yeah I know him. Not personally, but as an internet presence. 

ME: He’s a nice guy. Quite approachable. He just does everything on his bike. He makes it a point to go 
on massive bike adventures. 

CHAFF: I know. 

ME: He has stuff everywhere. 

CHAFF: I’ve seen. 

ME: OK. So to you, what is graffiti? I mean what makes it graffiti and not art, and what makes it graffiti 
and not vandalism? 

CHAFF: I’ve asked myself that question a lot. It is vandalism. I don’t know. It’s… You know the bus terminal 
in Gongguan? I wrote a line there once. “It’s not art. It’s not vandalism. It’s just words from a can.” 
Cos I feel like that’s what I do. It’s just words from a can. That’s why I focus on the tag style so 
much because I don’t have an artistic background. I just write words. Lettering. 

ME: You know I spoke to a guy the other day, ITA – works with BOUNCE. He said he didn’t come from 
a particularly artistic background. He said he started with tagging, and just gradually realised he had 
a talent for it. Now he runs Houjie (Backstreet) in Nanshijiao. 

CHAFF: Yeah. I know it. 

ME: And another writer, DEBE, said pretty much the same thing. Artistic background doesn’t really seem 
to matter. You just kind of develop it as you go. 

CHAFF: Do you know the school over there? Fuxingmeigong, the school of arts and business. They have a 
whole different mode there. They’re art students so they know a lot about this kinds of stuff. They 
can easily develop stuff in just one or two months. Some of them have only been doing this stuff a 
year, and they already have fresher stuff than mine. It’s impressive. 

ME: OK. Then what about legal graffiti, and illegal graffiti? What makes them different? 

CHAFF: Well you can still call it graffiti… can we go back to the previous question? Because I don’t feel that 
I really got to that? 

ME: Yeah, sure. That’s fine. 

CHAFF: What I think graffiti is? Self-expression. Definitely self-expression. 

ME: Do I consider legal graffiti real graffiti? Yeah. I guess. It’s still graffiti. 

CHAFF: So what’s the difference between street art and graffiti? 

ME: You have the leisure. You have the free time to do it. Have breakfast then do part of your piece. 
Have lunch and do part of your piece. Have a smoke and do some. People pay you money for it. 
People take pictures of it. And you’re known as an artist. You’re not a vandal any more. I think I 
can’t accept that aspect of legal stuff. 

CHAFF: OK. So what about graffiti writers we’ve mentioned? DEBE, Jimmy and those guys who started out 
illegally and have progressed to legal graffiti or get paid for it. Are they still graffiti writers? 

                                                 

39 Toy is a graffiti term for a novice writer who lacks skills. It can be used to describe the work of a writer 
if it looks bad or lacks style in the eyes of other graffiti writers. 
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ME: Yeah. Well… I think as long as they still go out and do illegal stuff once and then they’re still writers. 
They’re still in the game except they’ve moved on to more business angles. 

CHAFF: Do you think that’s legitimate? You know if you went straight from legal walls to getting paid for 
graffiti, nobody would respect you as a graffiti writers, but if you’ve spent 20 years in graffiti and 
now you make a living from it… 

ME: Yeah. That’s your way of getting up40. You’ve earned it. 

CHAFF: So I wanted to ask you more about self-expression. A lot of the Taiwanese guys I’ve talked to have 
said that they felt a lot of pressure when they were in high school and middle school. English, Chinese, 
and maths are pushed so strongly. 

ME: Yeah. All that stuff. 

CHAFF: And they either didn’t have art class, or it was sacrificed for the core subjects. And they’ve talked a 
lot about how graffiti for them has been an opportunity to do stuff without anyone telling them 
they’re wrong or telling them how to do it. What are your thoughts about that? 

ME: Well the art programme at school. It’s really good. We learn a lot of stuff, not just art history. Last 
semester we were doing carvings, printing, and photography. I think that’s acceptable. Sorry, what 
was your question again? 

CHAFF: They really emphasised that graffiti for them was an outlet. 

ME: A way to not follow the system. 

CHAFF: Yeah. They often talked about releasing stress or emotions. So do you think there’s a difference, 
being Taiwanese and studying in Taiwan? You know because they’re all a lot older, so is it possible 
the education system has changed since they were in school. Is it less restrictive now? Do you feel 
that kind of pressure? 

CHAFF: Personally there’s pressure, but I’m the kind of person who doesn’t really give a shit about that, so 
that kind of pressure doesn’t make me want to do graff41. Well, occasionally. Rarely. There’s this 
tunnel near my school, and there’s a wall of tags. Sometimes after school I go there and just write 
little messages. Like if I had a spat with a classmate, or if some asshole teacher. Yeah. I vent there 
like fuck this guy or more poetic stuff like the emptiness is overwhelming. Or sometimes still at large 
mother fuckers. You know, that kind of stuff. 

ME: So do you write that in Chinese or English? 

CHAFF: English. But mostly to me, though, it’s not a way to vent. But mostly it’s about self-expression. I 
like going past a place and seeing my stuff and saying, “Hey, I did that. I was here.” So other than 
self-expression it would be a way of proving that I exist. I tag, therefore I am. 

ME: As far as that’s concerned, whose opinion about your graffiti matters? 

CHAFF: Nobody. I mean, I’ve been doing graffiti for 3 years, and for the first 2 years all my stuff was really 
toy. I mean it’s still really whack42, it’s not cool, but I don’t care. Sometimes I go back and I cringe, 
but who cares what other people think. No matter what you think, like “That’s cool, or that’s some 
really bad vandalism.” Like my parents know I do it, and they don’t like it at all. My dad’s like, “If 
you keep doing it, I’m not going to give you any allowance at all.” 

ME: That’s definitely a question I’d wanted to ask you. Whether your parents knew about it, and whether 
they had any feelings on the subject. 

CHAFF: My dad, at first he was like, “That’s good.” But after the first few months he became really against 
it. He’ll just come home all fuming, and he’ll be like, “I saw another one of your horrible, what you 
call art, again today.” And I’m like, “Where?” Because I’ve done so much stuff, so I can’t really 
remember doing it. 

ME: You don’t remember just doing one? 

                                                 

40 Getting up is a graffiti term that means to put pieces on walls, but also to be seen. If you ‘get up’ a lot, 
then you will be seen and recognised for the time you’ve invested in putting graffiti all over the place. 
41 Graff is short for graffiti. 
42 A slang term commonly used in graffiti or Hip Hop that means uncool and lacking in style. 
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CHAFF: Yeah, I don’t remember doing one. 

ME: So how do you justify it to your dad? Do you justify it? 

CHAFF: I like doing it. He can’t stop me from doing it, and I make a big show of giving him all my empty 
cans. I stash all of my remaining cans in my closet or somewhere where he can’t find them. I 
sometimes still test my paint in my room. You know in Style Wars43, SKEME? My parents are 
definitely like his mum. His mum’s all against it. She’s like, “He’s trashed his room.” I don’t really 
do that, but my dad he doesn’t like the paint fumes. Sometimes I use these44, but the paint inside I 
mix myself. My dad’s always nagging me to do it outside, but I always just do it in my room because 
I feel like it. 

ME: Do you ever wear a mask when you do it? 

CHAFF: No. 

ME: How did you learn to mix your own paint? 

CHAFF: The internet. After about one year. My personality is… I’m not really an outgoing person. I’m pretty 
shy… 

ME: Except when you’re talking about graffiti. 

CHAFF: Yeah, but even then. Like, I’ve passed a couple of writers at the legal walls in Jingmei before and 
I’ve never bothered to stop and talk to them because I’m just shy. It’s like, “You do graff. I do graff, 
too.” I just can’t start that kind of stuff. 

ME: I can totally sympathise with you there. I was always quite shy when I was younger, but I think it’s 
something that comes with age. Like, I’ve lived abroad for a long time, and you always find yourself 
in situations where you either make friends or be by yourself, so you just learn. You’re 18, you’ve 
got plenty of time. 

CHAFF: Haha. Thanks. 

ME: So you were talking about mixing your own paint. What paint do you use? 

CHAFF: PP45. I was buying dinosaur (恐龍) paint before that. I was on a budget, so I went to B&Q and I 

bought their brand and it was really crap. Their mixture is really bad. After 2 years a lot of my stuff 
is flaking off. After I got to high school… this is when I was in sophomore (2nd year of high school), 
I realised that the Fuxing art school was close by, and they had art supply shops all round. I could 
just go and check out whether they sold spray paint, and they did. They had PP, and I thought, “I 
know PP.” It’s what writers use in Taiwan. Hell yeah. And it’s cheap. 

ME: Yeah. It’s interesting that PP seems to be better, and it’s cheaper than dinosaur or the others. 

CHAFF: Yeah. The main point that I like about it is that it’s not just the paint texture, but also because of the 
caps46. The caps are compatible. The old cans I used they’re all male. I’ve tried making converters, 
and I’ve tried tweaking the female caps you get with them, but it’s not very good. 

ME: You know I only learned about PP when I spoke to FACE because all of the other guys, they use 
Montana… because they’re at that level. 

CHAFF: Haha. Yeah. 

ME: So did you start writing before you went to the US, or after? 

CHAFF: After. I was 13 when I was in the US, so I was just a kid. Really? Your English is this good after just 
one year? 

                                                 

43 Style Wars is a 1983 American documentary on hip hop culture with a strong emphasis on graffiti. 
44 Shows me a fat graffiti marker used for tagging. 
45 Brand of Taiwanese spray paint favoured by graffiti writers here. It’s cheap, and apparently the best 
alternative to the specialised graffiti brands, such as Montana, which are imported from abroad. Also, PP 
cans are female like many of the US graffiti brands, which means their caps (spray nozzles) can be 
swapped for specialised caps to alter their spray shape and diameter to create different lines and effects 
for graffiti. 
46 Caps refers to the spray nozzles on spray cans. 
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ME: Wow. You must have worked your arse off. 

CHAFF: Yeah, well the first 4 months were isolation because I didn’t speak anything, but after that it just 
clicked. You have to go out and speak to people otherwise… so it just kinda took off from there. 

ME: That’s great. How did you enjoy living in the States? 

CHAFF: It was OK. I was in Wisconsin, so it was the middle of nowhere, you know, white people country. 

ME: Yeah. I’m familiar with Wisconsin. When I was living in Japan, I was at a really progressive 
university in Japan where all of the Japanese students have to study abroad. A huge percentage of 
my Japanese classmates went to Wisconsin because they were willing to take that many and nobody 
else wanted to go there. 

ME: Where I’m going with all this is, as I mentioned, family pressure and all of that, but it doesn’t seem 
to be a big factor for you. 

CHAFF: Well, I can elaborate more on that if you want. 

ME: Well then, let me ask you about your family. Would your parents be considered traditional or more 
open minded? 

CHAFF: No, my parents, it’s their education. They’re a bit more open minded about this kind of stuff. They’re 
not open minded about gay marriage or that kind of stuff, but I guess they can accept subcultures, 
and that kind of stuff. 

ME: So because your graffiti is tag based, how do they feel about really big graffiti pieces and stuff like 
that? 

CHAFF: They say, “Why can’t you do stuff like that?” And I say, “I can’t. That’s just not how I operate.” 
Yeah, they think that’s art. They think that’s good stuff, and they wonder why I can’t just do stuff 
like that. 

ME: Can you do stuff like that? 

CHAFF: No. 

ME: Have you ever tried? 

CHAFF: Well, I can do sketches. Just barebones. I can’t really figure out backgrounds and that kind of stuff. 
I can do sketches of the letters, but I can’t do pieces. 

ME: What about throw ups? You said you don’t really like doing throw ups. 

CHAFF: Yeah, I can do throwies, but I haven’t really mastered can handling just yet, so speed is a concern 
for me. Otherwise I would definitely bomb47 throw ups. 

ME: So how long does it take you to do a tag? 

CHAFF: With spray paint. Around 5 seconds. 

ME: Do you aspire to get to throw ups and pieces eventually? 

CHAFF: Yeah, definitely, but I’ve only been doing this for 3 years. Most people they play for around a decade 
and then drop out. 

ME: Yeah, so where do you see yourself in 5 years? Still doing it? 

CHAFF: Yeah, maybe. College is a big concern for me, but graffiti… yeah, I’ll probably still be doing this 
stuff in 5 years, but who knows where I’ll be then? 

ME: Are you going to go to college in Taiwan? 

CHAFF: Hopefully. I mean my parents can’t afford private colleges or colleges abroad, so yeah. It better be 
a public college. Otherwise I’ll just get a job or something. 

                                                 

47 Bomb is a graffiti term that means to go out and paint. Bombing the city refers to putting tags all over 
the place. 
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ME: Regarding education, do your parents have a lot of expectations for you since they’re both so highly 
educated? 

CHAFF: Yeah, my mum. She wants me to get a PhD or something, but I don’t know. 

ME: Would your parents let you do a gap year? 

CHAFF: Yeah, my mum’s pretty open about that. 

ME: Give you time to discover what you want to do? 

CHAFF: Yeah, to give me time to discover what I want to do. 

ME: Do you have brothers and sisters? 

CHAFF: Yeah, I have a younger brother. He’s in 9th grade. He has a lot better grades than me, and sometimes 
he looks down on me for that. And we’re almost the same height because he plays a lot of basketball 
and I don’t. But that’s cool with me. 

ME: Did your brother also study in the US? 

CHAFF: Yeah, he was in the 3rd grade then, so his memory of it isn’t as good, and his English is crap. 

ME: If grades matter more to him, that seems like a really Taiwanese thing. That they seem to be the be 
all and the end all. Do you think living in the US affected you in that respect? 

CHAFF: No. I remember my life in America was just fun. I took ESL classes. I wasn’t really in the loop. In 
the curriculum. You know, because I was a foreign student. So that year, I was like, this stuff is too 
easy. Like math. Math was easy, so I kind of just slacked off and got Bs and Cs. 

ME: Yeah, our standards aren’t nearly as high when it comes to maths. 

ME: Haha. Yeah, well I’m Asian. 

CHAFF: So back to graffiti. Have you noticed that the older Taiwanese graffiti writers don’t tend to tag? They 
kind of start with throw ups, and then move on to pieces. Focus more on the art aspect. 

ME: You mean murals? 

CHAFF: Yeah. You know, I’ve met them all once they’ve already been doing it for more than 15 years. My 
impression is that they haven’t spent their whole time obsessively writing their name all over the 
city. Like they’ve all been focused on the long game. But then I’ve only ever met the graffiti artists 
who’ve stayed in the game. Not any of those who did 10 years and dropped out. Have you met any 
of them or talked to them online? 

ME: Not the players. I haven’t talked to them at all. The only guys I know are kinda like me. They’ve just 
started out. Maybe 1 year. Maybe not even one year. The guys at Fuxing. They do art, so I think they 
focus more on the artistic side. The artistic students, they do graffiti because it’s like another art form 
or because they like Hip Hop and they do dance, so they end up doing graffiti because it’s like the 4 
elements48. So they’re more arts based, and if you had me predict, I’d say that in 2-3 years, they’ll 
be doing legal stuff. They’ll be doing really good murals that I’d never dream of achieving, but then 
they would drop out eventually. 

ME: And get a real job. You know ITA, who I spoke to, his dad does not accept graffiti at all even though 
they run a graffiti and arts company. He’s very traditional. He made him sign a contract saying that 
he had 2 years to make his company work, and that if he couldn’t earn as much money as his father, 
he had to drop out and find a real job. What do you think about that? 

CHAFF: Wow. That’s tough, but unless his job is a family business, I don’t think his dad really has the rights 
to make him choose his job. I mean he’s over 18. He’s legal. He can do whatever he wants. 

ME: But even though he doesn’t have the legal right, he has the parental rights, here in Taiwan, which 
perhaps he wouldn’t if he lived in America. 

CHAFF: Yeah, that’s true. I think that’s harsh, man. I couldn’t imagine my parents doing that to me because 
they’re a bit more open. 

                                                 

48 Hip Hop 4 elements: Break dancing, Rapping, DJing, and graffiti. 



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

 
 

10.126 
 

ME: What does your dad do when he’s fuming? 

CHAFF: You know, he tells me stories about people getting caught and he shows me news clippings. My 
mum gets scared. She told me about this dream she had once that I got caught, and it was bad. 

ME: Have you ever been caught? 

CHAFF: Cops are cool. I’ve read that Taiwan is a kind of grey area, or it used to be a grey area. The 
government has given them a lot more pressure. Not just because of international expos, but because 

of other events, but they’re starting to focus more on graffiti. Like you see in the metro station, 禁

止塗鴉 (graffiti is forbidden). I think it’s cool, I saw that DEBS has both of his stuff on the two 

pictures that they cross out. That guy is the shit, man. Cops are cool. I’ve run into cops a couple of 
times. Once or twice they’ve seen me. Like once, I was tagging this metal fence, and they rode their 
scooters past. They stopped, they didn’t even get off their scooters, but they looked at me, and I was 
like, “Oh shit!” And they turned around and just kept going. And I was like, “Shit! I got free.” And 
another time I was testing out a stencil near my house, and this woman saw me. She called the cops, 
so I left that park, but after 30 minutes I went back to an alley close by and I was tagging a truck. 
And while I was tagging, because it was a narrow alley one way alley in which only one car could 
go past, and while I was tagging I was blocking the street with my bike. So I heard a car come by 
and I was just popping the cap off my paint, and I thought, “Screw it.” So I just did a tag, and 
afterwards I didn’t like the way my A flowed, so I made minor alterations to it. After I put my paint 
back in my car, I saw that the car that was waiting for me so it could go past was actually a cop car. 
So I was like, “Oh shit!” 

ME: So what happened? 

CHAFF: I just went the opposite way, and he didn’t do shit. One other time I got chased. You know in 

Gongguan, near Taipower building (台電大樓)? I climbed to the second floor of a building to hit49 

this wall, and nothing happened the first time. They buffed50 it after a couple of months. I went back 
there after a couple of months, and I hit up a bigger Kilroy. I said, “Whatever doesn’t kill you makes 
you stronger.” Then they buffed that after 2 weeks, and I was like, “What the heck, man.” So I went 
back a 3rd time, and this time while I was climbing, the security guard came out, and he was like, 
“Hey, what are you doing?” I was like, “Oh shit! Oh shit! Oh shit!” And he took a hold of my bike, 
so I couldn’t get away. And he made me follow him into the building. And then he was calling up 
the management. I think it was 1 am. He was calling upstairs, and he called the cops. I couldn’t get 
away because he had my bike, and he had an iron grip on it. And I didn’t want to make a scene. No 
I think back I think I could have used my spray paint on him or something. So I just ran. He chased 
me, but he didn’t get me. I lost my bike. Later I circled back, and there were cops in front of the 
building. And I was like, “Oh shit!” 

ME: That sounds like it was pretty close. 

CHAFF: Yeah, and the cops they were in the nearby alleys for the next hour. So for the next hour I had to lie 
low because I was on foot and couldn’t get out of there. I didn’t have a change of clothes, so… This 
sounds really bad, but I ended up just scouting the area and I stole a bike and ended up just riding 
home. It was unlocked, and it was a crap bike, but it was still theft. 

ME: Did your parents know? 

CHAFF: No. My parents noticed the missing bike right away, and my mum was pissed because it was an 
expensive bike. 

ME: Did you get the bike back? 

CHAFF: No, no. 

ME: When was that? Actually, you don’t have to say a specific time. I don’t want to get you into trouble. 

CHAFF: About 2 years back. October of 2 years back. 

ME: Speaking about things getting buffed. I heard from one guy that Taipei’s funny because there’s 
graffiti that’s here from 8 years ago when he was here on holiday that still hasn’t been buffed. But 
then there’s some places that are buffed within a week. It seems it’s a little inconsistent. 

                                                 

49 Hit refers to the act of putting up graffiti. 
50 Buffed refers to the act of painting over or cleaning off graffiti. 
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CHAFF: Yeah, it’s super inconsistent. I mean, there’s this one wall in Gongguan, I call it the white wall of 
death because, when I first started doing graff my stuff would stay there for about 2 weeks, and then 
after a while they would remove it overnight. Like, after you wrote on it, someone would just 
immediately paint over it with just completely white. And not just my stuff. You could see these 
obvious buff marks. You could see the graffiti underneath it. I like that wall because I thought, “Ok. 
They buff tags. They buff throws. They buff pieces.” So I went there with an almost empty can, and 
I just did dots all over it. Blue dots. And then I wrote blue dots underneath it. Then I waited, and 
after 2 hours some guy came and he painted over it. He just painted over the words blue dots, but the 
dots were still there. So the dots are still there on the wall. 

ME: Did you wait there and hide? 

CHAFF: No I went to Gongguan, and hit up a couple more walls. Then I went back, and I saw this truck there 
with some guy. 

ME: So did you take that as a challenge? 

CHAFF: Not anymore. Not after the bike incident. Normally if I see a spot that’s been buffed, then I don’t 
touch it, but if it’s been buffed, and there’s stuff on it then yeah. If it’s in day time, and there’s a lot 
of graff then I write, yeah. 

ME: Do you write much in the day time? 

CHAFF: Yeah, I like writing in the day time because people are watching you, and they’re like, “Hey! That 
guy’s doing illegal stuff.” 

ME: Yeah. One thing FACE said he loves about tagging in Taiwan is that he can wear a mask, and nobody 
cares. 

CHAFF: Yeah. Nobody cares. 

ME: But if you did that in the US… 

CHAFF: People would immediately call the cops. I love tagging in the day time. 

ME: A lot of those older guys said that when they started, the police couldn’t even be bothered dealing 
with it. Jimmy said that they wouldn’t even come out. DEBE said that when he got caught the first 
time, Taipei didn’t even have a law under which to punish them. He said they spent the whole night 
at the station waiting for the correct unit to come along and charge them, but nobody knew which 
unit. And none of them wanted to take responsibility, so in the end they gave them a fine and sent 
them on their way. 

CHAFF: It’s like back in the day. 

ME: Yeah. I guess 8-10 years ago. My impression is it’s a little bit harder to do now. 

CHAFF: Just a little bit. 

ME: But nothing like the US. An American writer was saying that Taipei was really popular for foreign 
writers to come and paint because of that. Japanese, Hong Kong as well as Western writers. Have 
you encountered any of them when you’ve been out? 

CHAFF: No. Not personally. No, not at all. 

ME: How do you get to know other graffiti writers? 

CHAFF: Actually getting to know other graffiti writers is fairly new to me because of social media. Namely 
Instagram. Because I got an Instagram account, and I started following a lot of Western graffiti 
writers. Then I realised that there were a lot of Taiwanese graffiti writers up on Instagram too. So I 
started following them too, and sometimes you comment on their pictures. They comment on yours 
and that’s how you get to know each other because there’s this direct message feature. And you can 
just talk to them, so that’s how I’ve gotten to know a couple of guys. 

ME: Have you ever gone out bombing with them? 

CHAFF: No. Just my friends. Class mates actually. My crew. Paint saints crew. I just made that up with my 
class mate. ZIMEN. He doesn’t do graff anymore cos his family owns an art gallery, so he does art. 
It comes to him much better than me. There’s this close friend of ours, ADWASH (AZULASH)??. 
He’s pretty cool. He lives in Yonghe. And there’s my friend, CW3. So it’s mostly just me and my 
friends. 

ME: So you’ve never gone out with other people? 
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CHAFF: No. Not yet, but someday. It would be nice to go tagging with other people. I would like that. 

ME: When I spoke to one guy, he said that he liked to go out by himself, but when I spoke to the Taiwanese 
guys, my impression was they liked to do it in groups. 

CHAFF: Yeah, they’re pack animals. I don’t feel like that. I started off alone. I developed my shit alone. I 
guess it’s my personality. I’m not exactly uncomfortable, but I just like doing it alone. Because it’s 
quite awkward for the first half hour when you go out with somebody, and then you’re like, “Ok. 
You can do it. I’ll keep watch.” And then it’s like, “Yeah. I want to do this too.” And the other guy, 
he’s like, “Come on. Hurry up.” 

ME: Are there any Taiwanese writers who you particularly admire? 

CHAFF: Well other than the legal guys, I like AMIX434. He’s from Taichung. I think his stuff is tight. Do 
you mean local guys, or foreign guys who come to Taiwan? 

ME: Either or. 

CHAFF: Well I really like UDON, and OPTIMIST. Well I guess other than that. I like AMGST because he’s 
got tight hands51. He’s got a lot of different tag styles. And I guess big ups52 to CHEK because he’s 
got a lot of stuff around. And I guess RMP (RAMP), but I don’t like him much because I’ve got a 
beef53 with him. 

ME: Really? What’s your beef with RMP? 

CHAFF: I have no idea what his problem is with me because it started 2 years ago. I was still a toy, and there’s 
this Hip Hop group named Gang Green Gang (GanGreen Gang). They do rap, and Hip Hop stuff, 
and obviously they do graffiti. They came around the hood… the neighbourhood. That sounds so 
ghetto. So anyway, they came around the neighbourhood, and this guy named Ian, he had really, 
really shit tags. I didn’t like it, and they were just ruining the neighbourhood, so I crossed him out54. 
All the way from Muzha to Gongguan, I crossed him out. Obviously that started shit, so… 

ME: Are they in with RMP? 

CHAFF: Yeah, I guess RMP knows them. At first they crossed me out with stock caps. You could see. It was 
really toy, and they crossed me out. And then after a while some guy came along and he went over 
me with fat caps55. It didn’t take much detective work to figure it out, but I figured out that RMP 
was going over me. But I couldn’t do anything about it because I’ve been seeing RMP since I was a 
kid. I figured I’d better not go against him, so I’ve been lying low for a period of time. One reason’s 
because of RMP, and another reason is because my dad was going really hard against my graff at 
that time. And I was also quite tight with money, so I couldn’t buy cans. After a while, I guess RMP 
was a bit confused about why I wasn’t going back over him because after a while he started drawing 
arrows directed towards the cross outs and signing it. So I just ignore him. I don’t know how long 
this is going to keep going. I guess this is another reason why I’ve started to become more active, 
and started talking to more people. Otherwise I don’t really consider myself part of the Taiwanese 
graffiti circle. I’m just more of an outsider. 

ME: RMP was the first graffiti writer I noticed when I got to Taiwan, but I thought he just did tags. 

CHAFF: No he’s done a lot of stuff. He does throw ups. RMP. You know his signature. He also does pieces56. 
You can go to Treasure Hill in Gongguan. Behind the tennis courts. He has a piece there. But yeah. 
Mostly he does tags, tags, tags. He went on a bombing spree that just started about a month ago. I 
often go along his route, and I noticed. He’s got silver markers and stuff. So he’s still active. The 
beef I have with him… he tags with a lot of other writer, I know. SAME, OMB, AMGST, NOE, and 
I think RIU. He does stuff with them, but they only cross me out when they’re with RMP. Otherwise, 
when they’re doing it alone, they don’t really bother me, so I think it’s definitely RMP’s problem. 

                                                 

51 Denotes skills with a spray can etc. 
52 Praise/Kudos 
53 An argument 
54 To cross someone out is to paint a line or an x through their tag. It’s a sign of disrespect, and a good 
way to start a beef with another writer. 
55 Fat caps are specialist spray nozzles used by graffiti writers that produce a very wide and dense spray. 
Often used when filling in large areas of colour or when one wants a very thick paint line. 
56 Short for master piece, is the most complex form of graffiti. Takes the form of a mural with elaborate 
lettering and often drawings, cartoon characters or other embellishments. 
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ME: OMB, that’s FACE as well. 

CHAFF: Cool. I did not know that. 

ME: He talked about RMP as well, but I don’t remember if they’re super close. He said he goes out with 
NOE a lot. I can’t remember who he said was in OMB, but it sounds like those guys. 

CHAFF: OMB’s a crew? 

ME: Yeah. It stands for on my bike, on my board, one more beer etc. 

CHAFF: Oh. Cool. 

ME: Oh, I wanted to ask you about speaking English. You use all the graffiti vernacular, did you learn 
that when you were in Wisconsin? 

CHAFF: No, no. The internet. I definitely did not have anything to do with graffiti when I was in the states. I 
didn’t notice it or otherwise I would have grabbed a bunch of postal stamps. It would have come in 
really handy. 

ME: So you’ve picked it all up from the internet. 

CHAFF: Yeah, 3 years ago. From internet forums, documentaries, books. Yeah. 

ME: Yeah. You sound just like any American guy I’ve ever talked to about graffiti. 

CHAFF: I guess it’s the influence. Taiwan graffiti is really influenced by Bay Area graffiti57. That’s why I’m 
more with that style. If I see stuff that’s… I mean I like Philly58. Philly style’s really dope59, but I 
don’t consider that really good. Yeah, New York, and Bay area kinda stuff. I’m more down with that. 

ME: OK. So you’ve picked up a preference through all of that. Can I ask you about rules? What are the 
rules for doing graffiti in Taiwan? 

CHAFF: Well obviously I consider myself outside of the circle, so I’m an ignorant little shit. That’s why I 
pissed off RMP. Rules? Well, you’ve gotta be respectful. If you’re a writer, you’re friends with 
another writer. It doesn’t know whether you know them or not. 

ME: Throws can cover tags, pieces can cover throws etc. 

CHAFF: Yeah. 

ME: Old graffiti can be covered by new graffiti? 

CHAFF: I don’t believe that. Taiwanese graffiti is fairly recent, so if anything’s been there for over 10 years, 
I think we should keep it that way. See how long we can keep it there. I don’t believe you should go 
over anything older than 10 years. I mean, maybe in the States it’s more competitive, and if it’s not 
some legend… but yeah. But in Taiwan I really like to see old stuff. Like 08’, 07’. In Taiwan that’s 
old. You never know. I’ve only been in the game for a few years, so that’s my view. Throwies go 
over tags. Pieces go over throws. I think it’s acceptable to tag next to a piece. Some people say it’s 
shit because it makes people confused. Like you did the piece too, but I think it’s OK. It’s like tags 
go everywhere. You can fit them in such a small space. Other rules would be, like, I’ve heard SAME 
and others, they won’t tag on people’s residences. On the outer walls, but sometimes I see these 
really clean walls, and I just think, “That’s a good spot to hit up.” But sometimes I respect these rules 
because it is someone’s house and you shouldn’t bother other people. I wouldn’t want anybody 
tagging my house, but sometimes it’s just irresistible. I guess it’s a rule that I occasionally follow. 
So it doesn’t piss me off if people write really ugly stuff on houses. I mean, hey, it’s a beautiful wall, 
so why not? 

ME: I guess it depends on the suburb, right. Along Xinyi rd. or in Da’an. 

CHAFF: Yeah, people there would be pissed. 

ME: But I live in Datong, and it seems you could pretty much write what you like there because there’s 
no cameras, and it’s messy and covered in graffiti already. 

                                                 

57 San Francisco Bay style graffiti. 
58 Philadelphia style graffiti. 
59 Another slang term associated with graffiti and Hip Hop culture that means cool. 
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CHAFF: Yeah, true, but in some of the other neighbourhoods, like the gang controlled ones. Monga or Yonghe. 
Yonghe’s a really good example because I’ve hit up a few spots, and gangsters, they go over that 
stuff. Like one time, there was this store, and maybe this doesn’t have anything to do with me. Maybe 
I’m blowing it out of proportion, but there’s this store, and I hit up a Kilroy on it, and two weeks 
later the guy moved out. 

ME: You think they moved out because of your tag? 

CHAFF: Yeah. Maybe. But still. You’re taking a risk tagging there because ANO… that’s another guy, big 
ups. Yeah, ANO, he’s cool because he went to Fuxing art school, and he started his crew there, but 
I remember reading an interview with him once. He said he was tagging a wall and some guy got 
out of a car, pointed a knife at him and told him to clean it up. I guess that kind of stuff could happen, 
so I’m more aware of my surroundings when I tag. 

ME: I guess that can happen if you’re out tagging by yourself. ANO, he sounds like an interesting 
character. I’ve heard he’s kinda controversial because… 

CHAFF: Because he’s an artist. 

ME: Yeah, because he’s an artist, and gets paid. I guess he’s probably one of the most high profile graffiti 
writers in Taiwan, but he started as a bomber. 

CHAFF: Yeah, him and REACH. REACH isn’t doing stuff anymore. I wonder what happened to him. 

CHAFF: I guess I could talk a bit more about myself because I don’t consider myself influenced by Hip Hop 
culture. You know, it really started off as a Hip Hop thing, but now you see guys who are metal 
heads, and they do really wicked60 stuff. I’ve seen YouTube comments saying that they love the 
metals heads’ stuff because they have the most wicked stuff. You know, in Australia, that guy 
SNIPER1. His stuff is just amazing. He has a mean hand61, and I think it’s cool. Mostly what 
influences me are other writer’s stuff. 

ME: What kinds of music do you listen to? 

CHAFF: All sorts. I like rock. I like punk. EDM. 

ME: So you don’t link music with graffiti? 

CHAFF: No, not really. Like I’m not the type of guy who will blast music on my headphones while I’m 
writing. 

ME: So what things outside of graffiti influence you? And, while we’re talking about that, what do you 
think your graffiti says about you? 

CHAFF: I don’t really think it says anything. Well, actually I hope it says I’m just joking around. You should 
take it easy man. It’s CHAFF. I’m just CHAFFing around, man. Take it easy. But influences other 
than graffiti writers? Nah, that’s pretty much just it. Definitely DEBS, yeah I like DABS a lot. He’s 
shaped a lot of the early Taiwanese scene. He’s why I’m into Bay area stuff now. He’s a foreigner 
who started off writing on trains in the States, and then he came to Taiwan teaching English. I believe 
he’s been in Japan, but he started off teaching English. Some people resent foreign writers. 

CHAFF: Yeah. I think building your name is important. If you’re not out building your name then you’re an 
artist. You’re just some guy who’s an artist and thinks they can just do stuff in spray paint. One 
you’re an artist, and two you’re a kid. And if you don’t get that, then I don’t know why you’re doing 
graffiti because graffiti is all about getting your name all over the place, you know. To me it’s not 
about being king62, you know. I don’t want to be king. I’m just saying, but I want to get my name 
everywhere. And not just so writers can see it, but so normal people can see it and think, “What the 
fuck is this?” Because I want people to see my name. 

ME: So there is more to it than just doing it for yourself, right? 

CHAFF: Yeah, yeah. I have to admit that. I want people to see it, who cares? I know it contradicts what I said 
earlier. 

                                                 

60 Another synonym for cool, dope etc. 
61 Has great graffiti skills 
62 A graffiti term that refers to the most prolific or skilled graffiti writers. Can be used to denote 
dominance of a particular style, or having the highest profile within a locale. 
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ME: That’s fine. Every graffiti writer I’ve seen interviewed has said that they do it for themselves, and 
then later on said that building their name is important. 

CHAFF: The first time I went to Treasure hill. The first person to talk to me about graffiti, that introduced me 
to graffiti there, was this woman. She’d been playing tennis there for about 5 years, and she knew 
all about graffiti there because she’d been playing tennis there every day against the wall. She told 
me about guys that come here, foreigners… So there’s this main wall, and behind the wall there’s 
this empty spot where people do stuff on it. And she actually gave me advice. She told me that 
because it was summer, the grass would be tall and there might be snakes, but that if I came back in 
the winter, I could take pictures of it. And I was like, “Cool!” 

ME: So she didn’t have a negative opinion of graffiti? 

CHAFF: No, she saw it as good stuff. 

ME: Yeah, well when it’s good, I think most people can appreciate it, right? 

CHAFF: Yeah. I found it really cool that someone who didn’t have anything to do with graffiti, just a normal 
person, she would know stuff about it. It was just really surprising. 

ME: Hey Chaff, I was just going over interview, and I noticed you started talking about Taiwanese writers 
resenting foreign writer, I don't suppose you would be able to elaborate a bit on that here would you? 

CHAFF: Actually, I don't think I might have much on that topic. Just from what I can understand, local writers 
think of foreign writers as guys you shouldn't mess around with. I think it would be better described 

in Chinese as it was described to me: 很兇 Other than that I would figure it as a "local pride" kind 

of thing: One simply cannot appreciate a person not of local origins acting like they can do whatever 
they want. That's pretty much what i can figure out, not being a very socially active person in the 
graff community heh. 
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DEBE 

DEBE: 塗鴉在台灣的起源是來自美國 hiphop 文化沒有錯，約莫二十年前，hiphop 剛來到台灣，第

一個開始發展的城市就是台南，而台灣第一位的塗鴉客也是從台南發跡，他叫做呂學淵-

Ryan，起初在台灣塗鴉的發展也是非法的，大部分的行為也是在模仿美國的塗鴉文化。如

果你要說台灣最原始的塗鴉文化是什麼？可能就只是一些人力公司的廣告，其中還是有一

些有趣的塗鴉，例如有一些變電箱上會出現政治問題的批判字句等等。不過因為嘻哈文化

的關係，塗鴉在台灣也慢慢的開始產生變化，變得不只是熱愛嘻哈的人才塗鴉，開始有一

些人會把台灣社會議題，還有對人性的觀察，藉由塗鴉的這個行為呈現出來，或是發揮高

超的概念與技巧，運用在藝術創作上，其實是很有趣的演變。 

 You're right. Graffiti in Taiwan originated with Hip Hop culture from the US. Around 20 years ago, 
Hip Hop first made it to Taiwan, and first took off in Tainan. The first graffiti writer to make his 
mark was from Tainan. His name is Lu Hsueh-yuan (Ryan). At the beginning, Taiwanese graffiti 
also developed illegally, and for the most part imitated US graffiti culture. If you ask what original 
Taiwanese graffiti culture was, it's probably just the advertisements of a few human resources 
companies. Amongst that, there was some interesting graffiti. For example, on the roadside 
transformer boxes, there would often appear words of criticism for political problems etc. However, 
because of the relationship with Hip Hop culture, graffiti in Taiwan gradually began to change shape. 
However, it began to change so that it wasn't just Hip Hop fans that did graffiti. People who observed 
human nature and Taiwanese social issues began to appear, and express themselves through graffiti. 
As well as people who developed amazing concepts and skills, which they made use of it in creative 
works. It's actually an interesting development. 

 其實每次出國看到街頭藝術跟塗鴉，都會覺得其實自己不過是繁星中的一小點，像是在紐

約，他們純生的塗鴉（hip hop)文化發展就至少有四十年了，加上地區的人民夠多，歷史文

化發展保存夠完整，民眾從小的社會環境，美學教育等等，足以讓他們的社會產生出夠多

夠好的藝術家，而人民對塗鴉/街頭藝術的接受度/審美觀都足夠，加上對藝術家的尊重度，

能讓藝術家持續的在社會發展。 其實不只是紐約，我發現在發展度越高的城市，塗鴉與街

頭藝術也越多、越厲害，感覺就像是在反映一個城市的美感與活力。 

 Actually, every time I go abroad and see street art and graffiti, I always think that I'm really just a 
small point among the stars. Like in New York, their original graffiti (Hip Hop) culture has been 
developing for at least 40 years, and in addition there are enough people in the area. Their historical 
and cultural development preserves the integrity sufficiently, people’s social environment when 
they’re young, arts education etc. is all adequate enough that their society can produce lots of good 
artists. Furthermore, the degree to which people there accept graffiti and street art, as well as their 
aesthetic point of view, are more developed (sufficient). Add to that the degree that artists are 
respected helps enable them to continue within social development. Frankly, it’s not just New York, 
I’ve found that within cities with a greater degree of development, there is more and better graffiti 
and street art. I feel that it reflects a city’s sense of beauty and vitality. 

Me: 啊，我一直都覺得很好，奇為什麼南部好像有比較多塗鴉團體和人，您說的是在台南發跡，

難怪南部塗鴉那麼受歡迎。 

 您是台南人嗎？台南讀書？因為喜歡嘻哈，也開始塗鴉嗎？您塗鴉開始的時候也是非法的

嗎？ 

DEBE: 我本身其實是在雲林出生，不過是在桃園長大的，跟台南一點關係都沒有，哈哈哈 

 Actually, I was born in Yunlin, but I grew up in Taoyuan. I actually have no relationship with Tainan 
at all. 

 其實從小就很喜歡畫畫，後來到高中的時後，加入了熱舞社，開始跳 breaking 後接觸到了

hip hop，才發現有塗鴉這樣的東西存在，後來開始知道有學長在塗鴉，就跟著他們一起出

去偷噴，一開始也是畫一些地下道，或是小巷弄的牆壁，後來就慢慢熟悉了就開始在市區
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簽名，當時的台灣警察看到塗鴉，只會叫你不要畫並把你趕走，因為沒有為塗鴉而設的法

規，後來法規第一個出現的城市是台北市，因為開始畫的人越來越多，再加上來台的外國

塗鴉客，所以才出現了對塗鴉行為的罰則。 

 Actually, from when I was small I really liked painting. Later, it was only after I entered middle 
school and joined a dance group to begin breaking that I came into contact with Hip Hop and learned 
there was such a thing as graffiti. Afterwards I began to realise that some of the seniors were doing 
graffiti. It was with them that I went out to paint in secret. At first I also painted some under passes 
or on the walls of small laneways. Later as I became more familiar with it, I started tagging in city 
districts. At that time, if the police in Taiwan saw you doing graffiti, they’d just tell you to stop doing 
it and tell you to get lost because there hadn’t been any anti-graffiti laws set up. Later on the first 
city to laws started to appear in Taipei because there were more and more people starting to paint, 
and also lots of foreign graffiti writers coming to Taiwan. It was only after this that anti-graffiti 
regulations finally appeared. 

 還記得我第一次被抓的時候，那時候在台北市，我們總共五個人，警察為了要查明我們偷

噴的那道牆，是歸屬於哪個單位，花了整個晚上的時間，因為法規是這樣的，必須要有單

位提出告訴，違法事實才會成立。 

 結果最後也沒有單位要出來負責（因為麻煩），所以最後以毀損公物法規罰了三千台幣。 

 I still remember the first time I was caught. It was in Taipei. There were five of us, and we spent the 
whole night with the police while they tried to find the appropriate unit to investigate the wall that 
we painted illegally. The regulations were just like that at the time. There needed to be a unit to press 
charges, so that the facts of the case could be established. The result was that there wasn't a unit 
willing to come and take responsibility (because it was too much trouble), so in the end they fined 
us NT $3000 under the damage to public property statute. 

ME: 所以好像是本來在台灣塗鴉不算是很嚴重的問題，後來開始變重一點，但是在台灣警察，

執政當局還是覺得沒有那麼嚴重（沒有紐約，紐約，美國或其他的西方國家） 

DEBE： 是的，跟其他國家相較之下，在台灣塗鴉不是很大的社會問題，如果從另一個角度來看，

也許代表著我們塗鴉畫的不夠多（笑）。雖然台灣政府有提供合法的塗鴉區域，但大部分

的塗鴉人還是不會去畫，因為那樣的塗鴉行為會產生自我矛盾，所以勉強只能算噴漆創作，

而稱不上是塗鴉。 

 That’s right. In comparison to other countries, graffiti isn’t considered a serious social problem in 
Taiwan. If you look at it from a different angle, maybe it means that there isn’t enough graffiti here. 
Even though the government has offered legal spaces for graffiti, the majority of graffiti writers 
won’t go there to paint because that kind of graffiti produces an inherent contradiction. It can only 
be considered Aerosol Art, and not be called graffiti. 

 會喜歡塗鴉的成分其實很多，一開始是很喜歡畫畫，可能叛逆的成份也有，有部分是想做

一般人不會做的事，在年輕的時候情緒管理很差，後來發現在創作的過程中，可以抒發我

的情緒與壓力，在創作完後也會得到相當的成就感，所以就漸漸地持續到了現在。 

 There are actually a lot of element to liking graffiti. At the beginning I really liked painting. Maybe 
there was also a rebellious element. There was also an element of wanting to do something that 
normal people didn’t do. When I was young, I was bad at managing my emotions. Later I discovered 
that through the process of creativity I could give vent to my emotions and stresses. After I’d finished 
a piece I would get a considerable sense of accomplishment, so I just gradually kept going into the 
present. 

ME: 了解，我訪問的一個台灣塗鴉人，他說的一樣，當然所有的年輕人都有自己的壓力，但是

以我的印象，台灣，東亞的年輕人壓力比較大，抒發自己的情緒與壓力很重要，為什麼塗

鴉比較會讓人抒發，一般的藝術不會嗎？ 

 我的意識是，因為台灣的社會條件跟美國（西方國家）不太一樣，有沒有台灣特別的文化

或年輕人的問題可以，以塗鴉抒發？ 
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DEBE: 嗨 戴維 回覆給你昨天的問題 

 這是很好的一個問題，其實這個要談論到在台灣的教育環境，從國小到到國中的教學制度

幾乎都是填鴨式的教育，很少能有讓學生思考的空間，像是音樂課或是美術課等等，通常

都會被拿來上國文數學或英文，一切都以升學為目的，學生的價值觀很容易偏向功利主義

思想，或著一定要和他人競爭，所以學生從小的音樂素養以及美學概念都是沒有被建立的，

在情感的抒發上都會受到壓抑。 

 而我個人其實沒有受過正規的美術教育，在接觸到塗鴉時，對我來說是很新鮮的一件事，

因為我沒有被任何規則限制，能盡情的創造我想呈現的畫面，是發展性跟可能性很高的一

種創作方式，我想這就是塗鴉迷人的地方。 

 Hey ME. I'm replying to the question you asked yesterday. 

 This is a great question. Actually I want to talk about this in connection with the education 
environment in Taiwan. The education system force feeds you from primary school to middle school. 
There's very little time for students to think. Like time for music class or art class is usually taken 
away for Chinese, math and English classes with the aim of preparing to enter into the next grade 
school. It's very easy for students' sense values to lean towards utilitarianism. Students must also 
compete with one another, so from a young age musical accomplishment or a sense of aesthetics 
aren't cultivated, and our emotional expression is repressed. 

 Furthermore, I never received any formal arts education. When I came into contact with graffiti, I 
thought it was something fresh. Because I hadn't been limited by any rules, I could produce the 
images I wanted to as much as I liked. It's a way of creative production with high growth and potential. 
I think this is most fascinating aspect of graffiti. 

ME: 那時我的印象，好像很多年輕人直到進入大學都被限制，沒有空閒時間，塗鴉好像是個能

讓年輕人得到自由的方法。 

 It seems to me that lots of young people are restricted up until they enter university. They don’t have 
a lot of free time. It seems that graffiti is an activity that allows them some freedom. 

DEBE: D：是的，其實很多年輕人一直到了大學才開始有自主思考的權利，在上大學之前，很多年

輕人會被“升學壓力”所限制，當然升學沒有不好，進階的學習環境固然可以讓人學習到更

多東西，但那不是唯一一種可以讓人學習的方式。 

 而塗鴉本身其實不需要任何條件，你只要想畫，就可以去做。 

 Yeah, it is. Actually, lots of young people don’t start to have the power of independent thought until 
university. Before they start university, many young people are confined by the “pressure to get into 

the next grade” (“升學壓力”所限制). Of course gaining an education isn’t a bad thing. It’s 
admittedly true that advanced learning environments provide the opportunity for people to learn even 
more things, but that’s not the only way for people to learn. And graffiti, itself, requires no 
regulations. If you want to paint, you just go and do it. 

ME: 您昨天說的，每次出國，都覺得自己是繁星中的一小點，我看到您的塗鴉作品覺得都滿酷，

很有創意，我因為不是塗鴉人，不會一直把您的作品跟外國塗鴉人比一比，但是我想問您

的是，您覺得台灣塗鴉人會一直把自己的作品跟美國的比一比嗎？ 

 Yesterday you mentioned that every time you go abroad you feel as if you’re simply a small point 

among the stars (繁星中的一小點). When I see your graffiti, I think that it’s all very cool and 
creative. Because I’m not a graffiti writer, I don’t constantly compare your work with foreign writers, 
but I wanted to ask if you think that Taiwanese writers often feel they need to compare their work 
with American writers. 
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DEBE: D：謝謝你的欣賞，其實我認為塗鴉沒有什麼好比較的，因為每個人的風格不同，就像中式

菜跟西式菜都有它美味的地方，重點在於如何發揮自身的才能，學習別人的優點，理解他

人創作的方式，最後轉化成自己的思維。所以對我來說“學習”才是進步最快的方式。 

 Thanks for the praise. Actually, I don’t think there’s anything to easily compare in graffiti. Every 
writer’s style is different I the same way that Chinese food and Western food both have their own 
distinct flavours. The important point is in how you express your own talents. Study other writer’s 
good points, understand their method of work, and then finally adapt it to your own thinking. 

Therefore, from my point of view, “learning” (“學習”) is the fastest way to improve. 

ME: 而且您因為常常出國塗鴉，您可能認識很多外國塗鴉人，您有沒有發現他們的看法或態度

有不一樣嗎？他們會不會歡迎您加入國際塗鴉界嗎？ 

 You have the opportunity to meet lots of foreign writers because you often go abroad paining. Do 
you ever find that their views or attitudes are different? Do they welcome you into the international 
graffiti world? 

DEBE: D：那時候在夏威夷參加活動時，我很深刻的感受到很多藝術家是沒有架子的，他們的態度

其實就跟一般人一樣，大家都懂得欣賞及尊重彼此的創作，也很願意跟你聊天，跟我在台

灣看到一些藝術家的態度比較不同，這點真的讓我學習到很多。 

 如果把一個人的頭銜、經歷、甚至年紀等等條件拿掉，剩下的就是單純人跟人之間的尊重。 

 The time that I attended an event in Hawaii, I really got a deep sense that lots of artists were 
completely unconceited. Their attitudes were just the same as ordinary people’s. Everyone 
understood, appreciated, and respected each other’s work. They were also very willing to talk. It’s 
different from the attitudes of some artists I see in Taiwan. This point really taught me a lot. If you 
take away people’s titles, experience and even their age, what’s left is pure interpersonal respect. 

ME: 1.您上面提到紐約的藝術情況，台灣跟台北市政府常常為了文化導致城市再生都會把紐約跟

倫敦當作模型，以您的經驗，這樣對台灣塗鴉/街頭藝術產業有沒有影響？ 

 You mentioned the New York arts situation above. Taiwan and the Taipei city government often 
take New York and London as models for culture-led urban regeneration. In your experience, has 
this had any impact on the Taiwanese graffiti or street art scene? 

DEBE: D：對於政府對塗鴉/街頭藝術產業的發展影響，我目前感受還沒有這麼多，政府官員對塗

鴉或街頭藝術的看法還不夠成熟，大部分人還是偏好 fine art 的東西，換個角度來看，或許

也是玩塗鴉/街頭藝術的人不夠多。 

 不過有一次台北市的產業發展局邀請我還有其他藝術家，到一座即將被開發的廢墟裡面，

決定牆面塗鴉的去留，雖然政府有意識到塗鴉對社會帶來的效益，但與其保留，不如讓創

作者在城市中有發揮的空間，這才是促進塗鴉在社會當中的發展。 

 Regarding the government’s influence on the graffiti and street arts scene, I feel that presently there 
isn’t that much. The view of government officials towards graffiti and street art is still isn’t mature 
enough. Most people still prefer fine arts. If viewed from another angle, perhaps it’s also that there 
aren’t enough people out there doing graffiti or street art. 

 However, there was one time that the Taipei city department of economic development invited 
myself and other artists to an abandoned building on the eve of its redevelopment to decide the fate 
of the graffiti on the walls. The government is conscious of the benefits that graffiti brings to society, 
but rather than preservation, it's better to let the creatives in the city have space to show off. This 
would be the only development of graffiti promotion in society. 

ME: 2.關於你上面提到的，大部分塗鴉人，因為覺得合法塗鴉不算塗鴉，都不願意畫在政府提供

的合法塗鴉地方，我想問您，『真的』塗鴉是什麼？塗鴉跟街頭藝術有什麼差別？只有從

違法塗鴉開始的人才可以說自己是塗鴉人嗎？ 
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 Regarding what you mentioned above about the majority of graffiti writers not being willing to paint 
on the legal walls provided by the government. I want to ask you, what is “real” graffiti? Is there a 
difference between graffiti and street art? Can only graffiti writers who began writing illegally call 
themselves graffiti writers? 

DEBE: D：OK，我就“塗鴉”兩個字來說好了，這本來就是一件不合法的“行為”，真正的塗鴉就是

“違法”，就我所知一個純正的“塗鴉客”，除了要在違法的地方創作之外，甚至顏料的取得都

要是“違法”的，因為塗鴉行為發展，建立於反政府、反社會、反資本主義的，所以如果沒

有經歷違法性質的創作，根本稱不上是塗鴉人。 

 像政府在河濱公園規劃了合法塗鴉區，雖然以前我也有去創作過，但後來仔細思考政府這

樣的政策，發覺這對一個塗鴉人來說，根本就是一種侮辱。 

 不過這是以塗鴉客的角度去看，如果是以一般民眾或是創作者的角度去看，這是很好的一

個發揮空間，而且牆面還會定期清理，不用擔心沒有創作的空間。  

 而所謂的街頭藝術，通常都是合法，經過允許或是申請的情況下，所進行的創作，這就是

塗鴉與街頭藝術之間的差別。 

 OK. I’ll start by clarifying this word “graffiti”. It’s originally an illegal practice. Genuine graffiti is 
illegal, and as I know, a real graffiti writer should not only write in illegal places, but even get hold 
of paint illegally. Graffiti developed out of anti-government, anti-social, and anti-capitalist behaviour, 
so if you haven’t gone through illegal work, you can’t be called a graffiti writer. 

 Like the government’s riverside legal graffiti zones program. Despite having painted there before, 
after thinking about this government policy carefully, I realise that to a graffiti writer it’s a basically 
an insult. 

 However, this is from the point of view of a graffiti writer. If you look at it from the point of view 
of the general public or creatives, it’s a great space to show of one’s work. Also the walls are cleaned 
off at regular intervals, so they don’t need to worry about a lack of space to exhibit. 

 Also, so called “street art” is usually legal. It’s conducted after going through a process of permission 
or application. This is the main difference between graffiti and street art. 

ME: 3.而且我想問您，因為創立了 TWO MUCH Artwork Studio，常常去展覽，去國外塗鴉，跟品

牌店家的合作等，您對塗鴉產業化有什麼看法？您還會參與違法塗鴉嗎？ 

 I also wanted to ask you, since you’ve set up the TWO MUCH Artwork Studio, you often attend 
exhibitions, do graffiti abroad, and collaborate with brand owners, what’s your view on the 
commercialisation of graffiti? Do you produce graffiti illegally? 

DEBE: D：塗鴉產業化的現象，就像一個文明發展城市會出現街頭塗鴉一樣，是一種必然的現象，

塗鴉人也是人，也是需要生活，有人會認為塗鴉就是要違法，反商業化，當然我不會反對

這樣的看法，但是在塗鴉完之後？ 

 很多人會說這才是純粹的塗鴉精神不是嗎？不過如果你瞭解塗鴉的發展，就會知道當初

STYLE WARS 他們會開始畫火車，出發點就是想盡辦法把美的東西放在火車上，塗鴉中會

用到的不管是配色、流暢度、線條等等，這些都是由藝術的概念轉換而來的。 

 當初就是有這麼多的前輩，他們不斷的求進步，一直想辦法創造新的字型、新的配色、新

的塗鴉概念，所以才造就了這樣的環境與風氣。 

 所以你不可能說塗鴉發展不能商業化，這道理就像“火“被人類發現後，但是不能用來取暖

或是料理一樣矛盾。 

 而像我本身是因為喜歡畫圖這件事，才開始塗鴉的，我想藉由畫圖去表現自己，而塗鴉剛

好是我的媒介，所以我慢慢把重心轉向藝術創作，用不同的方式去表達。 
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 但違法塗鴉依舊是塗鴉文化中不可或缺的一塊，不過我不會說有參與違法塗鴉這件事。 

 Graffiti commercialisation is the same as how street graffiti appears in culturally developed cities. 
It's an inevitable phenomenon. Graffiti is done by people who need to live. Some people may believe 
that graffiti is just an illegal, anti-commercial activity. Of course I wouldn't disagree with this view, 
but what happens after you do graffiti? 

 Lots of people would tell you that this is the pure spirit of graffiti, wouldn't they? But if you 
understand the development of graffiti, you will know that in STYLE WARS they originally started 
painting trains. The starting point was when they would paint on trains by any means possible. Within 
graffiti regardless of the colour, the flow, or the lines, they're all adapted from art concepts. 

 At that time there were that many senior writers who were constantly looking for ways to improve. 
They were constantly looking for ways to produce new lettering, new colours, and new graffiti 
concepts, and so they created this kind of environment and atmosphere. 

 So you can't say that graffiti development mustn't be commercialised. This argument is as 
contradictory as saying that after discovering fire, people weren't allowed to use it to keep warm or 
cook. 

 Like myself, I started doing graffiti because I already liked drawing. I wanted to express myself 
through drawing, and graffiti just happened to be the medium, and so I gradually turned my focus 
towards artistic production, and used a different way to express myself. 

 Illegality is still an indispensable part of graffiti culture as it was before, but I won't say that I 
participate in it. 

ME: 4. 很多台灣塗鴉人，因為台灣的教育環境給他們壓力，甚至連家人也不能接受塗，例如到

有一個訪問的人，他跟我說他爸爸要他簽合約說，兩年之後賺的錢沒有達到爸爸的標準要

放棄塗鴉，回去找“一般的工作”，我想問您，您的家人對塗鴉有什麼看法？因為您現在可

以去展覽，用塗鴉賺錢等，他們會給您支持嗎？ 

 It seems lots of Taiwanese graffiti writers are under pressure from their educational environment, or 
their families don’t approve of graffiti. For example, one guy who I interviewed told me that his 
father made him sign a contract saying that if, after 2 years, his income didn’t reach a level his father 
accepted, he would have to give up graffiti altogether, and go and find a normal job. So I want to ask 
you, what view do your parents have of graffiti? Because you often exhibit, and can earn money 
through graffiti, do they support you? 

DEBE: D：什麼？！這個人是誰？我想好好認識他一下，哈哈。如果連自己做喜歡的興趣都要跟家

人簽合約，那人生也太悲慘了吧，在這樣的條件下，怎麼可能會產生好的創作呢？可能會

產生很商業的創作，因為他創作的出發點是錢，方向可能會比較譁眾取寵。 

 況且創作這件事，是很講求個人特色與風格，就是你看世界的方式，我畫了十年才開始略

懂皮毛，更何況是兩年，兩年甚至還在臨摹的階段吧！除非他是百年難得一見的天才。兩

年就可以有高度成熟的作品，那我無話可說，哈哈。 

 但是賺錢重要嗎？當然很重要！不過賺錢只是人生其中一件事，我想人除了賺錢之外，還

有很多很美好的人事物可以去經歷。 

 其實我家人對我的管教方式跟一般人比較不同，這點真的是我比較幸運的地方，我的父母

一開始也沒有支持我去創作，不過他們也沒有反對，雖然偶而他們還是會擔心我的經濟狀

況，不過我會試著讓他們去瞭解我在做的事，人如果不瞭解彼此，就不能站在對方的立場

思考，產生反對是必然的，所以真的很感謝父母肯尊重我的選擇與意願，雖然家境沒有很

好，不過他們也不會逼我一定要每個月拿錢回家，因為這樣我才有機會去觀察到，父母對

待子女的方式是當家人在看待，還是當生財工具。 
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 不過不是每個人都像我一樣幸運，能有這樣觀念的父母，所以只要有新朋友或是年輕人要

靠創作維生，我都會希望他們能瞭解自己的決定後，再讓身邊的人去瞭解自己，這樣才能

得理解與尊重。 

 What? I want to get to know him! Haha. If he has to sign a contract with his family even over his 
interests, then that guy's life is tragic. Under these conditions, how could you produce good quality 
creative work? He probably has to produce very commercial work since his starting out point is 
money. He would be more oriented towards trying to please the masses. 

 Moreover, this creative work stresses individuality and style. It's all about how you see the world. 
I'm only stating to scratch the surface after painting for 10 years. Let alone only two. After 2 years, 
you're still in the stage of copying others unless he's the kind of talent that you only see once in a 
century. Can you produce highly developed art works in only 2 years? There's nothing I can say. 
Haha. 

 Is earning money important? Of course it's important. But it's only one part of a person's life. I think 
there are many wonderful things people can experience in addition to earning money. 

 Actually, my family was different from ordinary people with regard to my upbringing. In this respect 
I was very fortunate. When I first started, my parents didn't support my work, but they also didn't 
oppose it. Even though they still worry about my financial situation once in a while, I try to make 
them understand what I'm doing. If people don't understand one another, they can't consider things 
from the other person's position. It will inevitably give birth to opposition, so I'm very thankful that 
my parents are willing to respect my choices and desires. Even though my family's financial situation 
isn't great, they don't force me to bring money home every month. It's because of this that I have the 
chance to observe the way that that other parents view their children as family members or as money 
making tools. 

 However, it's not that everyone is as fortunate as me to have parents with this concept. So as long as 
there are new friends or young people who rely on creative work to make a living, I hope that after 
they understand their decisions, they can make the people around them understand themselves. Only 
this way can they get understanding and respect. 

DEBE: Mouse 也很努力在持續創作，人也很客氣，Ita 現在比較偏向推廣，他看塗鴉的角度會跟我

們有些不同，如果有興趣你可以找我朋友 MrOgay聊聊，他也是藝術家，對塗鴉跟藝術也滿

有看法的 

 MOUSE also keeps producing work with gusto, and he’s really polite. ITA is more heading in the 
direction of promotion these days. The angle he views graffiti from is somewhat different from us. 
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ITA 

ME: ◎ITA有什麼意思? 

 What does your tag, ITA, mean? 

ITA: 用中文名字做延伸，我的中文名字裡有個’I’，所以用這個字做發想出來的。 

 It's adapted from my Chinese name. In my Chinese name there is an "I", so I used this to make a 
name. 

ME: ◎對你而言塗鴉是什麼? 

 So in your words, what is graffiti? 

ITA: 現在已經很少直接塗鴉了，創立’’後街’’是想要推廣這個文化。在台灣塗鴉比較像是地下文

化，不像是街舞，大家都很開放的去學去試，我希望塗鴉在台灣也能變成這樣。所以創立''

後街’’後，我就找了一些志同道合的朋友，像你看到後面的這位是專門做 3D 美術創作，另

一位主要是負責做影片產出、後製及推廣等，我們最近跟 Bounce 一起合作做影片，就是想

用不一樣的方式推廣塗鴉，不要只是常見的那種縮時錄影，我們希望可以結合影片及特效，

讓大家看到其實塗鴉也可以不只是 tagging。我也還在摸索，看哪個方式可以讓台灣接受塗

鴉。 

 As of now, I rarely directly do graffiti. Setting up BACK STREET was to promote graffiti culture. 
In Taiwan, graffiti is a fairly underground culture unlike street dance (break dance), which people 
are very open to trying and learning. I hope that graffiti in Taiwan can become like that. So after 
setting up BACK STREET, I found some like-minded friends like you can see, the guy sitting behind 
you, he specialises in 3D artwork. Another important member take responsibility for producing our 
videos, post-production and promotion etc. Recently we've been collaborating with BOUNCE to 
make videos. We just want to use different methods to promote graffiti. Not just that time-lapse kind 
you often see. We hope to combine our videos with special effects, and let everyone know that 
actually graffiti isn't just tagging. I'm still groping around to find the best way to get Taiwan to accept 
graffiti. 

ME: ◎一開始的塗鴉是合法還是非法的?為什麼? 

 When you started, was it with legal or illegal graffiti? And why? 

ITA: 當然是非法的，去河堤邊、地下道等等練習，等到成熟了之後才開始幫人家畫鐵門什麼的，

然後才會收錢。 

 Of course it was illegal graffiti. I'd go to the riverside and underpasses etc. to practice. It wasn't until 
I'd matured that I started painting roller doors and things for people. Lastly I started earning money 
from it. 

ME: ◎我之前住墨爾本的時候，室友的男友是很厲害的塗鴉人，但他是很反社會的，所以我很

好奇台灣的塗鴉人會不會有這種強烈的反社會人格? 

 When I used to live in Melbourne, my roommate's boyfriend was a pretty good graffiti writer, but he 
was really anti-social. So I'm really curious about whether Taiwanese graffiti writers have this kind 
of extreme anti-social attitude? 

ITA: 我有個在台南的團員叫 wayne，他就是典型的反政府，偏左派的風格，創作很反映社會時事，

甚至在政府辦的活動現場就直接表達反對，向他之前就拿馬英九來畫，還做了很多貼紙到

處貼這樣。 

 I have a friend in the Tainan circle called Wayne. He's your typical anti-government, left leaning 
type. His work reflects on the things going on in society. Even to the extent that he expresses his 
opposition at graffiti events put on by the government. Like, he made Ma Ying-jeou into stickers, 
which he pasted up all over the place. 
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ME: ◎所以雖然你從違法塗鴉開始，但你沒有很明顯的反社會人格? 

 So, even though you started with illegal graffiti, you're not anti-society? 

ITA: 其實我有，只是是用不同的方式呈現。像我們之前一直覺得為什麼政府不給我們合法的塗

鴉牆，結果後來有了；然後後來又想，為什麼政府只辦一些沒用的活動，卻不去做一些實

際的行為，所以後來就決定不如靠自己。從大學開始一直辦活動辦到現在，我希望有一天

可以推廣台灣的塗鴉文化到國外。像我就在想為什麼要用英文做塗鴉，為什麼不用中文，

用一個當地特色文化來做為塗鴉的表現。每個地方都有不同的特色，像皮卡丘，這是一個

流行，但他終究是別人的東西，我們要走出自己的風格。 

 Actually, I was. It's just that I used different ways to express it. Like I used to always wonder why 
the government never gave us any legal graffiti walls. In the end they did. Then later I also wondered 
why the government only ever held a few useless events, but never did any real action. So, in 
afterwards I decided I could only rely on myself. From when I was in university I've been putting on 
events up until now. I hope that one day I can promote Taiwanese graffiti abroad. Like, I always 
wonder why we have to use English to do graffiti. Why not use Chinese? Use unique local culture 
to express in graffiti. Everywhere has its own special characteristics. Like Pikachu. This is just a fad. 
When all's said and done, it's someone else's thing. We need to come out with our own style. 

ME: ◎我也一直很好奇為什麼大家都用英文塗鴉，不用中文? 

 Yeah. I've been curious why everyone uses English letters to do graffiti. Why not use Chinese? 

ITA: 因為英文比較好入手，變形上比較簡單，像我一開始也都用英文畫，畢竟一開始就是模仿，

覺得很帥啊。後來就逐漸發現，台灣的藝術你只能走進藝廊，但是國外，藝術就是從生活

中的體驗做起，所以我就開始改從生活的角度出發，畫到現在，這是第八年，以前的人只

能接受你畫山水畫，但到現在大家慢慢願意接受新的東西，用一些新的概念去呈現。 

 It's because it's easier to start with English. The shape is simpler. Like me, when I started, I also 
wrote in English. After all, at the start I was just imitating and I thought it was cool. Later I gradually 
discovered that Taiwanese art could only go in a gallery, but abroad, people made art from their own 
life experiences. So I started to do it from my own life perspective. I've been painting for 8 years. In 
the past, people only accepted that you paint landscapes, but people are slowly starting to accept 
newer things. There are some new concepts emerging. 

ME: ◎你覺得台灣塗鴉是什麼時候開始的? 

 When did graffiti begin in Taiwan? 

ITA: 我覺得是 20 年前一個叫李學淵(?)的人，嘻哈文化等等也是他帶進來的，所以以前我很菜的

時候都會去請教他。 

 I think it was 20 years ago. A guy called Li Hsueh-yuan brought it to Taiwan with Hip-Hop culture 
etc. So back when I was still very green, I would always ask him for guidance. 

ME: ◎所以你覺得在這 20年裡台灣人對塗鴉的看法有沒有改變?像台北、高雄、台南等等不同地

區的民眾對塗鴉有沒有不同的看法? 

 So do you think that in these 20 years, Taiwanese people's view of graffiti has changed? Like, Taipei, 
Kaohsiung, and Tainan etc. Do the people in different places have different views on graffiti? 

ITA: 我沒辦法代表民眾來表達他們的想法，但我可以用一樣在塗鴉圈的人的想法來分享。我覺

得一般民眾會覺得塗鴉就是商業行為，因為現在的主流塗鴉就是用塗鴉來賺錢，但在一開

始大家都只是在 tagging、畫圖，沒有人想到要用這個賺錢，所以其實有種分成兩派的感覺，

有人只是單純在創作或是教學，而有人就是用塗鴉來做為一個賺錢的手段。但在最近其實

這兩派有逐漸在融合了。而說到一般民眾對塗鴉的看法，它們只會覺得「哦~這就是你畫的

哦~」這樣，他們只會有這樣的想法，會覺得你就是那些在牆上亂畫畫的人，但像前陣子我
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們要做公益，送非洲小孩鞋子，就在貨櫃上畫畫作活動，用類似這種方式來讓大家知道其

實我們的出發點都是好的，用這樣的方式來跟民眾溝通。 

 I can't speak for the general public, but I can speak for the people within the same graffiti circle as 
me. I think that ordinary people think that graffiti is a commercial activity because current 
mainstream graffiti is being used to earn money. But in the beginning, everyone was just out tagging 
or painting pictures, and nobody thought about making money. So it's really divided into two schools 
of thought. Some people purely teach or create, and some people take graffiti as a means of making 
money. Actually, these two factions have started gradually mixing together recently. Also, speaking 
of ordinary people's view of graffiti, they only think, "Wow. This is what you painted?" This kind of 
thing. They only have this kind of thought. The think you're just one of those people who scribble 

(亂畫) all over the walls. However, like in the past, we had to do public services like sending shoes 
to African kids, and painting on the container. Similar to this way, we want to let everyone know 
that actually what we're doing is a good thing, and, in this way, communicate with the public. 

ME: 因為我有訪問過 Jimmy，我感覺你跟的看法跟 Citymarx的 Jimmy其實很像的，都一樣是用

各種方式來推廣塗鴉，你對他用的推廣方式有沒有什麼看法? 

ITA: 其實我在這部分是滿支持他的，像他辦活動會請人來跳街舞啊什麼的，都會讓我覺得在推

廣塗鴉文化的路上不孤單，所以在推廣方面，我個人角度來說我是認同的，但這不代表其

他塗鴉人的想法跟我一樣，像他之前辦比賽，就有一些不公平的情況發生，所以除去比賽

這段，我覺得他在推廣塗鴉的貢獻上是很大的。 

 Actually in this respect, I really support him. Like the street dance events that he holds etc. They 
make me feel less lonely promoting graffiti culture. So with respect to graffiti promotion, I feel that 
I’m being recognised. However, this doesn’t mean that other graffiti writers see things the same way 
as me. The competitions that he held in the past were sometimes a little unfair, but aside from these 
competitions, I think that his contribution to graffiti has been very large. 

ME: ◎你是怎麼接觸塗鴉的? 

 How did you come into contact with graffiti? 

ITA: 其實滿簡單的。像以前大學的時候都會做班服，所以大家都會投稿，然後投票選出最高的。

我那時候就用塗鴉的風格，用我們科系的英文名稱來投稿，雖然也沒幾票，但就當選了，

那時候我根本不知道什麼是塗鴉，只是單純覺得我喜歡畫畫，這種感覺很好。有一次我就

經過五金行，就想說用噴漆來噴，讓這些字放大在牆上應該會很好看，我那時候連噴漆什

麼牌子，什麼蒙大拿都完全不知道，結果我的大學同學一看就說，「啊你在塗鴉喔~」，我

就說，「啊?那是什麼?」，然後他就開 Youtube讓我看，我才知道這就是塗鴉。那時候我也

畫得不好，但也教他開始畫，從那之後我才開始慢慢了解塗鴉的世界。 

 Actually, very simply. Like in the past when I was at university, I designed the class uniforms. 
Everyone made their submissions, and after that we would vote on the best design. That time I 
submitted a graffiti style design.  I used our English names in the submission. Even though I didn’t 
get many votes, it was still chosen. At that time I had no idea what graffiti was. I just simply thought 
that I liked painting. It was a great feeling. There was one time that I was passing a hardware store. 
I just thought that using spray-paint to make the letters really big on the wall would look good. At 
that time, I didn’t know any spray paint brands, Montana etc. And so, when my classmates saw it 
they said, “Hey, you’re doing graffiti!” I said, “Huh? What’s that?” After that my classmate opened 
up YouTube and showed me and then I finally knew what graffiti was. At that time, my painting 
wasn’t very good, but I still taught him how to paint. Since then I slowly started understanding the 
graffiti world. 

ME: ◎你什麼時後開始塗鴉? 

 When did you start painting? 

ITA: 2007 

ME: ◎所以你是前輩。 
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 So you’re a senior graffiti writer 

ITA: 其實我不敢說我是，因為我其實沒有畫的這麼多，像現在我也很少畫，除非真的人手不夠

或是怎樣，我主要還是希望用來推廣，所以把機會讓給其他人，就不是想要求名，不像有

些人就是想要變得很有名，我就說 OK我來 support你，幫你找一些機會這樣。 

 Actually, I’m not really game to say that because I haven’t painted that much. Nowadays I also paint 
very little. Unless they’re really short of manpower or something, for the most part I hope to stick 
with promotion. So I let the others have the opportunity, and don’t seek a name myself, unlike some 
who just want to get famous. To them I just say, “OK. I’ll support you, and help you find some 
opportunities and such.” 

ME: ◎我發現一些塗鴉人都有類似的看法，覺得教育體系讓你很沒有自由，塗鴉是一個讓你覺

得自由的方法，可以抒發自己，你的想法是什麼? 

 Yeah, I’ve found that some graffiti writers have a similar view. Some of them feel that the education 
system limits their freedom, and think that graffiti is provides a way of getting more freedom. A way 
of venting. What’s your view on this? 

ITA: 應該說台灣的藝術就是很正規，畫水彩啊什麼，會跟你說就是這樣畫，但是不會跟你說用

什麼觀念去畫，只會跟你說你畫錯了，照這個畫就對了等等。所以我們常說塗鴉在台灣沒

有老師，你想畫什麼就畫什麼，沒有人知道這是對還是不對，所以完全沒有人可以說你不

對，可以很無拘無束，相較之下其他的東西就不是這樣，才會變成都是叛逆的感覺。 

 We should say that art in Taiwan is done according to certain standards. Painting water colours and 
such. They you must paint like this, but don’t tell you what ideas to use. They just tell you when 
you’ve made a mistake. Just paint like this etc. So I often say that in Taiwan there are no graffiti 
teachers. Just paint what you want to paint. Nobody knows what’s right or wrong, so nobody can tell 
you that you’re wrong. You can be completely free and unrestrained. Everything else is completely 
different compared to this, and will foster a sense of rebellion. 

ME: ◎一些我訪談過的塗鴉人，都有提到像國中高中念書的時候，覺得壓力很大，家人學校都

會逼你去學習，沒有時間去思考自己的生活或是抒發自己的感覺，你的想法呢? 

 Some of the graffiti writers I’ve interviewed have mentioned that when they were in high school and 
middle school they were under lots of pressure. Their parents and their teachers pushed them to study, 
and they didn’t have time to think about their lives or express their feelings. What are your thoughts 
on this? 

ITA: 對，我也是這樣，只能說台灣的教育環境就是這樣。沒有讓你思考自己想要做什麼，求學

時期就是讓你一直念書，不要讓你學壞。我認為台灣的教育還是應該要更自由一點，但這

樣又會有另一個問題，假設我跟我媽說我要學畫畫，我媽會說「畫畫幹嘛?這沒前途啊!要讀

書啦，去學建築啦，去念工程啊，才能賺錢」，像我爸就是弄建築的，他到現在還是希望

我去做這塊。 

 Correct. I was also like this. You can only say that Taiwan’s educational environment is like that. It 
never gives you time to think about what you want to do. During that educational period, you’re just 
made to study, and not be corrupted by bad examples. I think that Taiwan’s educational environment 
still needs to be freer, but in that case there will be another problem. Suppose I tell my mum that I 
want to study painting, she will ask me, “What do you want to paint? There are no prospects in this. 
You need to study. Study construction. Go learn engineering, and make money!” Like my dad, he’s 
in construction. He still wishes I’d get into it too. 

ME: ◎所以你爸媽到現在還是不能接受你塗鴉嗎? 

 So neither of your parents accept your graffiti? 

ITA: 對，因為他們覺得做塗鴉賺太少了，有賺錢沒錯，但是以他們的標準來說太少了。他們還

是叫你要好好念書、賺大錢才是成功。我退伍後有跟我爸一起工作，是賺很多沒錯，但我

覺得不快樂，這不是我要的，不知道未來是在哪裡，一樣是流很多汗，但我寧願是因為畫



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

 
 

10.143 
 

塗鴉而流汗，因為我畫這個很開心，別人也會認同你。所以就跟我爸談判，給我兩年的時

間，要是我做不起來，我就回去。像這個月，就是我跟我爸簽合約，要是這個月賺的錢沒

有到他的標準，我就回去。但其實我就是知道我不是要用塗鴉來賺錢，我賺錢只是拿來繳

房租，我不會多拿。像是我辦活動，我都會花很多錢來補助塗鴉人，因為像噴漆、車資這

些都很花錢的，我希望能好好的幫助這些人。 

 Right. Because they both think that you can’t earn enough doing graffiti. You can definitely earn 
money, but by their standards it’s not enough. They still tell that I won’t be successful unless I study 
more, and earn lots of money. After I finished my military service, I worked with my father. I earned 
a lot of money, it’s true, but I wasn’t happy. That wasn’t what I wanted. I didn’t know what the 
future would be, and worked myself sweaty. However, that doesn’t bother me because doing graffiti 
is even more hard work because painting like that makes me happy. Other people will also 
acknowledge you. So I discussed this with my father, and he gave me 2 years. He said that if I 
couldn’t do it, I would have to go back (to the previous job). Like this month, I signed an agreement 
with my dad. It said that if I didn’t earn enough money according to his standards this month, I would 
have to go back. But actually I know that I don’t need to use graffiti to make money. I make money 
just to pay my rent. I don’t make more than that. Like when I put on an event, I spend lots of money 
subsidising graffiti writers. Things like spray paint, vehicle expenses. These things cost a lot. I hope 
that I can help these people a lot. 

ME: ◎所以你們塗鴉人都會互相支持嗎? 

 So you graffiti writers support each other? 

ITA: 對啊，但我個人就是在我能力範圍裡，能給多少就給多少。那如果是說塗鴉人會不會互相

支持，其實我現在也不敢說。像我前幾天跟 Mouse 聊天，他跟我八年前就認識了，我們在

回想當初只要有辦塗鴉的活動，我們都會互相觀摩，互相稱讚，希望可以激發一些想法，

或是分享哪個新人很厲害；但現在不是，現在很多人見到面，就只會說「唷，賺多少?case

多不多?」，我覺得環境變了，塗鴉變得好像只是為了賺錢。 

 Yeah, for sure. But I, as an individual, can only give what I can give within my limits. If you’re 
talking about whether graffiti writers support each other or not, I’m not really game to say. Like I 
spoke to MOUSE a few days ago. We first met 8 years ago. Thinking back to that time, we both just 
wanted to put on graffiti events. We would observe, emulate, and praised each other. We both hoped 
to stir up new ideas or just share which new writers had skills. But now, no. Now when many people 
meet up, they just ask, “Hey! How much are you earning? Do you have lots of work?” I feel like the 
environment has changed. It seems that graffiti has become all making money. 

ME: ◎這樣是不是表示塗鴉越來越受歡迎了?像現在政府都會用說要用創意或文化來做都市更新，

你覺得是不是有這種趨勢了? 

 Does this represent an increasing acceptance of graffiti? Like how the government always talks about 
using creativity and culture to lead urban regeneration? Do you think this kind of thing is happening? 

ITA: 我自己覺得不太有，塗鴉還沒到這種地步。我跟 Mouse 是在猜，是不是因為以前畫塗鴉，

也收不了多少錢，頂多就成本費收個 3千 5千，但現在技術成熟了，還要拍影片什麼的，成

本增加了，加一加就至少收 1、2 萬，然後現在那麼多人領 22K，他們就會覺得「哇，你接

兩個案子就賺的比我們多了，我也要來塗鴉」，所以就來弄塗鴉。以前你塗鴉是為了喜歡，

但現在我不知道你是為了喜歡，還是只是為了比誰賺的多。我覺得這跟老一輩的想法有關，

就是老一輩的文化，也是因為這樣讓我更排斥回家接我爸的生意。 

 I myself think that this isn’t really the case. Graffiti still hasn’t reached this stage. MOUSE and I 
were wondering whether it’s because in the past you couldn’t make much money from painting 
graffiti. At most you’d get $3-5000 for costs, but now technology is maturing, and you need to take 
photos etc. Costs have increased to $10-20,000. And on top of that, many people are still on 22K. 
They all think, “Wow! You take two jobs and earn more than me? I want to get into graffiti.” And 
so they start. In the past, people did graffiti because they enjoyed it, but nowadays I don’t know if 
you like it or just want to make more money than others.  I think this kind of thinking comes from 
the older generation. It’s their culture, and it’s because of this that I’m even more unwilling to go 
home and join my dad in business. 
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ME: ◎你有提到你爸爸不能接受你塗鴉，因為傳統上來說很多東亞國家是這樣，覺得數學之類

的才是正經的事，但是台灣最近好像有些改變，越來越多人比較能接受藝術或是運動，你

覺得有沒有因為塗鴉而影響這些看法，或是這個看法影響塗鴉?然後是不是越來越多人覺得

塗鴉算是藝術?而且，我打工是當英文老師，我發現有的爸媽很在意分數，有的就只要小孩

開心就好，有的也會讓小孩去學藝術等等。 

 You’ve mentioned that your dad doesn’t accept graffiti. Traditionally speaking, lots of East Asian 
countries are like this, people only consider maths and science etc. to be proper. However, in Taiwan 
it seems that in recent years there’s been a lot of changes. More and more people are starting to 
embrace art and sports. Do you think that graffiti has had any effect on this thinking? Or do you 
think this thinking has affected graffiti? Also, do you think more and more people consider graffiti 
to be art? At the moment I’m working part time as an English teacher, and some parents only care 
about grades, but others just want their kids to be happy. Some of them let their kids study art, and 
so on. 

ITA: 我覺得塗鴉是不是藝術，是見仁見智。有的人不喜歡，他就會覺得他是破壞，一個作品也

可以因為環境及人變的很兩極。我唸書時爸媽希望我又會玩又會讀，但我畢業後它們希望

我能賺錢，時間到了就要結婚，但要是錢賺得不夠，你不敢生小孩還是家人沒地方住怎麼

辦?但我不認為賺錢是全部，假設我賺了 10萬，就會想那就再賺 20萬、30萬，最後只為了

賺錢，那我的夢想要怎麼辦？當我只想著賺錢，我就會忘了初衷，會變成我一開始說的不

想要成為的那種人。 

 I think whether or not graffiti is art depends on different people. Some people don’t like it, and just 
think it destruction. The perception of one piece of graffiti can also vary greatly by person and 
environment. While I was a student, my parents hoped I could have fun and study, but after I 
graduated, they just hoped I could make money, and when the time arrived, get married. But if you 
don’t make enough money, you’re not game to have children, and if you have nowhere to live, then 
what? But I don’t believe that making money is everything. Suppose I earned NT $100,000, then I’d 
just want to earn NT $200,000, $300,000 and so on. It’d just to make money. And what of my dreams? 
If I only thought about making money, I’d forget my original intentions. I’d end up becoming the 
kind of person that I said I didn’t want to become. 

ME: ◎有沒有任何塗鴉前輩的話或是看法你覺得很重要的? 

 Are there any senior graffiti writers’ words or views that are important to you? 

ITA: 其實我沒有想過這個問題，不過以前資訊沒這麼發達，訊息沒有傳的那麼快，所以你不會

馬上知道別人的想法，不過在我有了自己的店之後，很能理解自己的東西被畫上塗鴉的感

覺，一打開鐵捲門，發現被塗鴉，或是辛苦存錢買的車被別人亂畫，所以後來創作都會避

開這些私人的財產，去公有或是政府的地方畫，反正他們會有預算來處理，我們就是盡量

不要影響到一般民眾。 

 Actually, I’ve never thought of this question. However, in the past information wasn’t this 
widespread. It didn’t spread this quickly, so you wouldn’t know other people’s views immediately. 
But after I had my own shop, I finally understood the feeling of having my own stuff painted with 
graffiti. As soon as I opened the roller door, I discovered it’d been painted. Or the car that I’d 
painstakingly saved up to buy tagged by someone. So after this, I avoided painting on people’s 
private property. We’d go to some public or government place and paint. After all, they had the 
resources to deal with it. We made every effort not to affect ordinary people. 

ME: ◎如果外國塗鴉人來台灣，或是你們去國外塗鴉，你覺得大家是不是對社會規則都有不同

的想法或態度? 

 Do you think that when foreign writers come to Taiwan or you guys go abroad to do graffiti that you 
both have different views or attitudes regarding social rules? 

ITA: 我覺得多少還是會有，每個國家都有自己塗鴉的淺規則。像在台灣，你可以蓋人家圖，只

要蓋的完整一點，或是剛畫好的不要蓋，去蓋久一點的，不要亂蓋就好。結果之前有個國
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外的塗鴉團叫 246，我們在一面公有的牆上把他們很舊的圖蓋了，他們就很生氣地找到我們，

覺得我們是不是在挑釁，說這是你們台灣的規則，但在他們那裡不是這樣，後來就約出來

好好談，讓他們知道我們完全沒有惡意，不過他們還是很生氣。所以如果之後去國外畫，

除非是安排好，我們才會畫，要不然會被打什麼的。台灣目前沒聽過因為這樣打架的，頂

多就是比較兇，坐在車子裡互罵這樣。 

 I think that that many do. Every country has its own unspoken graffiti rules. Like in Taiwan, you can 
go over other people’s pictures as long as you cover it completely. Or you can’t go over freshly 
painted graffiti or older graffiti, just don’t go over others’ work indiscriminately. There used to be a 
foreign graffiti crew called 246. We went over some of their really old graffiti that was on the wall 
of a public space. They were really angry, and came and found us. They wondered whether or not 
we were trying to provoke them. They said that this was we Taiwanese’ rule, but we hadn’t followed 
it there. Afterwards, we met up to discuss it at length, and let them know that we did it without any 
malice, but they were still really angry. So as a result, if we go abroad to paint, we only paint if we’ve 
arranged things completely. Otherwise you’ll get beaten or the like. In Taiwan currently you don’t 
hear of this kind of fighting. At most it’s just people angrily cursing each other from inside their 
respective cars. 

ME: ◎你有被警察抓過嗎? 

 Have you ever been caught by the police? 

ITA: 有，而且是被朋友的朋友檢舉，警察就把我壓到地上，我就說我也沒要逃跑，有話好好說，

而且很多人在旁邊看還以為我做了什麼，後來其實也就只是去做做筆錄而已。後來可能哪

裡被塗鴉，警察就會來找我，所以後來我就跑去隱密一點地方畫。警察也說我要隔天去把

畫的地方復原，要不然要罰 6千塊，我那時是窮學生啊，哪來的錢，所以就乖乖做了。 

 Yeah. And I’ve also been reported by a friend’s friend. The police forced me against the ground. I 
told them I wasn’t trying to get away, and that if they wanted to talk to me, they could just talk. There 
were also lots of people around me watching and wondering what I’d done. In the end, all they did 
was take notes. That’s all. Afterwards, the police would probably come and find me wherever there 
was graffiti, so I started painting in more secret places. The police also said that I had to go and clean 
off the graffiti where I’d painted the next day or they’d fine me NT $6000. At the time I was just a 
poor student without any money, so I obediently did it. 

ME: ◎政府現在一直用一些文化或是藝術等等的方式，希望可以做到文化上的都市更新，你覺

得他們做的這些事有沒有效果? 

 At present, the government is using culture or art etc. They hope to use it to regenerate the city. Do 
you think what they’re doing has any affect? 

ITA: 我有感受到，不過他們所謂的藝術並沒有把塗鴉納入。可能一般民眾也把塗鴉當作路邊的

亂畫，加上政府單位他們也沒有深入去做研究，怕說要是找我們來結果是''亂畫''怎麼辦，所

以其實政府單位也不會找塗鴉來進行這些活動。 

 I’ve felt it, but their so called “art” doesn’t include graffiti. It’s probable that ordinary people also 
take graffiti as street side scribbling. In addition, the government departments haven’t done any in 
depth research. They’re afraid that if we’re involved, it will be more scribble, so they wouldn’t 
actually seek out graffiti to conduct this activity. 

ME: ◎塗鴉對你來說是什麼?你可能同時作為兒子、兄弟、朋友等等不同的角色，而塗鴉在你生

活的比重或是角色是什麼? 

 What is graffiti to you? At the same time you’re a son, maybe a brother, friend etc. You play different 
roles. So in your life, how important is graffiti with regard to the other roles? 

ITA: 其實我只是單純的想讓台灣人找回驕傲，當別人問你來自哪裡時大聲的說我來自台灣。我

有認識一些國外的朋友，一開始也不知道台灣在哪裡，所以我希望可以協助塑造台灣自己

的文化，代表性的文化，讓國外的人看到那個就想到台灣，不要每次都是我們去國外學一
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些他們好的東西回來，然後都學一半而已。我希望有原汁原味的，像我做了很多中南部的

社群，其實中南部有很多傳統的技藝，因為找不到年輕人願意學習，或是北上去找工作而

逐漸失傳，像是建造廟宇的龍柱、石雕、歌仔戲、陣頭等等，這些都能代表台灣的文化，

只是都被用錯了方式，要從領頭的人開始做起才對。這也回到我上面說的，賺不到錢或是

沒有錢就沒有人要做。 

 Actually, I simply want Taiwanese people to regain their pride. When others ask where we’re from, 
to reply in a big voice, “I’m from Taiwan!” I have a few foreign friends and at first they didn’t know 
where Taiwan was. So I wish I could help mould Taiwan’s own culture. A representative culture that 
makes people abroad think of Taiwan whenever they see it. I don’t want it to be us who go abroad 
each time to learn some of their great things, then come back, and afterwards only learn half of it, 
that’s all. I hope that we can have authenticity. Like I’ve been to a lot of south and central 
communities. Actually, those areas have lots of traditional arts, but they’re gradually dying out 
because they can’t find young people willing to learn them or because people move north to find 

work. Things like constructing the dragon pillars in temples, Taiwanese opera (歌仔戲), parade 

formations (陣頭) and so on. These things represent Taiwanese culture. Merely used in the wrong 
way, but can only be correct if begun by someone taking the lead. This brings us back to what I said 
above, if you can’t make money or don’t have money, nobody wants to do it. 
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JIMMY CHENG 

 Zheng Zi-jing, also well known in the graffiti community as Jimmy, is, in the words of the media, a 
“graffiti master”. He has dyed blue hair, wears wooden clogs, and has numerous tattoos. In other 
words, he totally fits the expectations one would have of a street artist. However, Jimmy’s been in 
the graffiti scene for 20 years, and he still upholds his beliefs in graffiti production, and continues to 
hold onto the attitude he had when he first began. On the route to the popularisation of graffiti culture, 
he made a stand against the government, and has been uncompromising in the face of commercial 
competition from other graffiti writers. He completely dispels the public image of the unruly, cavalier 
artist. 

 At the age of 19 he followed his brother to Taipei from the south of Taiwan, and arrived in 
Ximending. Thereupon he came into contact with Hip Hop for the first time, and fell in love with it 
immediately; inevitably running off to learn breakdancing. During a period of rebelliousness, he also 
ran with a gang, the Fierce & Terrible Fighters (Cheng Xiong Dou Hen), for a short time. At the age 
of 25-26 he began to DJ, opened a clothing boutique in Ximending’s American St., and began writing 
graffiti. 

 In the early days, writing graffiti was stigmatised to such an extent that scholars questioned whether 
it was, in fact, an art form at all. In Jimmy’s generation, a traditional family upbringing did not permit 
this kind of behaviour; a so called, departure from the classics and rebellion against orthodoxy (離
經叛道). Due to a lack of resources, Jimmy and his friends would steal spray paint from hardware 
stores, and beer from convenience stores. Then, at the dead of night, they would choose their 
objective carefully, produce their work, tag their names and quietly sneak away, leaving their 
finished, illegal graffiti art. In a similar fashion to most graffiti writers, he began as an outsider with 
no reputation, running around – the usual illegal graffiti mode of I paint, and you give chase – 
gradually earning himself a reputation, which he used to start covering his expenses. In the process, 
he discovered a commercial model of graffiti. However, at the same time Jimmy realised that, from 
the view of the city government, and even the general public, both his, and his friend’s creative work 
remained an illegal activity that destroyed the appearance of the urban landscape. Jimmy wondered 
why it was that a creative art form that reflected life must be conducted in a completely underground 
manner, resolutely labelled as an illegal activity, and not allowed to emerge above ground. He 
considered that graffiti was essentially the same as street art; to him they were both a part of the arts. 
He regarded graffiti as something that conveyed different ideas, but still deserved to be respected. 
As such, he started down a difficult path, to struggle against the city government in order to set up a 
space for legal graffiti. 

 At the beginning of his struggle, Jimmy was constantly brushed off by the city officials, who didn’t 
want to have anything to do with this situation, but at the same time weren’t actively enforcing any 
related laws. The officials' standard response was to simply drag their feet in dealing with reported 
graffiti. One day, Jimmy simply couldn’t take it anymore. He called in a friend of his in the scene, 
and on a certain late night they unleased a sudden and violent attack; painting graffiti across every 
single shop in Ximending’s tattoo street. The following day he invited the media and some 
entertainer friends for a press conference; to fight for a legal creative space for graffiti artists. This 
time the government finally listened, and a group of artists and government officials all sat down 
together for a long discussion. During which all sides aired their grievances, the graffiti community, 
especially, was sceptical about cooperating with the government in establishing an independent 
creative space for graffiti. However, ultimately they agreed to permit the present location, in 
Ximending’s movie theatre district, to become Taipei city’s first legal graffiti space. Furthermore, 
Jimmy’s graffiti crew were to become the sole administrators of this space, all be it without financial 
reimbursement. 

 Since then, Jimmy has cooperated with the city government on one project after another, such as the 
Taipei movie festival. However, the space allowed for graffiti was limited, and a situation arose in 
which there were too many artists, and not enough space. As such, artists constantly needed to 
struggle with the city government in order to get more space. Ultimately, the one side of Ximending's 
movie street that we can see completely covered in graffiti nowadays, is the result of four years of 
repeated proposals that were finally sanctioned through negotiation between Jimmy, the other senior 
graffiti community, and the Taipei city government. Through all this hard work, according to Jimmy, 
at some level graffiti has come to be sanctioned, and the general public have gradually come to 
recognise its artistic value. 

 Later on, however, Jimmy began to worry whether the popularisation and commercialisation of 
graffiti culture would have a positive meaning for the next generation of Taiwanese youth. Jimmy 
discovered that a majority of graffiti writing youth enjoyed the sense of accomplishment of tagging 
around the city, but weren’t interested in enhancing their creative skills. They saw so many older 
graffiti writers getting respect on one side, gaining both fame and fortune after writing their personal 
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tags. Thereupon they began to imitate, spreading their tags all over the place. However, they 
neglected that artistic accomplishment comes from an integral sense of beauty and the meaning art 
work is supposed to convey, and not just meaningless letters. For Jimmy, this is a blindness 
associated with graffiti; how to find the perfect balance between creativity and commerciality. From 
his point of view, there are very few writers who can strike this balance. And as such, he established 
CITY MARX in order to pass on his philosophy; that commercialisation is a means of doing graffiti, 
but not the purpose of it. 

 Every year, the CITY MARX go to a different country to do free graffiti. That is, they need to pay 
their own airfare, bear any accommodation expenses themselves, and refuse to take any money. 
However, during that time they can produce entirely for themselves. Without the driving needs of 
commercialisation, there’s no need to satisfy others’ expectations. They can just be themselves, 
unbound to create freely. In Jimmy’s view, you can earn money from graffiti, you can make a living, 
and take care of your expenses with skill and ease. But at the same time, you shouldn’t have any 
reason to reject free work. In his mind this is because right from the start, when you step into this 
scene, it should be with an absolute passion for graffiti, and not as means of making money. In 
Jimmy’s view, this is the fundamental outlook all graffiti writers should have. He says that the 
requirements he makes of himself are even greater. That right behind everything he does is the 
personal responsibility to give back to society. As such, he called upon his friends in the skateboard, 
DJ, and Hip-Hop communities to help establish the “Taiwan multiple youth arts development 
association” (Youth Arts Association) a development space to assist young creatives, to promote 
youth talents, and as a platform for related arts. It’s his hope that through the promotion of youth arts 
he can lead the population to accept this arts category that has long been completely overlooked by 
Taiwanese society. 

 Viewed from the outside, it’s still easy to see graffiti as a representation of rebelliousness, or as 
artistic production frequently sacrificed to changes in policy of which Taiwan has only recently 
entered the very early stages. Nowadays, Jimmy hasn’t written graffiti for a number of years. In his 
words, he’s handed over the reins to the next generation to write freely, and have a chance to be seen. 
In Ximen’s movie district, if you have a vision, with CITY MARX’ permission, you can freely write 
on the walls. Through moving into the mainstream, graffiti culture is gradually heading in a 
commercial direction. The distinctions between legal and illegal graffiti are no longer distinct. And 
with regard to graffiti being art, or being defined as a commercial work, both camps have their 
supporters. However, as to Jimmy’s contribution as a pioneer of Taiwanese graffiti, there is no doubt. 
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FACE 

ME: Alright man, so basically you said you do consider yourself a graffiti writer? 

FACE: Yeah, because I’ve been doing stuff on the street, and bombing usually in the graffiti style. I have a 
graffiti crew out here, and had a graffiti crew back in the states until I came here. I’m always the guy 
doing characters when everyone else is doing letters. I never really did letters because I was never 
as serious as I thought I should be to pursue that. 

ME: You said that you have a crew here, is it foreigners or Taiwanese? 

FACE: Foreigners. It’s only 4 guys. We’re not that big, but… 

ME: You only need 2 people to call it a crew. 

FACE: Yeah. And there’s really not a lot of writers out here. Like there’s… just now it’s started to be a lot 
more young writers coming up. A lot of Taiwanese kids are starting to paint now that are in their 20s. 
And they’re just starting out. Before it was like… Um… It’s people that are still learning and they’re 
painting aggressively. So it’s not as clean and worked out as people that’ve been doing it for a long 
time. But there’s starting to be more crews and stuff. 

ME: Have you met any of the… Because Taiwan has a few of the really high profile graffiti writers like 
Candy Bird, Bbrother, ANO and such, have you met any of those guys? 

FACE: I know Candy Bird and ANO. ANO has been painting for a long, long time. I came out here for a 
vacation 8 years ago, and him and Bounce, and other foreigner writers were writing with them. 
There’s also some other people, if you want me to say them now, that were painting a long time ago 
like SANE and MOUSE. Mr Ogay was actually painting a long time ago too. My friend said that 
he’s one of the local people that’ve been doing it for a long time. HOWA is a local writer… Um… 
who else… BOBO started doing tattoos, he also writes SAVES. He was really popular a long time 
ago. Like saves the queen. 

ME: Is that what he means by it? 

FACE: No. I’m not really sure what he means by it. I mean we’ve never been able to speak very well because 
he doesn’t speak very good English, and I don’t speak any Chinese. It’s funny because a lot of the 
writers that I’ve met, they actually speak pretty good English because they’re pretty good hosts when 
international writers come out here, and they go out and go painting. 

ME: Do they tend to be the more high profile writers or just the more local writers? 

FACE: The Taiwanese writers? 

ME: Yeah. Those who speak better English. 

FACE: Um… well, it’s pretty much on the level. People work together. The younger kids are painting a lot 
more now. You can see them a lot more around now. The older writers are a little bit more 
conservative, but they definitely do the bigger more elaborate stuff. That has a lot more base behind 
it. 

ME: Speaking of conservative and whatever else like that, I’ve been told that there’s a little bit of a culture 
conflict between foreign writers here and Taiwanese writers that Taiwanese writers only tend to write 
on the temporary walls around… 

FACE: Well most of my friends, the foreigner writers will do that too, but I actually know some Taiwanese 
writers that will paint on anything… But it’s really good painting in Taiwan because there are a lot 
of those abandoned buildings, and spaces that you wouldn’t think are abandoned, but… Um… really 
just don’t get a lot of attention from the public and they just sit there. So it’s good to write on those 
places because you don’t feel that you’re affecting some personal property. Because most of the 
property around here is family owned and we try to be considerate. The roll up doors are definitely 
great to do around here. 

ME: Yeah, so that’s what I’ve heard. Taiwanese writers, at least what I’ve been led to believe is that 
Taiwanese writers do roll up doors, temporary fences around construction sites, and the transformer 
boxes along the side of the road, and tend to stick away from people’s property. 

FACE: Yeah. Well, don’t paint on churches. Don’t paint on schools. Don’t paint on temples… 

ME: Do you think that’s a universal rule? 
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FACE: Yeah, that’s a universal rule. And also things like banks and malls and stuff. You know that stuff’s 
going to get buffed really fast, so you just don’t bother with it. 

ME: Do you feel that if you painted on something like that in Taiwan you would get caught faster? 

FACE: No, it’s that a lot of the writers out here… a lot of the international writers that come here, they know 
that it’s not as criminal, at all, as other countries in the West. Like in America it’s a felony charge, 
here you get, like, a NT $2000 fine, which is about US $60. 

ME: Yeah, I know it’s considered a very illegal thing in virtually every Western country. It certainly is in 
Australia when I was living there, and I know it’s been cracked down on in just about every major 
US city. Do you think that has affected the attitude of the writers? 

FACE: Yeah, that has a huge effect. I mean, maybe it’s easier to do. Like, you can get away with a lot more 
out here more easily. A lot of the people don’t even know what the hell you’re doing. Like I’ve been 
painting here in the day time, and I’ve had people come by, and seen me painting, and they don’t do 
anything, but if that was in America, someone would call the police. Someone would try to hold you 
there. But people around here are just so peaceful, and because you’re a foreigner it might make 
them uncomfortable, but I also know Taiwanese artists that have been approached by the public 
while they were painting and they don’t stop. You, just, can keep going out here because it’s very 
new, about 15 years old, graffiti is in Taiwan, and so people mostly don’t even know what the hell 
you’re doing. 

ME: Do you think that in that 15 years that any local Taiwanese culture has developed within the graffiti 
community? 

FACE: No. Not much. 

ME: So, they’re still imitating the US? 

FACE: Yeah, but everyone’s imitating everyone. I mean, you see… there’s definitely independent people 
that do their own thing, I mean they’re artists and all… you see other people and they’re doing the 
Hip Hop styles… yeah, you see that kind of Wild Style… all of that different kinds, and that New 
York style of writing, and San Francisco style of writing, and LA writer’s style and everything, and 
people are trying to adapt it to modern styles. People are looking on the internet, and they’re seeing 
that, oh I can do that kind of letter style and things like that and they try to go like that because people 
are really good at studying. I know a lot of people that they call them like calligraphy writers because 
they’re really good at doing different kinds of fonts and everything. 

ME: Yeah, there was a guy I was watching recently on one of the graffiti communities on Facebook and 
he posts a lot of videos of him doing hand style. 

FACE: Jero or HU? 

ME: I actually don’t know his graffiti name because he posts under his Chinese name, and he doesn’t 
write tags. He does more graphic design style stuff. Really beautiful calligraphy. 

FACE: There’s a guy called CREEPY MOUSE that’s from… I think he might be from Tainan, but a lot of 
people in Taiwan… Taiwan is so small that people just travel around, and I don’t… I only have a 
relationship with a handful of Taiwanese guys. 

ME: Have you painted outside of Taipei? 

FACE: Yeah, I’ve painted in Kaohsiung and Tainan, and… I’ve tried to stay away from the east coast 
because it’s, like, beach. I try to stay in the cities. Tainan, Kaohsiung, Taichung. 

ME: Yeah, that’s kind of the graffiti thing anyway, right? 

FACE: Yeah. I’ve been on missions outside of the city. Like go on trips and stuff like that. 

ME: Do you think that there’s a qualitative difference between writing in Taipei and any of the other 
cities? 

FACE: There’s definitely a higher concentration of writers in Taipei. Especially the international community, 
but… there’s a lot of people that live in other cities, and so they have it down there too, and there’s 
a lot of talented people that live in other cities. 

ME: My impression is that Tainan and Kaohsiung are where graffiti is massive. I mean the impression 
that I get from the forums that I’ve been on online is that it’s all Tainan writers or Kaohsiung writers, 
and all of the graffiti events that they do… 
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FACE: There’s WALLriors down there in Tainan and Kaohsiung… a lot of artists like to go down there in 
those cities too because it’s cheaper to live and it’s more relaxed. Maybe it’s even… because a lot 
of people go out from Taipei because it’s too crazy out here. There’s too much attention. And actually 
you can get busted easier out here in Taipei, I think, than the other cities. 

ME: The Taiwanese guys I’ve interviewed, I’ve gotten kind of mixed messages about them. I mean, one 
guy who was not from Taipei, he said to be careful in Taipei because of the cameras… because um… 
You know Jimmy, who runs CityMarx, I was talking to him and he said that he had to literally go 
out and tag all over the place to get the police to notice him in order to try and get graffiti seen as a 
legitimate art form. You know, he reckons he did that deliberately in order to try and provoke a 
response… 

FACE: I know Jimmy because every time… If anybody goes and paints on anything they shouldn’t be 
painting on like a government building or something like that, the cops know CityMarx and they 
know that they know people, and they’ll be, like, this guy painted this… and so, I don’t know how 
it works, like… they contacted him about one of my friends one time because he painted this old 
military base and so… nothing came out of it, but he just… he puts the word out there to just not do 
that, and I mean people shouldn’t be doing that in the first place, so that’s good. 

ME: So he acts like a certain gateway, or a mentor? 

FACE: Yeah, he can spread the word of mouth pretty well. I mean, I don’t know Jimmy. I know some of 
the writers that work with CityMarx, but they don’t really bomb a lot in the city. They don’t really 
go out and paint. 

ME: Yeah, my impression is that they’re into, pretty well legal graffiti. 

FACE: Yeah… well, a lot of the people make a living out of CityMarx. I mean he does and he sponsors 
muralists. He actually says, OK, you can paint with us. You’re good enough that you can do this 
kind of style that we do to like, do businesses and everything. And you can do characters, and you 
can do realistic stuff, and you can do these kinds of things that we need to do to get some business. 

ME: Yeah, the work in Ximending is quite beautiful. 

FACE: Yeah. 

ME: Do you think… because I’ve heard from Taiwanese writers that there’s kind of mixed feelings about 
Jimmy. Some people like him, some people find him a kind of controversial figure. Have you found 
any of that? 

FACE: Well, it’s just that in Taipei, legal graffiti is getting really popular here. Like, a lot of people are… 
There’s a lot of graffiti festivals, and things like that… legal graffiti being done. People sponsoring 
artists to do their businesses and murals inside their businesses, and on the outside of their businesses. 
Doing walls. Things like POW WOW are really popular in Taipei. POW WOW is about to visit here 
for the third time. In the next few months they’re coming to do another tour because there’s so much 
abandoned shit, and so many places to paint. So… I mean… it’s a place that legal graffiti can be 
done. And I think that’s where Jimmy gets a lot of shit because he supports legal graffiti, and not, 
like, graffiti-graffiti. Because I don’t think that legal graffiti is graffiti. 

ME: Why not? 

FACE: Because it’s supposed to be something that’s completely out of the market. Something that people 
do only for themselves. It’s not supposed to be a business. 

ME: So do you only do it for yourself? 

FACE: I only do it for myself. 

ME: Do you reckon other writers do it only for themselves? 

FACE: Yeah. Like, everyone that I paint with does it just for themselves. I mean I get my jobs. I do paintings 
for music festivals and stuff like that, but I still go out and paint. There’s a lot of people that I imagine 
who do legal graffiti and they don’t want to do that because they don’t want that kind of name. 
Because I’ve heard, people like ANO, he kind of quit bombing, and I heard him, he was on a fucking 
Chinese game show where he was doing a painting for Jackie Chan. And Jackie Chan said, “Oh I 
don’t like this kind of stuff because people just ruin the city, and paint all this stuff, and it looks so 
ugly, but I like this because you’re doing some realistic animals and portraits and things like that. 
Oh yeah, this is very socially acceptable.” Graffiti’s not supposed to be socially acceptable. It’s 
something that’s supposed to be for other graffiti artists or people that appreciate graffiti. 

ME: Do you reckon that younger Taiwanese guys who write illegally have a similar attitude? 
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FACE: I’m trying to spread that attitude, spread that etiquette. Most of these kids really don’t give a shit 
about police and all that stuff. They go out and steal paint like people used to do, and just… I try to 
keep that thing going that’s just like graffiti. Just doing it. Bombing the city, and just getting up as 
much as you can, trying to get everywhere, trying to get everyone to see you. Trying to hit all 
locations in the city. Every corner and everything and people doing trips outside of the city. Even 
people going to other countries to go paint. Just so they can get their names as big as they can. 

ME: Do you reckon that these young graffiti writers have adopted that mind-set because that’s graffiti or 
because they’re young and rebellious kids to begin with? 

FACE: Being a young and rebellious kid kinda draws you into being a graffiti writer. 

ME: Right, I know that they work kinda hand in hand, but Taiwanese… East Asians in general tend to be 
non-confrontational, so I’m really trying to get at the heart of the identity thing. 

FACE: You get kids that are confrontational. Kids that are trying to fuck things up. A lot of people… Like 
just recently, about 2 months ago some kids were painting on some cop cars, I know them. And that 
was kind of the first time… I kinda try and stay away from that just because I want to keep the fines 
down, so if I get busted I don’t get charged with something terrible because I was about to go to jail 
one time in America because I had run away from the police. And I don’t want to go to jail. I like 
painting, I mean I could understand if I got busted, but I don’t because I’m careful. 

ME: Do you reckon that that’s an age thing? That attitude? 

FACE: With age you just start learning how to be more careful. How to be safe. Just learning different tricks 
about being out there and different times, and, like, scouting locations, and just not doing stupid shit. 
I usually go out and paint by myself. I don’t go out and paint with other people usually. 

ME: Not even your crew? 

FACE: Yeah, not even them. I mean, sometimes I go out and paint with them, but for the most part I go out 
and paint by myself. Just because I like being by myself. And I don’t like… I think it’s more trouble 
having people around with me. 

ME: OK. There’s 2 questions I want to ask you about that. Why do you like painting by yourself, and 
why do you like painting? 

FACE: Because I don’t want to get somebody in trouble, and I don’t want somebody to get me in trouble. 

ME: You just don’t want to be culpable for somebody. 

FACE: Yeah. I like having my nights just for me. Just get some meditation going. Going out and painting. 
Being out in the city. What’s really a good thing about painting in Taipei is you can wear a mask. 
That’s one of my favourite things because it’s totally acceptable for people to wear a surgical mask 
because people wear that and they look like they’re sick. People don’t think you’re a criminal in 
Taiwan wearing a mask, like people will look at me more for my white face than for my mask. 

ME: So if you wear a mask and a hoodie, people won’t even notice you’re foreign? 

FACE: A hoodie? Maybe. I know a guy who actually goes out painting in a hoodie. I usually just wear a hat. 
I don’t want to tell everyone who I am. I often wear a hat and a mask, and… I think I don’t look like 
some strange foreigner that’s riding around on my bike with a big backpack full of paint. 

ME: So that’s how you do it? On your bike? 

FACE: Yeah. You can do it with your bike or… It’s nice because Taipei’s really flat, so it’s easy to get 
around. 

ME: Yeah. You can get across the city in 20 minutes, 25 minutes. 

FACE: Yeah. You can go from end to end of the city in 30 minutes. My friend used to be a bike messenger 
guy. Um you can hit end to end in, like, 30 minutes if you know all the right routes. 

ME: So what do you normally carry when you go out? 

FACE: I don’t know. It depends, like if I’m doing a roller I’ll put a bucket of paint, and, like, have a big-ass 
extension and a roller on me or cans of paint, markers, and mops, and all that stuff. 

ME: Do you have any particular bag or something like that for carrying your paint? 

FACE: Yeah, I’ve got a painting bag. 
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ME: Is it a specialist graffiti painting bag or is it just a… 

FACE: It’s like a big messenger bag that’s made to carry… I can carry about 16 cans… no actually probably 
like 24. 

ME: How many cans would you go through in a night? 

FACE: Six… something like that… it depends on what you’re doing. You know if you’re going to do some 
big elaborate thing with multiple colours and you need a lot of fill in and stuff, but most of the time 
I just go out and bomb tags, stuff like that. Or do some throw up on a rooftop or something. 

ME: Which paint do you use and where do you buy it? 

FACE: PP… is really good concentration of paint. It’s cheap… and I go straight to the distributer cos if you 
buy it at normal hardware stores its more expensive. 

ME: Actually, I know PP is a popular brand around here for painting, but I’ve actually never seen it in a 
shop. 

FACE: Yeah, well… it’s the best stuff, and it’s made in Taiwan. 

ME: It’s one of the few ones that they sell different caps for. 

FACE: Yeah. You can fit fat-caps, thin-caps, chisel-tips, and astro-caps, everything. 

ME: Do you ever buy any of the imported foreign paint from CityMarx, any of that kind of stuff? 

FACE: No, I don’t bother with Montana, that kind of stuff’s just too expensive. I mean my friends do it, like,  
sometimes if they’re getting commissioned to do some work and they’re, like, oh this guy’s giving 
me a bunch of money so I could do something. Like I know the CityMarx guys, they use all Montana, 
and it’s REALLY nice paint. Like it comes out really fast. Like I know a guy, my friend NOE, he 
talks about how he can do a throw up in, like, 3 minutes. Just because that stuff blasts out really fast. 
I actually just use 2 cans at a time when I’m trying to do a fill in so I can get it up really fast. I put 2 
cans of the same colour, one in each had, and I just fill it up really fast. But the Montana stuff it 
comes out really fast. It’s really thick, and it doesn’t run, but I’m not going to pay… NT $150 - $170 
for one can of paint when I can pay NT $60 for a can of PP. 

ME: NT $60 for a can of PP is super cheap. 

FACE: It’s cheaper than Krylon. 

ME: Really? 

FACE: I remember I used to use shitty Walmart paint, which is about NT $30 a can, but you can only get 
away with, like, some colours, and it’s crap. Krylon in America is about US $6 and that’s about… 
no probably about US $4 that’s about NT $150. 

ME: Yeah, so it’s half the price. 

FACE: Yeah, it’s half the price, and it’s really good. Because it’s made here… that’s kinda why I drink 
Taiwan beer because it’s made here, and I like to support Taiwan. And the people I buy paint from, 
it’s a local store, and like, most the writers go there. It’s nice. He’s, like, set up… I don’t want to tell 
you who he is, but… he supports the writers, and they have a box… a shoebox set aside where people 
put their stickers, so like when people come there they, and they buy paint, they put their stickers in 
the box, and so… yeah, you know who’s been there and like everybody talks about it… because he 
actually gives the best price. If you’re posting this, and like other people read it, they’ll probably be 
like, “Where the fuck do they get cans for NT $60…” 

ME: I’ve actually seen them on… not Yahoo auctions, but like other auction sites for NT $65… um… 
yeah… Do you… You know, going back to Taiwanese writers, and you know, you said that they’re 
still pretty much copying US styles and whatever else… 

FACE: Well… they’ve very much developed their own styl… I don’t know about their own style, but I’ve 
definitely seen some other styles. Like there’s a lot of people that come here from Japan and people 
from Hong Kong and other people that’ve… yeah, and they come and do their missions here. 

ME: Do you see many people writing in Chinese instead of using Roman letters? 

FACE: I know that some writers from like Taichung and Kaohsiung… there’s some writers down there that 
just write in Chinese. 
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ME: Because I spoke to… the writers that I’ve spoken to all reckon that Chinese characters are too 
complicated for tagging. 

FACE: That’s a lot of the reason why they go back to English, and also because writing in English… you 
can put it on the internet… because we’re living through the internet now, and so if you’re trying to 
spread your name people are going to be able to see it like this, and if they see some Chinese they’re 
just going to swipe right past it, but if they see some English they say, “Oh that’s this guy!” 

ME: Do you reckon they’re conscious of the fact that… 

FACE: Building your name is important. 

ME: Ok, so… a lot of people who’ve studied graffiti in the past have talked about status… internal status 
hierarchies within graffiti… building your name… Do you find Taiwanese kids to have any of this 
kind of aspect? You know they… there is an internal hierarchy and there are people trying to get to 
the top of it? 

FACE: Yeah, everybody is. Everyone’s trying to be the king. Everyone’s trying to be like, I’m king of the 
city. 

ME: What makes you the king of the city in Taipei? 

FACE: Like, the most tags. You’ve got the most throw ups, got the most burners, got the most spots or the 
most well spread, you’re the most well seen, everyone knows about you. If everyone sees you… like 
Candy Bird, I don’t even consider him a graffiti writer. He just does legal stuff, and most of it’s done 
with a brush. And I know… like, he does the abandoned stuff, him and OGAY, they always do the 
abandoned stuff. And I just don’t see that as graffiti. I don’t mean to be a dick, but I don’t really see 
that as graffiti. 

ME: Aerosol art. 

FACE: Yeah. 

ME: Going back to… you were saying that you maintain the fact that you’re a graffiti writer in parallel 
to the fact you’re an artist. Which is more important to you? 

FACE: It’s hard to say. It’s like… Is my work more important or is what I love to do more important? I love 
to have… I like to be considered an artist because there’s different communities, like you’ll work 
towards your fame in the graffiti community, or you’ll work towards your fame in the artist 
community. And the art community is really big out here in Taipei, and the graffiti community’s 
pretty big out here. So, I try to have a balance, and I try to separate myself, and… maybe my art 
career is more important because I also make books. I do book shows, and I also do gallery shows. I 
don’t do that many canvasses. I used to do more, do a lot of water colours and stuff like that, but… 
going out bombing is mostly for me. 

ME: In what way is it for you? 

FACE: It makes me feel capable. It makes me feel, like, powerful, like I’m superman going out there, and 
like, taking over the city. And people can see me, and they say they see me everywhere… as opposed 
to being in a gallery… it’s like, oh, sorry I didn’t get to your show. 

ME: Yeah, I will say that I didn’t realise you were a foreigner, but I have seen your work everywhere. 

FACE: I came here for a vacation 8 years ago and I painted and my stuff is still here from 8 years ago. Like, 
stuff doesn’t get cleaned up. Like, if you can choose the right spots, they won’t buff it. If you can 
pick the right spots, that’s another thing that makes some people better than others because some 
people know how to pick spots. 

ME: How do you pick a spot? 

FACE: You see that it’s standing there, but nobody cares about it. You see that it’s not going to get taken 
down any time soon. Some of the places are protected by the government. Like, there’s some 
government buildings where if you paint it will still get cleaned up. 

ME: Is there a hall of fame or a wall of fame anywhere in Taipei? 

FACE: Right over there. There was a place called the Uzium (Uzeeum) where people painted, for years. It 
was there for about 7 years. And people would just go and paint down there. People used to go and 
get their wedding photos. But then they fenced it off, and buffed all the walls. It’s really sad. But 
yeah, and… I don’t know, there’s some places… there’s like this one down by the beach that’s really 
cool. There’s a bunch of places that are like historic, and people have had pieces running for years. 
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Like, if you go down by the artist’s village, by… what’s it called… treasure hill. There’s a racket 
ball court there that has some pieces that’ve been there for a long, long time. Some of the old graffiti 
writers… 

ME: I went to an abandoned car assembly plant out in New Taipei city that has graffiti there from… right 
back… I don’t know. Whenever it started in Taiwan. You said 2000. 

FACE: Also the bottle cap factory in Nangang is getting demolished right now. That place was really big. 
And there’s other big buildings, like old factories. There was the train yard that just got demolished 
in Nangang too that was really huge. Lots of buildings. Like 6 floor buildings, and everyone had a 
piece in there. And in this huge train yard had a whole bunch of stuff in there. 

ME: Is there any aggro in the scene here? 

FACE: It’s not bad. 

ME: Do people get pissed off? Like violent if you go over their stuff? 

FACE: I imagine if you’re a novice and you do that shit… Like I know some people that don’t like some 
people. And they’ve talked about fucking beating the shit out of somebody if they ever saw them. 

ME: Does that ever happen or is it just words? 

FACE: I haven’t seen it happen… I’ve seen it happen with 2 people who are now friends. They were 2 
international writers that were talking about getting this one spot, and one guy got it after this other 
told him about it. And they just beat it out of each other one night… but it’s really not that bad 
because there’s not a lot of writers, and there’s enough space where you don’t have to go over each 
other… like there’s not a lot of… it’s not gangster shit out here. Like a lot of the time, when I was 
in the bay area, we had crews, and we were like a family, and we like… did shit together… like we 
partied together, sometimes we worked together. Sometimes it’d be like… I don’t know… but your 
crew name, like, stands for you. Like I remember there were people in the crew that don’t even write. 
And, like, if something happens, then like I’ve got your back and… 

ME: So some members were there just to police it? 

FACE: A lot of people were a little bit more aggressive about fighting in other places and, like, people don’t 
really fight here. 

ME: Yeah. I’ve gotten that impression. How did you meet people in your crew in Taipei? 

FACE: People I skate with. People I ride my bike with. Bunch of old skaters. Like I go OMB’s On My Bike, 
On My Board. Stuff like that. We’ve been friends for like 4 years now. We skate together. We ride 
bikes together, and we paint together. So it’s good like that. It’s not just writing. Like, I know a lot 
of other people, but like it’s… we don’t have any reason to hang out, but painting, and there’s the 
language barrier. Like I know a lot of graffiti writers and they, like, give me their phone number, and 
like hey let’s go write together, but… I don’t know… I just like writing by myself. I don’t like going 
missions so much even though it’s good to have a look out… I really like going out by myself. 

ME: Is a look out particularly necessary in Taipei? 

FACE: If you want to do some spots, like, where there’s traffic going by. Like, that’s mostly why I do tags 
and stuff like that because I go out by myself. And I don’t want to get busted because I’m married 
now. 

ME: I live in Datong, and it’s pretty heavily bombed, but it’s all tagging and throw ups. There’s very little 
else. Is there much of a scene for murals? Non-legal murals. 

FACE: You see that shit down at the legal wall, but there’s some people that do it. Yeah, but most of the 
time people… like I know HOWA does big stuff. SAYME did big stuff. SAVES did big stuff before. 
Um, this guy UDON… STUEY, OPTIMIST are other bay area writers. They do a lot of big shit out 
here. And other people sometimes come in a surprise you with stuff, but… 

ME: Does anybody paint trains here? 

FACE: I mean, there’s the MRT. I don’t think anyone’s done the TRA. I know a guy who’s done the MRT 
one time, but he really… they tried to get him. 

ME: Yeah. I feel like the MRT is a huge no, no in Taiwan. Like nobody would have the balls… or rather 
that people are wise enough to know that that’s going to be… 
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FACE: Yeah, it’s been done. It gets cleaned up really fast, and… I don’t know, like, it’s pretty heavy and 
shit going and doing that because there’s cameras everywhere. You’ve got to go in there with masks 
and you’re probably on camera painting. 

ME: I feel that definitely there are cameras, but it’s not very policed. 

FACE: Yeah, there’s not going to be people running up on you, really. There’s not a lot of… I mean… There 
are people doing patrols. There’s a lot of police, but it’s something that you can get around. I 
remember a long time ago, police used to drive around with their sirens on, and with their lights 
flashing all the time, so you could see a cop coming from far away, but now they’re not doing that 
as much as they used to. And, yeah… it’s definitely getting… like, there’s a taskforce for graffiti 
now that keep a portfolio of all the writers, and they take pictures of everything. Like, my friend got 
busted one time, and they brought out the book, and said, “Do you know this guy? Do you know this 
guy? Do you know this guy?” And, so they are looking for people, and they do look you over on 
camera, so you got to be careful that you don’t paint close to home or that you zig-zag on your way 
home. So you’ve got to be careful. 

ME: So what is the worst kind of punishment that Taiwanese or you could encounter getting caught? 

FACE: Nothing. 

ME: Nothing? You don’t have to clean it off? 

FACE: Just pay it off. I think so. I don’t think you’d get arrested. I don’t know how it works, like, if you’re 
someone that’s done a lot of damage. No one’s been really busted with some kind of record or they’ve 
been, like, “We have all these pictures of all your shit, and we’re going to take you down.” Like my 
friend was a writer for a long, long time. Like, 7 years. And he got busted, he’s the guy that they 
took the portfolio… the book out to and showed him that. And, I don’t know if he had a lot of stuff 
in the book, but I know he had been painting for a long time. And he got spooked, and he doesn’t 
really paint anymore. All he does is the legal walls now. You know, it’s really nice because there’s 
lots of legal walls. 

ME: Yeah, there’s like 13 or something all the way around the riverside. 

FACE: Yeah, all the way around the bike paths. It’s crazy. That’s how well it’s accepted. You know, I 
actually went painting there today in the day time. Like I know a lot of friends of mine, they go there 
at night time. I go in the day time. I don’t fucking care. 

ME: I was riding past one the other day, and there was a Taiwanese guy there with his girlfriend, painting, 
leisurely as you could please. Nobody batted an eyelid. Some people stopped to look, and were like, 
yeah. 

FACE: Yeah, like sometimes I worry about it because I don’t know how recognisable my painting is, or if 
someone’s going to be like, “Oh you did this, and blah, blah, blah!” But, like, in other countries, 
people are like, “Oh, you do graffiti. You’re a criminal.” Here, they sometimes think that you’re just 
an artist or whatever. 

ME: You know I’ve heard that abroad, a lot of people will get fame for a certain tag, but they will change 
their tag once they get a lot of heat. I presume it’s not necessary in Taiwan? 

FACE: Yeah, my friend that got… that guy Jimmy, the police talked to Jimmy about him, and were all, 
“Who’s this guy, and da, da, da.” He was talking about changing his name, but he never did. 

ME: So it’s not necessary? 

FACE: Um… he’s really careful. He’s much more careful than I am. But, yeah… he doesn’t do anything. 
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KEVIN 

ME： KEVIN, 有沒有你的 TAG？ 

 Kevin, do you have a tag? 

KEVIN： 不會，我有一個秘密的 TAG，不要說 

 I have a secret tag. I don’t want to say it. 

ME: 所以，我可以叫你 KEVIN 嗎？ 

 So can I call you Kevin then? 

KEVIN: 可以 

 Sure 

ME: 你塗鴉有多久？ 

 How long have you been doing graffiti? 

KEVIN: 店開多久，就塗鴉多久，所以 3 年多了 

 I’ve been doing it since my shop’s been open. So over 3 years. 

ME: 你怎麼認識塗鴉的？ 

 How did you come to know about graffiti? 

KEVIN: 以前多多少少都有看過，但真正參與的時間是 3 年，因為開了店認識他們。 

 In the past, I for the most part I saw it, but I’ve only been involved with it for 3 years because I met 
these guys (MOUSE, MACK, ROACH etc.) through opening the store. 

ME: 為什麼喜歡塗鴉? 

 Why do you like graffiti? 

KEVIN: 塗鴉就是要去表達一些什麼東西去做這一件事情及符合的含義，每一次大概都不一樣吧 

 Graffiti is about wanting to express something, doing something, and in keeping with its meaning. 
Each time is usually different. 

ME: 你去塗鴉會得到什麼成就感？你覺得這樣在你生活上很重要嗎？ 

 Do you get a sense of accomplishment from doing graffiti? Is that important to you? 

KEVIN: 要表達的東西比較重要，我覺得 

 What you want to express is more important, I think. 

ME: 你覺得喜歡塗鴉跟高中，國中的教育情況有關係嗎？我問你那個是因為很多訪問過的台北

塗鴉人都跟我說，國中，高中的時候沒有辦法做自己愛做的事，他麼為什麼喜歡塗鴉是因

為要畫什麼，就畫什麼，沒有人會跟他們說這樣畫的不行 

 Do you think that liking graffiti has anything to do with your situation during high school or middle 
school? The reason I ask is because lots of graffiti writers I asked in Taipei said that during middle 
school and high school they didn’t have any way do what they loved doing. That they liked graffiti 
because they could paint what they liked, and nobody could tell them they were doing it wrong. 

KEVIN: 我覺得跟學校的關係比較少，最主要是看到外國之後，很大的關聯 

 I think it’s not really related to school. I think it’s much more related to going abroad. 

ME: 你去過國外嗎？ 

 So you’ve been abroad, then? 

KEVIN: 幾個月 
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 Yeah. A few months. 

ME: 你去哪裡? 

 Where did you go? 

KEVIN: 歐洲 

 Europe. 

ME: 歐洲哪裡？ 

 Where in Europe? 

KEVIN: 法國，德國，盧森堡，比利時，大概就是這些國家 

 France, Germany, Luxembourg, and Belgium. Probably just those countries. 

ME: 那邊有好多塗鴉 

 There’s lots of graffiti there. 

KEVIN: 當然，非常的多 

 Of course. So much. 

ME: 你爸爸媽媽對塗鴉有什麼看法？ 

 What do your parents think about graffiti? 

KEVIN: 沒有 

 Nothing 

ME: 他們不知道嗎？ 

 Do they know about it? 

KEVIN： 他們不知道 

 They don’t know 

ME: 雖然你有賣噴漆的店，他們也不知道嗎？ 

 They don’t know even though you run a spray paint shop. 

KEVIN: 不知道 

 They don’t know. 

ME: 怎麼可能？ 

 How’s that possible? 

KEVIN: 沒有多少人知道我有畫 

 Not many people know I paint. 

ME: 你爸爸媽媽不住台南嗎？ 

 Your parents don’t live in Tainan? 

KEVIN: 住啊，但是我也沒有跟他們一起住 

 They do, but I don’t live with them. 

ME: 我沒有想到你可以有一個賣噴漆的店，但爸爸媽媽都不知道 

 I wouldn’t have thought you could run a spray paint shop without your parents knowing about it. 

KEVIN： 他們知道我有賣噴漆的店，他們知道塗鴉這個東西。也不只他們不知道，其他人也不知道，

可能知道我有畫 TAG，但也不知道我畫甚麼 tag，像諸如此類（etc.）。 
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 They know I run a spray paint shop, and they know about graffiti. It’s not just them, but nobody 
knows. Maybe they know I go tagging, but they don’t know what I tag paint etc. 

ME: 你為什麼想要秘密的這樣做？這是你的個性嗎？ 

 Why do you do you it in secret like this? Is it just your way of doing things? 

KEVIN:  不知道耶，就想這樣做。成就感就是來自於大家會覺得，台南有這個 tag，但不知道這人是

誰。 

 I don’t know really. I just like it this way. My sense of accomplishment comes from people in Taiwan 
knowing that this tag is in Tainan, but not knowing who did it. 

ME 所以你有被警察抓過嗎? 

 So have you ever been caught by the police? 

KEVIN: 沒有 

 Nope. 

ME 所以你不怕警察? 

 Are you afraid of them? 

KEVIN 不怕啊，反正大不了罰幾千塊而已 

 Not at all. At worst they’ll just fine you a few thousand dollars. Nothing more. 

ME 你喜歡哪種塗鴉? 

 What kind of graffiti are you into? 

KEVIN 類型的話，像 sweet muno(?)這種，比較 peace，比較 old school 的作法 

 Styles like sweet muno(?) more piece and old school kind of work. 

ME 有沒有特別喜歡的台灣塗鴉人?除了 mouse 以外 

 Are there any graffiti  

KEVIN 其實沒有耶，因為大家都認識，所以沒有特別喜歡誰 

 Actually, not at all. Everyone knows each other, so there aren’t any that I especially like. 

ME 所以沒有覺得哪個前輩特別厲害? 

 So there aren’t any older graffiti writers that you think are especially skilful? 

KEVIN 沒有。其實我覺得塗鴉就是一個自由的東西，不會因為你是前輩，就對你特別喜歡。 

 Nah. Actually I think that graffiti’s all about freedom. I won’t like someone just because they’re 
more experienced than me. 

ME 你覺得台灣的塗鴉人跟一般人有不一樣嗎? 

 What’s the difference between Taiwanese graffiti writers and ordinary people? 

KEVIN 不會啊，都差不多啊 

 Nah. Everyone’s pretty much the same. 

ME: 那塗鴉人跟藝術家呢? 

 How about graffiti writers and artists? 

KEVIN 不會差太多，因為兩個都是在表現自己 

 They’re not so different because they’re both expressing themselves. 

ME 所以你覺得塗鴉一定要違法嗎? 
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 So do you think graffiti definitely must be illegal? 

KEVIN 對我來說不一定要違法。但是可能要有某一些經歷。 

 As far as I’m concerned, it doesn’t necessarily need to be illegal, but you should have some 
experience. 

ME: 所以你不覺得違法是塗鴉很重要的一部分嗎? 

 So you don’t think that being illegal is the most important part of graffiti? 

KEVIN 他很重要，但是也跟其他事情一樣重要 

 It’s important, but it’s just as important as everything else. 

ME 五年之後你還塗鴉嗎?還會賣噴漆嗎? 

 Will you still be doing graffiti in 5 years? Still selling spray paint? 

KEVIN 如果都很 OK，當然還會繼續 

 If they’re both OK, then of course I’ll still be doing them. 

ME 有沒有女生的塗鴉人? 

 Are there any female graffiti writers? 

KEVIN 有啊 

 Yeah 

ME 在台南 

 In Tainan? 

KEVIN 高雄，台北 

 Kaohsiung, Taipei. 

ME 所以很少? 

 So not many? 

KEVIN 對啊很少，但是在台灣有一個很特別的現象，在國外塗鴉是一個違法、犯罪的行為，人家

知道你在畫塗鴉，就會覺得你是 criminal。但是在台灣比較不一樣，像我弟弟在學校就有一

個塗鴉的社團，我覺得這在其他國家是比較難看到的，當然也是其他國家想要進行並達到

的 Step，但台灣已經在進行了，而且在學校的社團，其實有很多女生是對塗鴉有興趣的。 

 Yeah. Very few. There’s a special phenomenon in Taiwan. Overseas, graffiti is and illegal, criminal 
activity. If people know you do graffiti, they’ll think you’re a criminal, but in Taiwan it’s a bit 
different.  Like my little brother has a graffiti crew at his school. I reckon this is something you see 
rarely in other countries. Of course it’s also a step that other countries want to reach, but Taiwan has 
already achieved it. And furthermore, in school clubs there are actually lots of female students who 
are interested in graffiti. 

ME 那為什麼沒有比較多女生去塗鴉? 

 So why are there relatively more girls who do graffiti? 

KEVIN 台灣社會觀念還是重男輕女比較嚴重，女生的權力比較沒有這麼多，所以可能是因為這樣

子 

 In the eyes of Taiwanese society, boys are still considered more important than girls. Girls are more 
restricted in their freedom. So I think it it’s related to this. 

ME 你覺得一般人對塗鴉有什麼看法 

 What do you think ordinary people think about graffiti? 

KEVIN 如果是畫在跟他們有關係的地方，他們就會有意見，如果是畫在跟他們沒關係的地方，他

們就沒意見。 
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 If you paint somewhere related to them, they’ll definitely have an opinion. If you paint somewhere 
unrelated to them, they don’t have an opinion. 

ME 說到認同的話，塗鴉是你認同很重要的一部分嗎? 

 Talking of identity, is graffiti a big part of your identity? 

KEVIN 現在的話是這樣。因為現在我身處在這個環境裡，所以我會說他是很重要的一部分，但要

是哪一天我離開這個環境，可能他就會變成第二、第三重要的東西，並不會是最重要的一

部分，但我還是會繼續做。 

 It is at the moment. I’m in this environment at the moment, so I can say that it’s a big. But if I leave 
this environment one day, it will probably become second, or third most important. It definitely 
won’t be the most important part, but still I’ll keep doing it. 

ME 你們除了塗鴉以外有別的興趣嗎? 

 Is there anything else you’re into aside from graffiti? 

KEVIN 我喜歡打電動 

 I like playing computer games. 

MOUSE 我以前喜歡滑板，但現在，nah。哦，我喜歡喝酒 

 I used to like skateboarding, but now… nah… I like drinking. 

ME 有沒有透過塗鴉特別想表達的東西? 

 Is there anything else you especially want to say about graffiti? 

KEVIN 其實如果是針對台灣這個地方的話，我比較希望大家可以學習國外的技巧，但是畫台灣的

東西，做一點自己的文化、自己的民俗的東西。現在比較多小朋友接觸到塗鴉，很多都是

看到國外塗鴉畫什麼東西，他們就畫什麼東西，所以這是我努力的目標，可能要多一點

event, class 去推動他們去做這件事情，by Taiwan’s way 

 Actually if it’s regarding Taiwan, I wish everyone would learn foreign techniques, but paint 
Taiwanese things. Their own culture, and folk customs. Nowadays more young people come into 
contact with graffiti. Most of them see foreign graffiti, painted whatever. They paint whatever. So 
this is the goal that I’m striving for. Maybe we need more events and classes to motivate them to do 
this. 

ME 這是我想要問你的，怎麼用台灣的風格或文化來塗鴉? 

 I want to ask you, how do you do graffiti in a Taiwanese style or culture? 

KEVIN 這個我們之前有辦過 event，等等可以給你看 video，可以做為你之後 research 的材料，基本

上就是學習他們的技巧，畫我們的東西。 

 We did this once when we held an event. I’ll show you a video in a moment. You can use it in your 
research afterwards. Fundamentally it’s to study their techniques, and paint our things. 

ME 如果是去 bombing 的話，有沒有台灣人特別的習慣? 

 When you go out bombing, are there any especially Taiwanese habits? 

KEVIN 可能是畫出來的東西不一樣，是用自己文化的東西去做 

 It’s probably just what we paint is different. Do it with our own culture. 

ME 所以你覺得塗鴉到最後會變得跟嘻哈一樣嗎?像嘻哈一開始是美國的東西，後來到了全世界，

而且現在到處都有自己的嘻哈，台灣也是，rapping 的時候會講台語，雖然台灣沒有美國的

gangster，但你們有自己的 gangster，都不一樣，你覺得塗鴉到後來會變成這樣嗎? 

 So do you think that in the end graffiti will end up like hip-hop? Like how hip-hop was an American 
thing in the beginning, but spread to the rest of the world, and now everywhere has its own hip-hop. 
Taiwan does too. When people rap, they do it in Taiwanese. Even though there aren’t American 
gangsters here, you have your own ones. They’re different. Do you think in graffiti will end up like 
this? 
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KEVIN 因為這個東西跟藝術比較有關聯，很講求 style，所以希望他會變成這樣，目前還沒有，但

希望以後會。 

 Because this is more related to art. It emphasises style, so I hope it will become like this. Currently 
it doesn’t, but I hope it will later. 

ME 我的印象是很多外國人喜歡來台灣塗鴉，你覺得是這樣嗎?如果是的話是為什麼? 

 My impression is that lots of foreigners like to come and do graffiti in Taiwan. Would you agree? If 
so, why do you think that it? 

KEVIN 其實都是 commision的比較多，大多數的外國人來台灣都不是為了塗鴉來的，只是旅遊，然

後順便畫。不過其實我們西方的遊客沒有那麼多，所以大部分應該會是香港比較多(I am not 
sure it means more graffiti writers go to HK for graffiti or more HK graffiti writers visit Taiwan than 
westerns) 

 Actually it’s more commissioned jobs. The vast majority of foreigners who come to Taiwan don’t 
come to do graffiti. They just come to travel, and paint on their way. But actually, there are relatively 
few western tourists that come here. Most of them are from Hong Kong. 

ME 所以有沒有很多香港的塗鴉人來台灣?或是日本等等 

 So are there many Hong Kong graffiti writers that come here? Or Japanese? 

KEVIN 有啊，都會有。日本的話像上次的 powwow。 

 Yeah. Both of them. As for the Japanese, like the last POW WOW. 

ME 所以你們都會去 powwow? 

 So you guys will all go to POW WOW? 

KEVIN 會啊，不過我不是去畫，我是因為賣噴漆的關係，所以我是 partner。像經由這些大型的活

動，讓你在畫 piece 的時候，覺得不是自己一個人，不是在做違法的事情 

 Yeah. But I won’t go to paint. I’ll go in relation to selling paint, so I’m a partner. Like in these large 
scale events, when they’re making you paint pieces, I don’t feel like I’m one of them. Not doing 
illegal things. 

ME 說到 piece，因為 piece 跟 tagging 都是塗鴉的一部分，很多人是從 tagging 開始，可能十年、

五年之後才會去畫 piece，你覺得所有的塗鴉人都會希望後來可以畫 piece?還是很多人其實

覺得只要畫 tagging 就好? 

 Speaking of pieces. Pieces and tagging are both part of graffiti, and lots of people start out tagging. 
Perhaps only start doing pieces after 5 or 10 years. Do you think that all graffiti writers hope that in 
the end they can paint pieces? Or lots of people think that tagging is enough for them? 

KEVIN 我覺得後來做 piece 的人會比較多，在台灣只做 tagging 的會比較少，我知道只有 3、4 個人

而已。我就是那 3、4 個人，哈哈~ 

 I think that people who do pieces in the end are more common. There aren’t that many in Taiwan 
who just tag. I only know 3 or 4. That’s about all. I’m that 3rd or 4th person. 
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MACK 

ME Mack，可以自我介紹一下嗎? 

 Hi MACK, can you introduce yourself a bit for me? 

MACK 我從國中的時候就很喜歡塗鴉，但我那時候不知道要去哪裡找塗鴉的東西，就自己摸索，

覺得 Mack 寫起來很順，就決定叫做 Mack。那時候網路沒有那麼發達，沒有 FB，沒有

instagram，那時候只有無名小站(wretch.cc, local blog, album and social media which has been 
bought by yahoo)跟 Yahoo 知識家(yahoo knowledge)，那時候也因為玩滑板才接觸到塗鴉，但

還是很少人在玩塗鴉，也不知道去哪裡找，所以就去網路上的 Yahoo 知識家發問，等了十

幾天才有人回答，那時候有個團體，類似交流網站，團體叫做 DPC(?)，認識了之後才發現

有這麼多玩塗鴉的人，很興奮的一直問問題，之後就慢慢的到現在這樣。 

 I’ve liked graffiti since middle school, but I didn’t know where to find graffiti stuff at that time. I 
just fumbled around alone. I thought that MACK looked smooth when written, so I chose this name, 
MACK. At that time, the internet wasn’t this developed. There wasn’t any Facebook, or Instagram. 
At the time there were just a few unknown local websites and Yahoo Knowledge. I came into contact 
at the time through skateboarding too, but there weren’t many people doing graffiti, and I didn’t 
know where to find them. I posted a message on Yahoo Knowledge, and after a few days someone 
finally replied. There was a group, a website similar to a forum, the group was called DPC (DARK 
PARADE CREW). After I got to know them I discovered that there were so many people doing 
graffiti. I was excited, and asked so many questions. Slowly I ended up here like this. 

ME 所以你玩塗鴉有多久? 

 So how long have you been doing graffiti? 

MACK 今年剛滿三年 

 This year makes it 3. 

MACK 一開始先 tagging，後來開始慢慢找空地，然後細心的去畫一張 piece，盡量把它畫到完美。 

 In the beginning I went tagging, and then later started looking for space to write. Finally I carefully 
painted a piece. I painted it as beautifully as I could. 

ME 你爸媽知道你是塗鴉人嗎? 

 Do your parents know you’re a graffiti writer? 

MACK 現在知道 

 They know now. 

ME 他們對那個有什麼看法? 

 What do they think about it? 

MACK 他們叫我不要玩，那是壞小孩在玩的東西之類的，我就說干你屁事，我喜歡啊，所以一開

始也是不認同，但現在是認同的，就是沒辦法了，只好認同。 

 They tell me not to do it. They tell me it’s something that bad little kids do. That kind of thing. I just 
tell them to mind their own business. I like it. So at the beginning they didn’t acknowledge it, but 
they do now. They have no choice, they just have to acknowledge it. 

ME 很多其他的塗鴉人是對藝術有興趣，你也是這樣嗎? 

 Lots of graffiti writers are interested in art. Are you too? 

MACK 一開始我只對塗鴉有興趣，才去學設計 

 I only went to study design after I was interested in graffiti first. 

ME 所以塗鴉帶動你去畫畫? 

 So graffiti led you to painting? 

MACK 對，塗鴉是帶動我畫畫的動力 
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 Yeah. Graffiti was my motivation to paint. 

ME 所以你幾歲? 

 How old are you MACK? 

MACK 19，我還是學生，我是年輕人~我現在是在學設計這塊，但主要還是希望能專精塗鴉，玩到

後來會覺得，啊其實塗鴉也沒什麼，但是塗鴉裡面還是有他的精神，必須要用美感去把這

精神好好的表達出來，所以技巧也是有一部分很重要的 

 19. I’m still a student. I’m still young. I’m still studying design, but I hope I can become an expert 
in graffiti most, and keep doing until I can see other graffiti and think, “Ah. All other graffiti is 
nothing.” But graffiti has its own essence. You have to express this essence well through you own 
sense of aesthetics, so technique is also a big part of it. 

ME 所以你會希望後來能用塗鴉來賺錢嗎?還是你希望可以當設計師?跟 Mouse 一樣把你的設計

跟塗鴉分開 

 So do you hope to be able to use graffiti to earn a living later? Or do you hope to be a designer? Or 
keep them both separate like MOUSE? 

MACK 應該是說絕對不能把喜歡的東西當吃飯的東西(make your hobby into your career)，因為可能

會有商業利益(的衝突)之類的，但當然最好的話還是希望可以這樣，所以可能塗鴉還是當副

業，做別的事情當主業。 

 You should say that you absolutely can’t make your hobby into your career because there will 
probably be a commercial conflict of interests. Things like that. But of course I hope I can do that 
later on. So perhaps graffiti could still be a side business, and do something else as my main job. 

ME 塗鴉和街頭藝術哪裡不一樣? 

 What’s the difference between graffiti and street art? 

MACK 塗鴉是個很開心、很帥的事情，街頭藝術也是很開心很帥的事情，講到底都還是塗鴉 

 Graffiti’s something fun and cool. Street art is also fun and cool. In the end they’re both graffiti. 

ME 所以塗鴉一定要違法嗎? 

 So does graffiti have to be illegal? 

MACK 塗鴉是一體兩面的東西，很難說他一定要非法還是違法。 

 Graffiti is a two sided thing. It’s hard to say that it has to be either illegal or against the law. 

ME 可是你好像比較喜歡違法 

 But it seems you like illegal graffiti more. 

MACK 違法的當然喜歡啊 

 Of course I like Illegal graffiti! 

ME 哈哈，為什麼? 

 Why’s that? 

MACK 因為爽。一開始你都會覺得很酷啊很爽，但玩到之後你就會開始在意說你想表達的東西是

什麼，或是有些事情讓你覺得很憤怒很憤怒，但你沒有辦法為這件事情做些行動，這種時

候用塗鴉可以讓更多人知道這是不好的。可能有一點政治關係，表達你自己的想法。或是

也可以把他弄得很好笑的東西，讓別人看到 

 Because it’s cool. When you start doing it, you’ll think it’s cool and invigorating, but in the end 
you’ll start to be more concerned with what you’re trying to express or things that upset you a lot, 
but that you have no way of doing. In these kinds of times, you can let lots of people know it’s no 
good with graffiti. Possibly it’s a little related to politics and expressing your own views. Or you can 
also use it to do something funny and have others see it. 

ME 你希望誰可以看到你的 TAG?一般人還是塗鴉人 
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 Who do you hope can see your tag? Ordinary people or graffiti writers? 

MACK 我覺得是塗鴉的人。一般的人看，就會覺得’’哦，這就是塗鴉’’，但讓塗鴉人看到，

如果他認同我這個 TAG，算是塗鴉人之間的溝通方式，占據地盤的感覺 

 I think graffiti writers. If ordinary people see it, they’ll just think, “Oh. This is just graffiti.” But 
letting writers see it, if they acknowledge this tag, then it’s considered a means of communication 
amongst graffiti writers. In the sense that it’s claiming territory (占據地盤的感覺). 

ME 所以你怕警察嗎? 

 So are you afraid of the cops? 

MACK 以前怕死了，現在還好 

 I used to be terrified of them, but not so much now. 

ME 被抓過嗎? 

 Have you been caught? 

MACK 被抓過好幾次，不過這裡是台南，所以警察不太會罰錢，會留你的身分證字號，留一留就

放你走了，只要你打悲情牌(play crying card like I am poor, I am just a student or something like 
that)，有一次被抓到罰錢，不過是一群人去畫，後來有人供出來(someone gave his name)。 

 I’ve been caught many times, but this it Tainan, so the cops won’t really fine you. They’ll take 
your ID card number, and after taking it, just let you go as long as you play the ‘poor me’ card 
(打悲情牌). Once when I was caught I was fined but it was a group of us who painted it, and someone 
offered up my name afterwards. 

ME 你有去過台北畫嗎? 

 Have you been to Taipei to paint? 

MACK 目前沒有，頂多去屏東、嘉義、高雄畫。去玩的時候順便 tag 一下 

 Not yet. The most I’ve painted in is Pingtung, Chiayi, and Kaohsiung. I went for fun and tagged a 
bit along the way. 

ME 你會為了 TAGGING 特別去一個地方嗎? 

 Do you go somewhere especially to tag? 

MACK 會，不過目前的經濟狀況不太允許我這樣去做 

 I do, but at the moment my financial situation doesn’t permit me to do this. 

ME 目前在台灣塗鴉界有沒有什麼規定?像是有些地方不能畫，會很麻煩等等 

 Are there any rules in the current Taiwanese graffiti scene? Like are there any places you can’t paint. 
That will cause trouble? 

MACK 是會有的，但是我就想說管他去死，反正不會讓你斷手斷腳(pay a debt in blood)，因為這就

是塗鴉，這也是他其中一部分好玩的東西 

 There are, but I want to tell them to go to hell. After all you won’t have to pay a debt in blood (反正

不會讓你斷手斷腳) because it’s graffiti. This is just one of the fun parts of it. 

ME 有沒有你特別喜歡畫的地方 

 Is there anywhere you especially like to go painting? 

MACK 你是說違法的嗎? 

 You mean illegally? 

ME 對 

 Yeah. 
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MACK 台南這一帶，因為台南路我很熟，加上台南警察人又滿不錯的，所以我覺得台南是個塗鴉

的好地方。加上我在台南長大，台南巷子多，很好跑，牆壁也滿多，不過這一帶會比較多

人看到，或是火車站附近。 

 Tainan. In this area (near the train station, downtown Tainan). I think Tainan’s a great place to do 
graffiti since I’m very familiar with the streets in Tainan, and because the police men in Tainan are 
also great. On top of that, I grew up in Tainan. There are lots of alleyways here. It’s easy to run, and 
there are lots of walls. But more people will see it in this area here or around the train station. 

ME 你國中高中的時候，那時候有去塗鴉嗎?因為我訪問過的塗鴉人都說，他們為什麼喜歡塗鴉

是因為他們受教育的時候很有壓力，所以這是一個可以抒發壓力的方法 

 When you were in middle school or high school, did you go and do graffiti? Because lots of the 
graffiti writers I’ve interviewed, the reason they like graffiti was because they were under a lot of 
educational pressure, and this was a way to vent their frustration. 

MACK 剛開始玩，我不敢，那個時候我一個人而已，只在紙上慢慢練慢慢畫，然後上網查塗鴉有

哪些風格之類的，直到後來認識一個人叫 Open(?)，在交友網站裡面第一次出來團練(group 
practice)，之後就變成好朋友，他也在台南讀書，所以兩個人就會一起去 bombing 到處畫，

滿街都是 tag 這樣。現在比較少了，我想要往 piece 的方向走。 

 When I started it I didn’t dare. After all it was just me. Nobody else. I just practiced, drawing slowly 
on paper, and then I went online and looked up which graffiti styles there were. Like that. I did it 
until I met someone called OPEN the first time I went to a group practice for a friend making website. 
Later on we became good friends. He also studied in Tainan, so we would go out bombing 
everywhere together. Fill up the streets with tags. Like this. Now we do it less. I want to go down 
the piecing route. 

ME 台南可以做違法 piece 嗎? 

 Can you do illegal pieces in Tainan? 

MACK 我們都在廢墟，也不算違法，可是不太容易被抓到，因為是廢墟，被警察抓也不能怎麼樣。

不過有一次在廢墟被警察抓，因為他是法院的宿舍，剛好裡面有人出來除草。 

 We all do it in abandoned buildings. It’s not considered illegal, but it’s also not easy to be caught. 
You won’t get caught by the police or whatever because it’s abandoned. 

ME 台南有一個塗鴉人都很喜歡去畫的廢墟嗎? 

 Is there an abandoned building in Tainan that all the graffiti writers like to go an paint? 

MACK 有啊有啊，以前在青年路有個廢墟，我們都叫他青年路廢墟。以前還有一個叫二空，以前

是合法塗鴉牆，因為本來是個眷村，要拆掉前有人去跟他們溝通，後來就可以畫了，不過

最後還是拆掉了。還有一個四草大橋，在橋下面，不太會有人去，警察經過也睜一隻眼閉

一隻眼，目前我知道的主要是這三個。後來我搬去離市中心比較遠的地方，我就在那邊附

近的廢墟自己畫。 

 Yeah. There is. There used to be an abandoned building on Qingnian Rd. (青年路). There also used 
to be a place called Erkong (二空). There used to be a legal graffiti wall that was originally part of a 
military dependents' village (眷村). They were going to tear it down, but someone went and talked 
to them and afterwards we could go there and paint. But in the end they pulled it down. There’s also 
the Sihcao Bridge. Not many people go under the bridge, and the cops turn a blind eye when they go 
past. At present the main ones I know are these three. After I moved somewhere pretty far from the 
city centre I started painting at abandoned buildings in that area by myself. 

ME 最後一個問題，你對塗鴉有沒有特別想要說的或做的想法?比如說為什麼你喜歡塗鴉 

 My last question. Is there anything else you especially want to say or view you have regarding graffiti? 
Like why you like graffiti? 

MACK 因為帥啊，哈哈。應該是說希望台灣塗鴉可以慢慢發展起來，現在還沒有讓很多人看到，

像現在饒舌，很多人都知道饒舌，想讓之後塗鴉也可以變成這樣，讓更多人參與。 

 Because it’s cool. I should say that I hope Taiwanese graffiti will slowly keep developing. At the 
moment there are still not many people see it. Like rap music at the moment. Lots of people already 
know about rap. I hope that we can make graffiti like that in the future, and have even more people 
participating.  
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MOUSE 

ME: 請介紹一下你的背景。 

 Can you please introduce yourself? 

MOUSE: 我是 Mouse，我是從高中開始塗鴉，因為對嘻哈文化、攝影等等有興趣，去拍一些相關的

照片的時候，他們就拿噴漆給我叫我畫畫看，我說我不會啊，他們說就簽個名而已，哪有

什麼會不會的，所以就產生了我的第一個 Tag，之後就繼續畫下去。 

 I’m MOUSE. I started doing graffiti in high school. I was interested in photography, and Hip Hop 
culture, and once when I was taking a lot of photos related to it, they gave me a can of spray paint 
and told me to have a go. I said that I couldn’t, and they said, “Just write your name, that’s all! 
There’s no can or can’t of it.” So that gave birth to my first tag, and afterwards I just kept writing. 

ME: 所以你之前一起畫畫的同學還有在畫塗鴉嗎? 

 So are the friends you used to go painting with still doing graffiti? 

MOUSE: 沒有了，就是去上班，當刺青師、攝影師之類的。 

 Nah. They’ve all gone off to work as tattoo artists, photographers, that kind of thing. 

ME: 你是什麼時候開始塗鴉的? 

 When did you start graffiti? 

MOUSE: 2007 年左右。 

 Around 2007. 

ME: 所以你是前輩。 

 So you’re a senior writer? 

MOUSE: 應該也還好啦，還有很多比我們更早的。 

 Yeah, maybe. There are lots of people who started earlier. 

ME: 我覺得 calligraffiti 滿酷，你從哪裡得到的靈感? 

 Your style, CALLIGRAFFITI  is really cool. Where did you get the inspiration for it? 

MOUSE: 像一般電腦打字或是招牌設計，以前就在想說如果用寫的呢?所以就參考國外的塗鴉然後開

始用麥克筆模仿這些字體，接著開始用油漆刷畫，然後就把他跟塗鴉做結合。之後看到一

些國外的藝術家，像是法國的塗鴉者(I can’t hear his name)也是這種風格，就發現原來國外

早就有人在做這些事了。 

 Like ordinary type on a computer, or signage design, in the past wouldn’t you have just written it? 
So I just looked at foreign graffiti, and then started using a marker to imitate the letter shapes. Then 
I started to paint it with a brush, and then finally combined it with graffiti. Later on I saw some 
foreign artists, like a French graffiti writer (NAME), also doing this style. As it turned out, I found 
that there were people abroad already doing this. 

ME: 你有用過 calligrafiiti 寫過中文嗎? 

 Have you used this style to write Chinese? 

MOUSE: 有，以前有設計過春聯，然後用英文單字把他寫成中文。像去年是猴年，我就用 ape 之類的

字把他拚成春聯的字。 

 Yeah, I designed Spring Festival couplets (春聯), and later I used English letters and wrote them to 
look like Chinese. Like last year was the year of the monkey. I used “ape” and words like that and 
wrote them to look like the characters in Spring Festival couplets. 

ME: 我訪問過的其他塗鴉人，他們有說為什麼用英文畫而不是用中文，你的看法是什麼? 

 The other graffiti writers I’ve interviewed have talked about why they use English and not Chinese, 
but what is your opinion? 
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MOUSE: 我覺得因為塗鴉是從國外傳進來的，所以當然一開始會用英文來畫，但其實台灣有些塗鴉

人是有用中文來塗鴉的。 

 I reckon it’s because graffiti came here from abroad, so of course in the beginning we used English, 
but actually there are some graffiti writers in Taiwan who use Chinese in graffiti. 

ME: 在台北大部分都是用英文來塗鴉，我有聽說在台南有個塗鴉者會用ㄅㄆㄇㄈ來塗鴉。 

 In Taipei, most people use English to do graffiti. I’ve heard that in Tainan there is a graffiti writer 
who writes in BOPOMOFO (ㄅㄆㄇㄈ). 

MOUSE: 是台南嗎?還是高雄?我知道在高雄有個人叫法守(?)，他就是用中文來塗鴉。如果是ㄅㄆㄇ

ㄈ，我記得是在台北，他叫’’阿醜’’(ugly)，他有用ㄅㄆㄇㄈ來創作，也是滿特別的。 

 Is it Tainan? Or Kaohsiung? I know there’s a guy in Kaohsiung called FASHOU. He uses Chinese 
in his graffiti. If it’s BOPOMOFO, I remember there’s a guy in Taipei called, ACHOU, he uses 
BOPOMOFO in his works. They’re really unique. 

ME: 你是一開始就畫 calligraffiti 嗎?還是後來才開始慢慢的接觸到? 

 When you started, did you write CALLIGRAFFITI? Or did you slowly come into contact with it 
later? 

MOUSE: 我是後來才接觸的，原本就是塗鴉而已。 

 It’s something I came into contact with later. Originally I just did graffiti, that’s all. 

ME: 所以你是從 tagging 開始的嗎?比較違法的塗鴉這種。 

 So did you start with tagging? This kind of more illegal graffiti? 

MOUSE: 對啊，一開始是 tagging，還有違法的，當然現在也還是會，因為最早一起接觸塗鴉的朋友

都是做違法塗鴉，之後才把它延伸到街頭藝術。 

 Absolutely. I started with tagging, and writing illegally. Of course I still do. The guys who I 
encountered graffiti with earliest all did illegal graffiti, and only later extended into street art.  

ME: 現在你覺得自己是藝術家還是塗鴉人? 

 So do you consider yourself a graffiti writer or an artist now? 

MOUSE: 我覺得都有。因為現在還是會去幫人家偷畫塗鴉，但平常在家也會做藝術的創作。 

 I think both. I still help others to go and paint graffiti in secret, but usually at home I also do art work. 

ME: 所以你覺得只有去 bombing 的人才能說自己是塗鴉人嗎? 

 So do you think that only people who go bombing can call themselves graffiti writers? 

MOUSE: 對啊 

 Of course. 

ME: 像阿諾、Bounce、DEBE 這些這麼有名的人，不知道他們現在還有沒有去 bombing，你覺得

他們還是塗鴉人嗎? 

 Like ANO, BOUNCE, DEBE, these famous guys. I don’t know whether they still go bombing, do 
you consider them graffiti writers? 

MOUSE: 我覺得是。因為我跟他們其實也算滿熟的，就我所知他們現在還是會去做 bombing，只是現

在他們藝術家的成分比他們 writer 的成分還多一點。 

 I do. I’m actually very close with those guys, so I know that they still go bombing. It’s just that the 
artist component is a bit greater than the writer component now. 

ME: 所以你覺得因為他們本來是 writer，所以現在還是可以當 writer，儘管他現在做藝術的成分

比較多。是不是因為他們已經走過了這些過程? 

 So you think that because they were originally writers they can still be writers despite the artist 
component being greater. Is it because they’ve been through this process? 
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MOUSE: 對啊，只要他還有在做那些事情，或是有經歷過都可以是。 

 Yeah. As long as they still do this kind of thing or have that experience they can. 

ME: 對你來說塗鴉是什麼?你為什麼喜歡塗鴉? 

 In your view, what is graffiti? Why do you like it? 

MOUSE: 對我來說塗鴉是種行為藝術，你可以用不同的方式去讓別人知道你這個人的存在，可以讓

那些人不經意的知道我的存在，雖然他們不知道是誰畫的，但他知道有你這個人。 

 In my view, graffiti is a kind of performance art. You can use different ways to let others know of 
your existence. I can let those people know of my existence by surprise. Even though they won’t 
know who painted it, they still know that you are there. 

ME: 你是希望一般的人還是塗鴉人可以知道你的存在? 

 Do you hope that ordinary people you exist or other graffiti writers? 

MOUSE: 都有 

 Both. 

ME: 很多塗鴉研究發現，一般的人通常看不懂 tagging，而塗鴉人會說我們不 care 一般的人覺得

怎麼樣，我只為了自己和其他的塗鴉人而畫給他們看，你自己覺得呢? 

 In a lot of research on graffiti, they discovered that ordinary people can’t read tags. Also, graffiti 
writers say that they don’t care what ordinary people think. That they only care do it for themselves 
and for other graffiti writers to see it. What do you think? 

MOUSE: 我比較偏好於讓普通人也看得懂我在畫什麼，這樣才能讓更多人去發想。我覺得這樣會更

有成就感，不是只讓圈內人(in the group)知道，而是圈外人(outside of the group)也看得懂。 

 I prefer that ordinary people can understand what I write more. In this case it will make more people 
think. It gives me a greater sense of accomplishment that not just people in the scene, but also those 
outside of it can all understand it. 

ME: 這九年來你對塗鴉的看法有改變嗎? 

 So over these 9 years, has your view towards graffiti changed? 

MOUSE: 我覺得沒有耶，我還是覺得塗鴉是街頭的藝術，就是行為重於產生的結果(the way you act or 
behave>result)。去’’做’’這件非法的事情是很重要的。 

 I think not. I still think that graffiti is a street art (a street art as opposed to street art). Your way you 
act is greater than the result. To go and “do” this illegal thing is important. 

ME: 如果你碰到很多用塗鴉賺錢的機會，你會怎麼做?你還會去 bombing 嗎? 

 What would you do if you were given lots of opportunities to earn money through graffiti? Would 
you still go bombing? 

MOUSE: 我還是會去 bombing。像我現在主要是幫人家畫牆壁啊，或是作一些藝術創作等等的案子，

但我兩個都會持續去做，因為我覺得兩個是不一樣的東西。因為你去幫人家畫畫或創作，

他本身是一個商業行為；但是 bombing，我認為才是塗鴉的價值所在。 

 I still go bombing, Like, I paint walls for people now (commercial work), and take jobs doing artistic 
work etc., but I continue doing both of them because I consider them to be different things. If you 
paint for others or do creative work they’re both fundamentally commercial activities. However, I 
only consider bombing to be of central value to graffiti. 

ME: 那些合法的 case，就是請你來創作的那些人，他們知道你有時候還是會去 bombing 嗎? 

 Those legal jobs. Do the people who contract you to come and paint know that you sometimes go 
bombing? 

MOUSE: 有些不知道，通常他們都不知道。 

 Some don’t know. Usually they don’t know. 
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ME: 所以你是用不同的方法去 tagging? 

 So you use a different method to go tagging? 

MOUSE: 對啊，是分開的不同 tagging，像我去 bombing就是 mouse，接 case就是 creepy mouse。而且

所呈現出來的作品風格也都不同。 

 For sure. I keep it separate from tagging. Like when I go bombing it’s MOUSE. When I do legal 
work, it’s CREEPY MOUSE. Also, the style of the work that’s presented is different. 

ME: 我訪問過 DBEB 和 PW，他們說會開始塗鴉除了因為塗鴉很特別外，還有因為唸書的時候壓

力很大很無聊，只有國文英文數學這些，而塗鴉可以讓他們解放跟抒發自己的感覺，你自

己的感覺呢? 

 I interviewed DEBE and PW. They both said that when they started doing graffiti, other than because 
it was something different and unique, they also said it was because when they were in school they 
were under a lot of pressure and bored. Just studying Chinese, English and maths. They said that 
graffiti gave them a chance to escape and vent their emotions. What’s your opinion? 

MOUSE: 我覺得抒發自己的感覺是很大的一個原因之一，像今天你做完一個 bombing，心情就會覺得

很爽，就像你心情不好會想去揍東西是一樣的道理。 

 I think that venting your emotions is one big reason. Like if you finish bombing today, you’ll be in 
such a good mood. You’ll think it’s cool. It’s just the same reason that if you’re in a bad mood you’ll 
want to go and break things. 

ME: 所以這些感覺是因為做這件事情是違法的?還是因為你去做了自己想做的事情? 

 So are these feelings because doing this is illegal or because you can go and do what you want to do?  

MOUSE: 我覺得違法的成分也是有的，因為違法才會有刺激，因為刺激而安全做完這件事情，你就

會有成就感。如果你今天很安全的在那邊畫一個塗鴉，就會覺得沒什麼成就感；如果你在

畫完一個塗鴉後，然後有警察來追你，而且還沒追到，當然你就會覺得，耶!任務完成。 

 I think there is an illegal component because it’s only exciting because it’s illegal. Because of the 
excitement and finishing it safely you really feel a sense of accomplishment. If you paint some 
graffiti over there in safety, you won’t have any sense of accomplishment. If you finish doing some 
graffiti and then the police chase you, but don’t catch you, then of course you’ll think, “Yeah! 
Mission accomplished!” 

ME: 我訪問的一些塗鴉人，因為他們已經很有名，所以已經很少去做或是說曾經有做過違法塗

鴉，畢竟他們現在都做合法的了，台南現在有合法的塗鴉地方嗎?  

 Some graffiti writers I’ve interviewed are already very famous, so they rarely do, or say they have 
done illegal graffiti. After all they all do legal graffiti now. Does Tainan have any legal graffiti zones? 

MOUSE: 台南以前有，但現在就連要找一些廢墟都比較難。 

 In the past there were, but now even finding abandoned buildings is more difficult. 

ME: 所以警察看到你在塗鴉會怎麼樣? 

 So what do the police do if they see you doing graffiti? 

MOUSE: 通常南部的警察會說，我假裝沒看到，你東西收一收趕快走，但是如果在台北就會被開單

了。 

 Usually the police in the South will say, “I’m pretending I didn’t see anything. Pack up your things 
and get out of here.” But in Taipei you’ll be fined. 

ME: 之前 DEBE 跟我說過一個很好笑的故事，他在台北塗鴉被警察抓，但是到派出所後警察和

公務員都不知道要用什麼程序來處理這件事情，結果他就在派出所待了一個晚上，然後最

後只被開了一張罰單而已，你自己有過類似的經驗嗎? 

 DEBE told me a funny story. He got caught by the police in Taipei while doing graffiti, but when 
they arrived at the police station, neither the police nor the civil servants knew the procedures to deal 
with the situation. In the end he spent the whole night in the police station, and was finally given a 
fine in the end. That’s all. Has anything similar happened to you? 
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MOUSE: 我之前比較慘的是，我在市中心一個比較沒有人的地方畫，一個小巷子裡的大空地，剛好

那邊的牆剛好是法院後面的牆。結果我在畫的時候就從手機的反光看到有 10 個警察走過來，

抓到我後就說那是私人的牆，要對我提告。 

 I was more unfortunate in the past. I was painting in a relatively unpopulated place in the city centre. 
A big space in a little alleyway that just happened to be the back wall of a law court. So in the end, 
while I was painting I saw 10 cops approaching me in the reflection of my cell phone. After they 
caught me they said that it was a private wall, and they would sue me. 

 

ME: 所以如果是第一次看到你畫，警察不會對你怎麼樣，要是一直畫一直畫，他們就會來抓你? 

 So if they see you painting the police won’t do anything, but if you keep painting and painting they’ll 
come after you? 

MOUSE: 應該是說有人報警他們就會來抓，而且如果剛好是私人的地方，就會說要告你。但如果你

今天是在晚上畫然後被警察看到，它們其實不會對你怎麼樣。 

 You should say that if someone reports you then they’ll come and get you. Also if it happens to be 
someone’s private location, then they’ll tell you they’ll file a law suit. However if you paint 
something tonight, and the cops see it later, they actually won’t do anything to you. 

ME: 說到台南跟台北的差別，為什麼在台南有這麼多塗鴉人?好像台南是台灣塗鴉最紅的地方? 

 Speaking of the difference between Tainan and Taipei, why are there so many graffiti writers in 
Tainan? It seems graffiti is most popular in Tainan. 

MOUSE: 應該說是因為 hip-hop、滑板文化這些都是從台南發源的。台灣最早開始塗鴉的人叫 Ryan，
他是台南人，那時候他在台南開了一間店叫 POP，賣一些塗鴉相關或是街舞、滑板之類的

東西，所以就從他那邊開始發揚這些文化。現在因為北部比較國際化，現在會有比較大的

感覺。 

 I’d say it’s because of hip-hop, and skateboarding culture. These both started in Tainan. The guy 
who first started doing graffiti in Taiwan, Ryan, he’s from Tainan. At that time he opened a shop in 
Tainan called POP. It sold things related to graffiti, street dance, skateboarding and those kinds of 
things, so it’s from there that these cultures developed. Because the North has become more 
internationalised, it feels bigger now. 

ME: 那個 Ryan，他是在國外長大的人嗎?要不然他怎麼會知道塗鴉? 

 Ryan, did he grow up abroad? Otherwise how did he know about graffiti? 

MOUSE: 他是在台灣長大的人，但好像是有認識國外的朋友所以知道這些東西。他現在很少創作了，

現在是開理髮店，他開過滑板店、服飾店、酒吧，他做滿多事情。 

 He grew up in Taiwan, but it seems he had foreign friends and so he knew about these things. He 
does very little graffiti work now. He’s running a barber’s shop. He opened a skateboard shop, a 
clothing shop, a bar… he does a lot of things. 

ME: 常常有外國塗鴉人去台北塗鴉，台南也有嗎? 

 There are often foreign graffiti writers that go to Taipei and write. How about Tainan? 

MOUSE: 有啊，常常有外國人來台南玩，順便就一起 bombing。 

 There are. Often foreigners come to Tainan and go bombing while they’re here. 

ME: 你覺得他們對於塗鴉的看法跟台灣有沒有哪裡不一樣? 

 Do you think that their views about towards graffiti are different from Taiwanese writers? 

MOUSE: 我覺得有不太一樣，畢竟塗鴉文化就是他們(foreigner)的東西，而且有些文化進來台灣以後

就會有一些變質。像在國外，只要你是非法的，不管用什麼材料，都算是塗鴉；但是在台

灣，會覺得只要你是用噴漆，就是塗鴉。噴漆等於塗鴉，塗鴉等於噴漆。但是塗鴉的範圍

很廣，噴漆只是一個方式而已。 

 I think that they’re a little different. After all, graffiti culture is theirs. And also some culture 
deteriorates after it comes into Taiwan. Like abroad it doesn’t matter what materials you use as long 
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as you do it illegally, it’ll be considered graffiti. But in Taiwan people only think it’s graffiti if you 
use spray paint. Spray paint equals graffiti and graffiti equals spray paint. But the scope of graffiti is 
very wide and spray paint is just one way. That’s all. 

ME: 所以如果你是合法的行為，就不算是塗鴉嗎? 

 So if you only do legal activity, it’s not considered graffiti? 

MOUSE: 我覺得不算是，你必須要有非法的行為，才算是塗鴉的本質。只是因為現在塗鴉在世界各

國逐漸進入藝廊，所以會產生所謂的合法塗鴉，但在這種情況下塗鴉只算是一種藝術風格。 

 I don’t consider it to be. Illegal activity is the essential characteristic for it to be considered graffiti. 
It’s because graffiti has gradually appearing in the galleries of every country in the world, so it has 
given rise to that, so called, “legal graffiti”. However, under these kinds of conditions, graffiti has 
come to be considered just one type of art style. 

ME: 台北有一些住那邊的外國塗鴉人，有些人跟我說他們覺得住台北的塗鴉人很兇，你覺得呢? 

 In Taipei there are some foreign graffiti writers living there. People have told me that they think 
those writers are really fierce (兇), what do you think? 

MOUSE: 我覺得他們會說兇的意思應該是，他們會去很多地方 bombing，無所不在，我也是覺得他們

滿兇的，但不是 gangster 那種，只是到處畫，他們去一個地方，不會去那邊玩，他們去那邊

就只是為了 bombing。 

 I think that when they say “fierce”, their meaning is that they go bombing in lots of places. Their 
graffiti is ubiquitous. I also think they’re really fierce, but they’re not gangsters. It’s just that they 
paint everywhere. When they go somewhere it’s not to play, it’s just to go bombing. 

ME: 我聽別人說，在台北你只能畫在變電箱、鐵門等等這種地方，只有一些地方可以塗鴉，但

是有一些人覺得外國塗鴉人來台灣，都不會按照這個習慣，你覺得呢? 

 I’ve heard other say that in Taipei you can only paint the roadside transformer boxes, roller doors, 
and those kinds of places. There are only a few places you can do graffiti, but some people think that 
foreign graffiti writers that come to Taiwan don’t follow these customs. What’s your take on this? 

MOUSE: 應該是說國外在塗鴉的時候，他不會在乎他是畫在哪裡，他就是要畫這個塗鴉；但是在台

灣，台灣人可能會考量說這個地方適不適合。比如說台灣的古蹟都沒有塗鴉，但是國外的

就有，可能因為在台灣的古蹟塗鴉會罰錢，但國外不會。也不是不會，就是習以為常了(Get 
used to it)。 

 You should say that when foreigners are in Taiwan, they don’t care where they paint. They just want 
to do graffiti. However, in Taiwan, Taiwanese probably give more consideration whether a place is 
suitable. For example, we don’t paint on Taiwan’s historic sites, but foreign writers do. Maybe it’s 
because in Taiwan if you do graffiti on historic sites you’ll be fined, but abroad you won’t. Also 
maybe not, but they’re already used to doing it. 

ME: 說到不能塗鴉的地方 D:五年之後，你還塗鴉嗎? 

 Speaking of places you can’t do graffiti will you still be doing it in years? 

MOUSE: 會啊，我會一直去做這件事情。 

 Yeah. I’ll keep doing this thing! 

ME: 所以他是你的認同嗎? 

 So it’s your identity? 

MOUSE: 對啊，他是我生命的一部分，如果沒有塗鴉，我也不會去做藝術的創作，我可能就是單純

的做設計而已。 

 Totally. It’s a part of my life. If I didn’t do graffiti, I wouldn’t do artistic work. I’d probably just 
purely do design, that’s all. 

ME: 如果你沒有做塗鴉，你覺得你現在會是在做什麼? 

 If you couldn’t do graffiti, what would you do now? 
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MOUSE: 我可能就是在設計公司做設計，或當設計師這樣，生活比較不會這麼有趣。像我現在畫塗

鴉，你可能會問朋友說，’’欸，晚上要不要去 bombing?’’，但如果我是一般的設計師，我

就只能加班，回家，上班，然後剩週末，但是搞不好週末也要加班，或是累到什麼事也不

想做。 

 Probably just be doing design work in a design company. Or be a designer like that. My life wouldn’t 
be this interesting. Like now painting graffiti, you can probably ask your friend, “Hey! Do you want 
to go bombing tonight?” But if I were an ordinary designer, I’d just work over time, go home, start 
work, and then the weekend. Perhaps I’d also have to do over time on the weekend or be so tired that 
I didn’t want to do anything. 

ME: 所以你們三個人是個 group 嗎? 

 So are the three of you guys (MOUSE, ROACH, and Kevin) a group? 

MOUSE: 不算耶，只是朋友而已。 

 Nah. We’re just friends. That’s all. 

ME: 那你有 group 嗎? 

 Do you have a group? 

MOUSE: 以前有，現在就我跟另外兩個外國人一起畫 bombing。 

 I used to, but now I just go bombing with a couple of foreign guys. 

ME: 你爸媽知道你是塗鴉人嗎? 

 Do your parents know you’re a graffiti writer? 

MOUSE: 知道。其實我一開始不想讓他們知道，只是有次半夜要出門被抓到，’’你要去哪裡?’’ ‘’
沒有啦~’’ ‘’你手上那噴漆是什麼?’’，所以我只好坦白了。其實一開始他們也不太贊同，因

為是非法的，之後慢慢闖出一片天，然後養活自己後，就慢慢認同我，並開始支持我。現

在我出門要去 bombing，他們會說’’哦，注意安全哦’’ 就讓我出門了這樣。 

 They know. Actually when I first started, I didn’t want to let them know, but once when I was going 
out at midnight I got caught. “Where are you going?” “Nowhere.” “What’s up with the spray paint 
in your hand?” So I just had to be tell them the truth. Actually, at first they didn’t really approve 
because it was illegal. Then I started getting recognised, and I started taking care of myself, then 
they slowly started to acknowledge it, and finally gave me their support. Now when I go out bombing 
they say, “Oh. Be safe.” And then let me go out, like that. 

ME: I was talking to ITA in Taipei (ITA and MOUSE are friends), and he said that his family didn’t 
approve. That his dad even made him sign a contract with him to say that if he couldn’t make enough 
money through graffiti that he would have to go back and work with his dad. 

MOUSE: 我覺得這樣不太好，其實我很幸運，我爸媽都滿支持我的，像上面說到被警察抓，後來我

媽就去找高層的(higher level or more powerful)朋友，講一講就沒事了，警察也有幫我說話，

跟法院說人家幫你把牆畫的這麼漂亮你還要告人家。 

 I don’t think this is very good. Actually I’m very lucky that my parents both support me fully. 
Like when I mentioned before about being caught by the police, my mum just went to find a 
connected friend (高層的朋友). They talked and it was nothing. The police even spoke on my behalf 
to the courts. They said, “People paint your wall this beautifully and you still want to prosecute 
them?” 

ME: 所以警察知道你是誰嗎?會不會一有塗鴉就打給你說是不是你畫的? 

 So the police know who you are? Do they call you up and ask if it’s you  

MOUSE: 他們不知道我是 mouse，因為上次被抓我沒有 tag，警察以為我是單純去畫畫的而已。但他

們有抓過我的朋友，問你們認不認識 Mouse?我很想抓他之類的。不過我也只有被抓過那一

次而已。 

 They don’t know I’m MOUSE. The police thought I was purely there to paint when I got caught 
because I wasn’t tagging. But they caught one of my friends and asked him whether he knew 
MOUSE or not. They said they really wanted to catch me etc. But I’ve only been caught that once. 
That’s all. 
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ME: 一般的台南人你覺得他們對塗鴉的看法什麼? 

 What do you think ordinary people in Tainan think about graffiti? 

MOUSE: 我覺得落差滿大的，有些人會覺得你是在破壞，但有些人會覺得你很酷。有些人會稱讚你，

但有些人會跟著你，然後錄影或拍照，說我有看到你在幹嘛，不要假裝不知道。 

 I think there’s big disparity. Some people think you’re out to cause damage, and others think you’re 
cool. Some people will praise you, but others will follow you and afterwards record or photograph 
you. And say, “I saw what you were doing. Don’t pretend you don’t know.” 

ME: 在你過去塗鴉的經驗裡，有沒有特別重要的人? 

 Was there anyone who was especially important in your past experience with graffiti? 

MOUSE: 我覺得每一個階段的人都很重要，如果沒有 Ryan，沒有蟲子(I think is 方肥虫)，沒有 Jimmy，
台灣塗鴉就不會走到現在這個位置。因為他們一直去推廣這件事情，雖然大家觀點都不一

樣，可能會有衝突，但出發點都是一樣的。像是 Kevin，一開始他也只是一個麵攤的老闆，

我也不認識，只知道他是一個胖子而已~然後有一次 Kevin 從盧森堡回來，大家剛好在喝酒，

聊一聊他就從袋子裡拿出國外買的噴漆雜誌跟噴頭，我們就覺得 WTF?這人也太酷了吧!然
後後來熟了之後，就慫恿他去開噴漆店，他可能頭不小心撞到了還怎麼樣，還真的去代理

這些國外的噴漆進來。所以後來我們可以開始用國外的噴漆，以前都只能用什麼 PP 而已，

同時還能了解更多國外的塗鴉文化，沒有 Kevin 就不會有今天的這些東西。 

 I think the people at each stage are all really important. If there were no Ryan, no WORM (蟲子 aka 
IWM’s 方肥虫), no Jimmy (CITYMARX) etc. then Taiwanese graffiti wouldn’t have reached 
the present position. Despite having different, and possibly conflicting points of view, they all started 
from the same point and constantly promoted it. Like Kevin here, he used to just be a noodle vendor. 
I didn’t know him, and didn’t know he was a fatty or anything. One time after Kevin had returned 
from Luxembourg, we all just happened to be in a bar chatting when he pulled a foreign spray paint 
magazine and spray caps out of his bag. We thought, “What the fuck? This guy’s too cool!” Later 
on, after we got to know each other we egged him into opening a spray paint shop. He probably hit 
his head accidentally or something, and really went and became an agent to bring in this foreign 
spray paint in. So later on we could begin using this foreign spray paint. We used to just use PP or 
whatever. At the same time, we also got to find out about even more foreign graffiti culture. Without 
Kevin we wouldn’t have these things today. 

ME: 所以我可能要問 Kevin，你覺得噴漆在台南好賣嗎? 

 So I should probably ask Kevin, do you think spray paint sells well in Tainan? 

Kevin: 噴漆大部分都是在網路上賣的，所以全台灣的人都可以上網買。 

 Most of my graffiti is sold online, so people all over Taiwan can go online and buy it. 

ME: 所以你覺得台灣塗鴉人有多少? 

 So how many graffiti writers do you think there are in Taiwan? 

Kevin: 不到 50 個 

 Less than 50. 

MOUSE: (補充)真正有在畫的 

 (Adding to Kevin) That genuinely paint… 

Kevin: 對 

 Correct 

ME: 你們怎麼規範新的年輕的塗鴉人，哪裡可以畫，哪裡不能畫，有那些規矩要注意等等? 

 How do you guys regulate new graffiti writers? Where can they paint? Where can’t they paint? Are 
there any rules they need to be aware of? 

MOUSE: 我覺得是自己要注意。假設今天你去 bombing，你畫在政府擁有的地方，頂多就是罰 6000
元，或是回復原狀；但今天要是你畫在私人的，有可能他會對你提告，你可能要賠的更多，

所以你要自己去思考，你要負的起責任。 
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 I think you need to pay attention themselves. Say you go bombing today and you paint on a place 
owned by the government, at most you’ll be fined NT $6000 or have to restore it to the original state. 
However, if you paint on someone’s private property, it’s possible that they’ll press charges. You 
might have to compensate them even more, so you need to go and think yourself whether you’re 
willing to take responsibility. 

ME: 你怎麼挑選你 bombing 的地方? 

 How do you pick a place to bomb? 

MOUSE: 越多人經過的地方就越會去。 

 The more people who pass a location the more likely I am to go there. 

ME: 不會有人蓋你的 tagging 或 bombing 嗎? 

 Nobody goes over your tagging or bombing? 

MOUSE: 會啊，這個就是比耐心。或是你畫在人家蓋不到的地方，比如說很高的地方。 

 Yeah they do. This requires patience. Or you paint somewhere that people can’t go over you. Like 
somewhere really high up. 
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ROACH 

ME: 自我介紹一下。 

 Can you introduce yourself quickly? 

ROACH: 我以前不叫Roach，我本名叫蘇哲翰(?)，英文名字叫 John，但在塗鴉界這個接受度不太高，

而且我也不想讓其他一般的朋友知道我的塗鴉狀況，所以我就取了另一個英文名字，剛好

有人叫老鼠(Mouse)，所以我就想說來個蟑螂好了，就叫 Roach。因為是塗鴉，所以不想取

一個比較正當的名字，想要一個比較街頭比較酷的名字。 

 I wasn’t called ROACH before. My real name is Su Zhe-han (蘇哲翰), and my English name is 
John, but in the graffiti world this isn’t highly accepted. I also don’t want my other regular friends 
to know my graffiti status, so I chose another English name. Just as there’s someone called MOUSE, 
I wanted to choose cockroach (蟑螂), so call me ROACH. It’s graffiti, so I wanted to choose a more 
appropriate name. I wanted a cooler, street name. 

ME: 你塗鴉多久? 

 How long have you been doing graffiti? 

ROACH: 一年多了。 

 More than a year. 

ME: 你塗鴉用什麼方法? 

 What kind of style of graffiti to you do? 

ROACH: 我會習慣出門帶一枝筆，或是貼紙，哪裡可以塗我就去塗，不管白天還黑夜，因為我不怕

警察。 

 I like going out with a marker or stickers. I go wherever I can do graffiti whether it’s day or night 
because I’m not afraid of the police! 

ME: 我發現很多台灣人都不怕警察，在紐西蘭、澳洲或美國都不是這樣，警察都很兇，會打人。 

 I’ve found that lots of Taiwanese aren’t afraid of the police. In NZ, Australia, or the US it’s different. 
The police are scary, and will beat you. 

ROACH: 台灣的警察其實覺得塗鴉滿新鮮(Fresh, interesting)的，之前被抓到派出所，他們就說這只是

畫畫而已，是小事，下次不要再這樣就好。然後他們會覺得這些很酷，很好奇，還問我這

個英文字是什麼字，是怎麼畫的，畫的很酷。有一次我在廢墟畫畫，畫到一半有警車經過，

我就看了一眼繼續畫，他們也沒停，就開走了。我覺得警察也是有人喜歡塗鴉。 

 The police in Taiwan think that graffiti is fresh and interesting. When I was caught and taken to the 
station, they said that it was just painting. Nothing more. A trivial thing and just not to do it again. 
Then they also think that some of it’s cool. They’re curious, and will ask me what this English word 
is or how I painted it and that it looks cool. Once when I was painting in an abandoned building. I’d 
painted half when a police car came past. I just glanced at them and then kept painting. They didn’t 
stop. Just kept going. I think that the police are also people who like graffiti. 

ME: 你是什麼時候知道塗鴉? 

 When did you come into contact with graffiti? 

ROACH: 我小時候是住公寓，我爸爸帶我公寓的頂樓，那時候我看到對面公寓頂樓有個 hip-hop 的塗

鴉，畫的不是很完整，但是看到那些尖銳的字體，還有旁邊的插畫，是個戴帽子和口罩的

男生，那時候就對這個圖案有種很特別、很酷的感覺。一直到國中的時候，在上美勞課時，

要在上面畫畫，我就畫了一個塗鴉。接著到了大學的時候，我的同學玩滑板，我也一起玩，

才認識了 hip-hop。那時候有個人叫做 Mac(?)，他玩滑板，也玩 POP、tagging，後來在

facebook 上加入了他們的社團，一加入後發現有 4、500 個塗鴉人，就覺得很酷，台灣竟然

有這麼多人在玩塗鴉。 

 When I was little, I lived in a walk up apartment. My dad took me to the rooftop of the apartment 
building, and I saw that there was hip-hop graffiti on the rooftop of the apartment building opposite 
us. It hadn’t been painted completely, but I saw those sharp letters and the illustration beside it. It 
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was a guy wearing a hat and mask. At that time I thought that design was cool and unique. I wanted 
to paint on the wall until I went to middle school and started art class and painted graffiti. 
Subsequently, when I went to university, a friend of mine was a skateboarder. I also skated. That’s 
when I learned about hip-hop. At that time there was a guy called MACK. He also skated and did 
POP. He tagged too. After that I joined his FaceBook group. As soon as I’d joined I saw there were 
4 or 500 graffiti writers. I thought, “Cool! Amazingly there were this many people in Taiwan who 
did graffiti.” 

ME: 你大學畢業了嗎? 

 Have you graduated university yet? 

ROACH: 對，我在等當兵。 

 Yeah. I’m doing military service. 

ME: 所以你當完兵後還要繼續塗鴉嗎?用塗鴉來賺錢? 

 So will you continue doing graffiti when you’ve finished military service? Earn a living with graffiti? 

ROACH: 我有想過，但是我高中、大學念的是美術系，就是用電腦來繪圖的這種。我一開始不喜歡

念書，但是後來接觸了塗鴉，我才開始認真念設計。所以以後我希望我白天可以做設計，

晚上當塗鴉人。 

 I’ve thought about it, but in high school and university I studied art. Drawing with the computer, that 
kind of thing. At first I didn’t like studying, but later when I came into contact with graffiti, I started 
studying design enthusiastically. So I hope that afterwards I can do design by day and graffiti by 
night. 

ME: 所以你覺得設計跟塗鴉有什麼不一樣? 

 What do you think the difference is between design and graffiti? 

ROACH: 我覺得設計的時候是為了賺錢，你是為了別人設計，不是為了自己，你畫了一個自己的

LOGO，但人家不會為了這LOGO付錢給你，這個時候你就要畫人家要的，就會跟其他人一

樣，變成了商業。但是塗鴉，你是表現自己，我可以取一個屬於自己的街頭的名字，我可

以跟別人不一樣。設計師可能可以賺很多錢，買車子買房子，但是你沒有自己的 life。
Graffiti 給我 life，很多的 life，我可以跟別人有不一樣的人生，不只是為了賺錢。 

 I reckon that design is for earning money. You do it for others, not for yourself. You paint a logo for 
yourself, but people won’t pay you for the logo that you’ve painted. This is when you have to paint 
what people want. You’ll be just like everyone else. It’ll be commercial. But graffiti, you express 
yourself. I can choose a street name that belongs to me. I can be different from other people. A 
designer can perhaps earn a lot of money, and buy a car. A house. But you won’t have your own life. 
Graffiti gives me life. So much life. I can have a life different from others that’s not just about earning 
money. 

ME: 所以你覺得賺錢跟人生哪個比較重要? 

 So which do you consider more important? Life or making money? 

ROACH: 一定是 life 

 Life. Definitely. 

ME: 你 tagging, bombing 都在台南嗎? 

 Do you do all your tagging and bombing in Tainan? 

ROACH: 台南比較多，因為我住在台南。所以沒事就會貼一下，但是如果我去高雄或是哪裡，我一

定要貼貼紙或是 tagging，因為我想把我的作品留在那裡。 

 Mostly in Tainan because I live in Tainan. So if I have nothing to do, I’ll go out and paste stickers. 
But if I go to Kaohsiung or somewhere, I’ll definitely go and past stickers or go tagging because I 
want to leave my work there. 

ME: 你覺得台灣塗鴉人蓋別人的 piece，別人會怎麼樣?他們會打人嗎? 

 What do Taiwanese graffiti writers do if someone goes over their piece? Will they beat them? 
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ROACH: 不會。我的風格是不蓋人家，我覺得這是尊重。我的圖也有被人家蓋，可是我不會覺得生

氣，因為塗鴉就是會被蓋嘛。如果我不小心蓋到別人，他們會跟我講，但不會用暴力。或

是我會用 facebook 講一下，我可能會蓋到你的圖，人家 OK 就 OK 了，台南的塗鴉圈子很

小，其實大家都認識，所以還好。 

 Nah. They won’t. My style is to not go over people. I consider this to be respect. If my graffiti is 
gone over by someone, I won’t be angry because graffiti will always get covered. If I go over 
someone by accident, they’ll tell me, but they won’t get violent. Otherwise I’ll say something on 
Facebook. That I might have gone over someone’s graffiti. People are OK, so it’s OK. The Tainan 
graffiti circle is very small, and actually everyone knows each other, so it’s OK. 

ME: 很多人說話塗鴉的人都有反社會的傾向，你的看法呢? 

 Lots of people think that graffiti writers tend to be anti-society. What’s your view? 

ROACH: 反社會我覺得還好耶，塗鴉在台灣還不到反社會，大家可能比較覺得像藝術。我個人也比

較不喜歡反社會，就算我不喜歡政府或社會，我也不會用塗鴉去表現。 

 Anti-society? I think so-so. Graffiti in Taiwan still hasn’t arrived anti-social. Everyone probably 
thinks it’s more like art. I, myself also don’t like to antisocialism. If I didn’t like the government or 
society, I still wouldn’t express it with graffiti. 

ME: 你爸爸媽媽知道你是塗鴉人嗎? 

 Do your parents know you do graffiti? 

ROACH: 知道。我媽媽滿支持的，但是我爸爸不喜歡我 bombing，他常說我這樣是把快樂建築在別人

的痛苦上(Dylan, this is the sentence for you!)，但我還是去做了。我覺得塗鴉是有影響力的，

所以我還是會去做。 

 They know. My mom fully supports me, but my dad doesn’t like me going bombing. He often says 
that I’m getting my pleasure from the suffering of others (快樂建築在別人的痛苦), but I still go 
out and do it. I think graffiti is something influential, so I go and do it. 

ME: 所以你希望 10 年、20 年後，台灣跟塗鴉會有什麼樣的關係?像一些塗鴉人喜歡到紐約塗鴉

因為當地的人覺得塗鴉是藝術；但是在台灣，一般人可能會覺得這是在破壞，所以這些塗

鴉人希望之後台灣可以接受塗鴉是藝術的一種，你的看法呢? 

 So what do you hope the relationship will be like between graffiti and Taiwan in 10 or 20 years? 
Like some graffiti writers like doing it in New York because local people there think of graffiti as 
art. However in Taiwan, ordinary people consider it to be destructive. So these graffiti writers hope 
that in the end Taiwanese will accept graffiti as a type of art. What are your views? 

ROACH: 以前我還沒接受塗鴉的時候，看到別人在路邊塗鴉，會覺得你為什麼要在外面畫畫?畫在這

種地方?或是你會覺得藝術就是在美術館裡的東西，漂漂亮亮的，但是若是你把放在美術館

的畫放到街頭，你可能會覺得他髒髒的。所以我覺得塗鴉就是一個脫離社會框架的藝術。 

 In the past, before I did graffiti, when I saw others on the street doing graffiti, I thought, “Why do 
you want to paint outside?” Or you would think that art is something that is in art galleries. Really 
beautiful, but if you take the paintings from the galleries and put them out on the street, you probably 
would think it was dirty. So I think that graffiti is art that breaks away from social structure. 

ME: 所以你覺得塗鴉跟街頭藝術哪裡不一樣? 

 So what do you think is the difference between graffiti and street art? 

ROACH: 我覺得是一樣的。但是如果你只是個 Tagging，上面寫我愛你你愛我，那種我就不覺得是藝

術。 

 I think they’re the same. But if you’re just a tagger, and write, “I love you, you love me.” That kind 
of thing, I don’t consider it art. 

ME: 塗鴉是從國外引進來的，所以一開始是從模仿開始。一直到現在，你覺得台灣塗鴉有沒有

發展出自己的特色呢? 

 Graffiti came from abroad, so it began through imitation. Do you think as of now Taiwanese graffiti 
has developed its own unique qualities? 



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

 
 

10.179 
 

ROACH: 台灣還是主要用英文塗鴉，但現在有些人會用台灣的題材，像是廟宇、八家將，用這些去

做畫。 

 In Taiwan we still use English to do graffiti for the most part, but there are some people who use 
Taiwanese themes like temples, and ‘The Eight Generals’ (八家將). They paint with these. 

ME: 所以你覺得你五年後還會塗鴉嗎? 

 Do you think you’ll still be doing graffiti in 5 years’ time? 

ROACH: Yeah. 因為不是只有我想塗鴉，因為我是基督徒，我喜歡 Jesus，我常常禱告的時候我都會問

Jesus 怎麼做，如果是你不喜歡的話我就停止。但是我一直做到現在，我在塗鴉上面找到了

很多其他人找不到的東西。我找到了很多東西，找到了色彩，讓我認識了設計，我也發現

塗鴉可以改變這個城市。我也希望很多人可以認識 Jesus，所以我想用塗鴉讓大家知道，如

果我只是告訴你，你可能會不想聽；但如果是用畫的，畫一個很可愛的 Jesus，讓視覺去傳

達訊息，讓大家知道 Jesus 不是宗教，他是我們生命中的好朋友。 

 Yeah. Because it’s not just me who wants to do graffiti. Because I’m a Christian. I like Jesus. Often 
when I pray, I ask Jesus what to do. “If you don’t like it, I’ll stop doing it.” But I’ve been doing it 
continuously till now. In graffiti I’ve found something that most everyone else can’t find. I’ve found 
lots of things. I’ve found colour. It’s made me aware of design, and I’ve found that graffiti can change 
this city. I hope lots of people can come to know Jesus, so I want to let everyone know with graffiti. 
If I only tell you, you probably won’t want to listen. But if I do it with graffiti, paint a cute Jesus, 
and use sight to transmit my message, I can let everyone know that Jesus isn’t a religion, but rather 
a good friend in my life. 

ME: 台南基督徒是最多的嗎? 

 Are Christians the majority in Tainan? 

ROACH: 其他地方我不清楚，但我知道台南地區的教會至少有十間以上。 

 I don’t know about the other places, but I know that in the Tainan area there are at least 10 churches. 

ME: 你高中國中的時候，你那時候壓力很大嗎?會不會不喜歡學習?會覺得塗鴉是一個抒發壓力

的方法嗎? 

 When you were in high school and middle school, were you under a lot of pressure? Did you like 
studying? Did you consider graffiti as a way to vent your frustration? 

ROACH: 會，我國中高中的時候很討厭念書，那時候只想要畫畫。選高中科系時就選了美工，進去

以前以為可以每天畫畫，進去才發現還是要念好多書，或是上電腦課什麼的，我就是很不

喜歡念書，所以我有好多科目都被當(failed)。進大學之後認識了塗鴉，讓我了解到設計還

是很重要的，如果沒有設計或是造型，塗鴉就只是一攤色彩。 

 Yeah. When I was in high school and middle school I really hated studying. At that time I just wanted 
to paint. When I chose my high school subjects, I chose art. Before I started, I thought I’d be able to 
paint every day, but only later did I find out that I’d still have to do lots of studying. Or taking 
computer class and such, I really hated studying, so I there were lots of subjects that I failed. I learned 
about graffiti after I entered university, and it made me come to understand that design was also very 
important. If there weren’t design or form, graffiti would just be a pool of colours. 

ME: 有特別喜歡的台灣塗鴉前輩嗎? 

 Are there any senior Taiwanese graffiti writers you especially like? 

ROACH: 我很喜歡 Mouse。我是先認識 Mac 才認識 Mouse，看到他們畫那些 Wild 字體，我真的覺得

一般人做不到，我很想知道他們是怎麼做的，所以就很崇拜他們。在他們教導我的過程中，

我發現這真的是一個很需要設計，以及想像力的事情。 

 I really like MOUSE. I got to know MOUSE after meeting MACK first. I saw them painting some 
wild style (Wild 字體), and really thought that ordinary people couldn’t do it. I really wanted to 
know how they did it, so I really worshiped them. In the process of them guiding me, I discovered 
that this is something that needs design, as well as creativity. 
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PW 

PW: I first encountered graffiti in my second year of college when a professor in one of my classes 
mentioned it. However, I didn’t really get to know or understand the real environment or equipment 
until I met some experienced writers on the street. 

Me: Was it related to art? 

PW: I studied commercial design. More like graphic design, I think. They’re regarded as similar with 
respect to the techniques used to make images. Also, I was looking for excitement and it is unique 
(writing graffiti). 

PW: Have you ever been out at night to write graffiti? 

ME: I did some stencils when I lived in Australia. 

PW: Oh. Right. I’ve rarely done stencils. There’s a really good stencil artist in Taiwan. 

ME: Because I don't have the skills to paint free hand. 

PW: They both require different skills. 

Me: You're right. Recently I've started practicing, but I'm not brave enough to let anyone see. 

Me: You can sneak out at night and paint. 

Me: I want to, but I still need to practice more. 

PW: If you're interested in it, and keep practicing, it won't be a problem. 

ME: That stencil artist you mentioned, what's his name? 

PW: Merlot. He’s very low key. 

ME: You don't go out to paint at the moment, but in the past, where did you do most of your work? 

PW: I did most of my graffiti in Zhongli. 

ME: In Zhongli? Is that because you were living there? 

PW: Yeah. I lived there while I was going to university. (I did graffiti in) Zhongli and Taichung, then I 
moved back to Taichung. 

ME: You're from Taichung? 

PW: Yeah. 

ME: I lived there 5 years ago. 

PW: How long have you been in Taiwan? 

ME: For 6 years. 

PW: Then do you like living here? Haha. 

ME: Yeah. I really like it. Besides Auckland, New Zealand, it's the place I've lived the longest. I used to 
live near Fenchia University. 

PW： It's pretty good there. 

PW: There’s a lot of tagging (near Fengchia University in Taichung). The environment near Fengchia is 
very similar to Zhongli. So it’s good for graffiti. 

ME: That’s another thing I wanted to ask you. Did you ever go tagging? 

PW: I’m someone who does both types. 

ME: At the moment I’m living in Taipei’s Datong District. It seems like a pretty good place for graffiti. 

PW: In Taipei, you need to be careful of the CCTV cameras everywhere. 

ME: You’re right. However, in Datong there aren’t many. Maybe that’s why there’s more graffiti. 



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

 
 

10.181 
 

PW: Oh yeah. Of course. 

PW: That’s more convenient for writing. Here’s some pictures of my previous work. I have several that 
were done directly on the wall with markers (indoors). 

 https://www.facebook.com/paulsulo/media_set?set=a.10201458197736989.1073741845.18369353
50&type=3 

PW: [Speaking about the pictures] This isn’t Taiwan, but it contains lots of Taiwanese things. A deep 
rooted archipelago that hopes everything will be safe and sound and very auspicious. 

ME: [Speaking about the pictures] Awesome. I really like this one.  

 https://www.facebook.com/photo.php?fbid=10201523012797325&set=a.10201458197736989.107
3741845.1836935350&type=3&theater 

PW: [Speaking about the pictures] Shizhi 8 (事之八). Qundao (群島) F.C. If I has a football team, it 
would have to have a home stadium. 

PW: [Speaking about the pictures] This kind you can only do indoors. It takes more time. I also really like 
this type. 

ME: Is it at your place? 

PW: No. It’s in someone else’s shop. 

PW: It was a graffiti job. 

ME: That’s cool. Everyone can see it. 

PW: Yeah. I’ve drawn this type twice. 

 https://www.facebook.com/paulsulo/media_set?set=a.10203315022356444.1073741865.18369353
50&type=3 

ME: They’re really detailed. 

PW: I’m better at line drawing than colouring. 

ME: How long does it take to draw that kind? 

PW: 15-20 days… 

ME: [Chinese fail] That quickly? I would have thought many hours. 

PW: Many hours is even faster, isn’t it. 

PW: Each time I draw, I try to improve, and of course to earn money. Haha. 

PW: However, more and more at present. 

PW: However, I reckon many walls don’t suit colour. 

ME: So are you still practicing (line drawing), even though you’re preparing to become a fireman? 

PW: At the moment, I do all my drawing on paper. Afterwards, I will probably continue writing graffiti. 

ME: So the (graffiti) writing you do, is it considered legal or illegal? 

PW It will mostly be illegal. I won’t have time to accept legal jobs. 

ME: Speaking of illegal graffiti, can I ask you why you like it? I’ve done it myself, so I suspect I know, 
but because this is for research, I need to ask. 

PW: Because you can paint whatever you want to. It doesn’t matter if it’s not a complete picture, whether 
anyone likes it, or any specific image. 

ME: Got it. Lots of graffiti writers feel the same way. 

PW: I like nights… the type of feeling you get when nobody’s on the street. During the day there’s people 
everywhere. At night it retains the chaotic feeling of daytime, but there isn’t a single person on the 
street. It kind of makes me feel relaxed. 

PW: It’s a little like graffiti becomes a form of exercise because you’re always walking the streets. 
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ME: In that case, are you willing to paint on the legal walls? 

PW: I’d consider it, but I could never just paint legal walls. 

PW: Taichung has lots of legal walls, but for graffiti writers, it’s never enough. 

ME: Got it. It’s something graffiti writers the world over agree on. 

PW: Yeah. Haha. 

ME: Taipei city government provides a number of legal walls, but they don’t actively manage them. 

PW: Where are they that they let anyone write as they wish? 

ME:  They’re all along the riverside. 

PW: The riverside walls? Graffiti writers write there a lot. 

ME: It’s considered successful. 

PW: They offer graffiti writers bigger spaces than illegal walls in addition to lots of passers-by. Graffiti 
writers must like writing there. 

ME: I made a mistake. 

PW: I understand. Haha. 

ME: Riverside. 

PW: Are you using Zhuyin? 

ME: Pinyin. 

PW: Got it. If you were using Zhuyi, I’d be shocked. 

ME: I still can’t read Zhuyin. 

PW: No worries. It’s not important that you use it. 

ME: I use Pinyin because I started studying Chinese on the mainland. 

PW: Tough luck. 

ME: Speaking of legal graffiti, if someone offered you money to paint, would you be willing to? 

PW: Sure. I’ve done it before. 

ME: If ADIDAS, for example, gave you tonnes of money to paint advertising? 

PW: I’d do it. No question. Haha. 

ME: Haha. 

ME: The other day I interviewed Jimmy Cheng. He said that commercialisation of graffiti was OK, but 
not if you’re relying on graffiti to earn money. You still have to go out to write what you want to 
write. 

PW: Absolutely. 

ME: Do you agree? 

PW: Totally agree. 

PW: This is a major difference between graffiti writers and regular cartoon muralists. 

ME: Do you think this the essence of graffiti? 

PW: I think that everyone is different. 

ME: In that case, what do you think the essence of graffiti is? 

PW: The essence [of graffiti] is basically to prove one’s self. 

PW: Expressing the different aspects of my character through graffiti. For example, I’m a designer, and 
a fireman, but I’m not always the same person. I want to write or paint different feelings. 
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ME: It’s like NWA said, “Express Yourself”. 

PW: It is! 

ME: Can you say that graffiti is a way of expressing your emotions? 

PW: It is. That’s totally right. 

ME: I’ve read lots of articles in which graffiti writers all say that. When I lived in Australia, a friend of 
mine also said that. 

 However, I want to ask you, first, in Western countries, lots of young people are very rebellious, do 
you think Taiwanese graffiti writers are very rebellious? 

PW: I think that the majority of young people are. I think that Taiwanese and Japanese youth are relatively 
conservative with regard to disturbing the social order. 

ME: Speaking of that, I feel that Taiwanese and Asian youth are under much more pressure. 

PW: Probably so. 

ME: Despite being influenced by the prevailing social order, they still want to go out writing. 

PW: Because it’s graffiti! 

PW: Sorry. I have something I need to do. 

ME: No worries. 

PW: If you can, leave your questions with me, and I’ll reply as soon as possible. 

ME: OK. Thanks. 

ME: Sorry. I’ve been writing so slowly because I keep having to look up the words I don’t understand. 

PW: No worries. It wasn’t so slow. 

ME: I’m going to organise the rest of the questions, and then send them to you. Take your time replying. 

__________________________________________________________________________________________ 

Me: When did you start writing graffiti? At what age? What originally attracted you to graffiti? Do you 
think your experience is similar to others? If so, how? 

PW: When I was in the second year of university. Age 20. Originally it was because of a few design 
techniques that I indirectly came into contact with the medium of spray paint. When I first started I 
was honestly just fumbling around at a superficial level without any skills. However it wasn’t until 
later when I had the good fortune to come across some senior graffiti writers that I really stepped 
into this sphere. 

Me: What do you reckon the average age of graffiti writers in Taiwan is? 

PW: I can’t say. 

Me: Where do you get your inspiration to write? What about others? 

PW: For the most part it’s from graphic art, movies etc. that I absorb visually, and then integrate into my 
creative works. 

Me: Do you think it's important that the general populace likes or understands graffiti? Why/why not? 

PW: There are lots of different types of graffiti and techniques. Some are easy to accept (for the public). 
I think it’s impossible to, and unnecessary to make the general public like or understand them all. 
Resistance, after all, is one of the meanings of graffiti. 

Me: Do you think young writers starting out now are motivated or have the same views (about graffiti) 
as you do? How are they different? 

PW: I believe graffiti is part of our generation. The young people now have lots of strength and potential. 
The majority have a background in art or an interest in drawing and painting. In this respect I’m very 
similar. 

Me: What kind of sense of achievement or accomplishment do you get from writing graffiti? 
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PW: There are 2 advantages. The first, is that you can grasp hold of a tool for creativity, although spray 
paint is different from holding a traditional paint brush. The second, is that you can sometimes get a 
case where you can earn money. This is something lots of graffiti writers have experienced. 

ME: What can young people starting out in graffiti get out of it? Can graffiti become a career? E.g. help 
you find a job as a graphic designer etc. 

PW: In the capacity of a graffiti writer, I believe that they can express themselves. Within creative works, 
you are a different self. However, if graffiti is treated as an occupation, there isn’t such a welcoming 
environment at present in Taiwan. 

Me: In your opinion, what's the difference between illegal and legal graffiti? Which do you usually 
practice? Why? 

PW: You can paint legal graffiti slowly. You don’t have time or other pressures. It makes things easier to 
paint more complicated pieces. Illegal graffiti, on the other hand, is a different type of pass time. 
Enjoying the feeling of the streets late at night without any people, one can grab some spray paint 
and write freely on different walls. Each one confers a different feeling of satisfaction. 

Me: Originally, graffiti was considered a significant part of Hip Hop culture. Does graffiti in Taiwan still 
have a connection to Hip Hop culture? Did it originally? 

PW: In this respect, many graffiti writers still maintain the Hip-Hop element within their work. For 
example, Taichung’s Number 6 Virus (六號病毒). Aside from Hip-Hop culture, in Taiwan some 
graffiti is also somewhat associated with rock culture. It appears in some music videos. 

Me: Has your attitude towards graffiti changed between when you started and now? If so, how has it 
changed? Why has it changed? Was there a reason or incident that influenced the change? Do you 
think that age has any effect on your views? 

PW: When I first started it was because [I thought graffiti] was fresh. I felt cool and different from other 
people. Later [I stayed into it] because I was seeking skills and pieces (of art). I started to value the 
creativity of it in itself in addition to self-expression. 

The Taiwanese Graffiti Community and Culture 

Me: Is there a difference between graffiti writers and ordinary people? What's unique about graffiti 
writers? 

PW: To be honest, from the outside you can’t tell. Taiwanese graffiti writers come from all kinds of 
industries and with different identities. 

Me: In Taiwan, are there any female graffiti writers? Why or why not? 

PW: There are very few. I think it’s probably because graffiti requires physical strength in combination 
with the dirty and chaotic graffiti environment. 

Me: Abroad, most graffiti is written using the Roman alphabet. In Taiwan I've noticed the same thing. 
Why is that? Why not use Chinese characters? 

PW: On the one hand it’s because graffiti was learned from abroad. On the other hand, I myself feel that 
to use Chinese characters in a composition requires more experience (i.e. you need to take more into 
consideration when employing Chinese characters in a composition). 

Me: In your view, what's the main difference between Taiwanese graffiti and that being produced abroad? 
What's unique about Taiwanese graffiti? 

PW: Taiwan combines the characteristics of many different places. 

Me: Do you belong to a graffiti crew? What's its name? How do you choose your members? How would 
you describe your crew? In order to belong to your crew, are there any standards or requirements to 
follow? 

 NA 

Me: Do you guys get together just to write graffiti? Or are there other activities that you do together? 
Aside from graffiti does your crew support you in other ways? 

 NA 
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Me: During the 1960s and 70s in New York it was customary to steal graffiti supplies. Does this happen 
in Taiwan? Aside from theft, and painting illegally, do graffiti writers in Taiwan typically engage in 
any other illegal activities? Like what? 

PW: They do illegal work in support of social issues. 

Me: Within graffiti there are lots of different practices. In many countries, many graffiti writers start with 
tagging, then start doing throw ups, and finally graduate to pieces. Is there a similar route or process 
that graffiti writers here follow? 

PW: I’m not so clear on this part. I myself first began drawing pictures and then moved into tagging. 

Me: In Taiwan, are there any rules that you must follow within the graffiti community? For example not 
using a tag to cover a more experienced writer's piece? Or certain buildings/private residences it's 
unacceptable to write on? 

PW: I know of two taboos. Tagging over a senior writer’s piece, and writing on public or historical 
buildings. 

The Authorities and Graffiti: control, acceptance, and co-option 

Me: How do the authorities feel about graffiti? If you get caught painting, what is likely to happen? Has 
there been any change in the kind of punishment since you started writing? 

PW: As far as I know it’s a fine. But they don’t give out a fine every time they catch someone. 

Me: What kind of methods do the authorities use to control illegal graffiti, or encourage legal graffiti? 

PW: They set up legal graffiti zones. 

Me: Many countries employ legal graffiti walls to try to manage graffiti. Taiwan also has many. Would 
you ever use legal walls to write or practice? Why/why not? What's your view of this kind of 
management strategy? 

PW: Besides illegal graffiti, I myself reckon that painting legal graffiti by day is more convenient. You 
don’t need to stay up all night. 

Me: What is the general community's view of graffiti in Taiwan? Do your family know that you write 
graffiti? If they found out, what would they think? 

PW: My family doesn’t know. 

Me: If the government actively employed anti-graffiti management strategies or strictly enforced anti-
graffiti laws, how would graffiti writers react? 

PW: For me, I would still paint. After all, graffiti isn’t that serious a crime. It’s unlikely they’ll seriously 
pursue you. 

Me: In the past, many countries employed strict anti-graffiti regulations because graffiti was considered 
a serious urban problem. However, at present that is changing. Many countries have started to view 
graffiti as a symbol of urban creativity or a method of urban beautification. In your opinion, has the 
government in Taiwan adopted this kind of view? If so, in what way? 

PW: In the past there were a number of activities that sought out people for graffiti, but that was just for 
mural work. I think that there needs to be a certain degree of illegality to be considered graffiti. 

Me: If the government were to use graffiti as a means for urban beautification or in urban regeneration 
schemes, what would your view be? Would you be willing to participate in related activities? Why 
or why not? 

PW: If there were such an activity, I’d be willing [to participate] because I could use my abilities to make 
a contribution. 

Me: In your view, what's the difference between graffiti and street art? 

PW: Graffiti doesn’t need to be orderly, or clean. It has an illegal quality and a sense of resistance. 

Graffiti and Politics 

Me: According to many researchers, graffiti is an inherently political act. Do you agree or disagree? Why 
so? 
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PW: I agree. Graffiti is, in itself, a form of expression. It’s reasonable to express political activities with 
graffiti. 

Me: In your opinion, does the graffiti culture here have an anti-social or rebellious drive motivation 
behind it? Why is that? 

PW: It’s possibly related to Taiwanese social pressure. The more oppressive it is, the greater the 
corresponding resistance in the opposite direction. 

Me: In your view, does graffiti in Taiwan contain any political message or is it just a form of personal 
expression? 

PW: It’s both. It depends on what you want to say at the moment. 

Me: Generally speaking, do you think Taiwanese graffiti writers are more or less interested in politics 
than other young people? For example the trade services agreement, presidential elections, or Taiwan 
Strait situation. 

PW: It depends on their age and the person. However, some senior graffiti writers are concerned with 
participating in [political] movements. 

Me: Did the Sun Flower Movement have any effect on graffiti writers in Taiwan? Did you or your friends 
participate in that movement? 

PW: I’m not sure whether it influenced me, but lots of graffiti writers paid attention to it and participated.  

 初步訪問問題 

 塗鴉：動機，態度，看法 

 你自己什麼時候開始噴塗鴉？幾歲？是什麼本來吸引你的興趣？你覺得你的經驗是否很不

一樣？如果不一樣，哪裡不一樣？ 

 我是在大二的時候，20 歲吧，原本是因為設計上的一些手法，間接接觸到噴漆這項媒材，

一開始自己摸索其實很弱，很粗淺，什麼技巧都不會，後來運氣好遇到路過的前輩才算正

式踏入塗鴉這塊領域。 

 When I was in the second year of university. Age 20. Originally it was because of a few design 
techniques that I indirectly came into contact with the medium of spray paint. When I first started I 
was honestly just fumbling around at a superficial level without any skills. However it wasn’t until 
later when I had the good fortune to come across some senior graffiti writers that I really stepped 
into this domain. 

 台北塗鴉者，大部分大概幾歲？ 

 無法回答。 

 I can’t answer. 

 現在來開始噴塗鴉的年輕人，你覺得他們的看法或動機是否跟你一樣？哪裡不一樣？ 

 我自己覺得塗鴉是有分世代的，現在開始噴塗鴉的年輕人其實都很有潛力跟實力，大多都

是有美術相關背景或有對繪畫興趣的，這方面我滿類似的。 

 I believe graffiti is part of our generation. The young people now have lots of strength and potential. 
The majority have a background in art or an interest in drawing and painting. In this respect I’m very 
similar. 

 

 你自己當塗鴉者希望可以得到什麼成就或好處？你覺得別的塗鴉者的看法或希望一樣嗎？ 

 好處有兩點，一是多掌握一種工具去創作，而且噴漆是不同於傳統拿畫筆的感覺；二是有

時候會有案子可以多些收入，這點滿多塗鴉人都有經驗。 

 There are 2 advantages. The first, is that you can grasp hold of a tool for creativity, although spray 
paint is different from holding a traditional paint brush. The second, is that you can sometimes get a 
case where you can earn money. This is something lots of graffiti writers have experienced. 

 你自己覺得讓大眾都喜歡或了解塗鴉很重要嗎？ 
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 塗鴉的內容和手法太多種，有些容易被接受，有些則無法，要讓大眾都喜歡或了解全部我

覺得不可能也沒必要，反抗本身就是塗鴉的意涵之一。 

 There are lots of different types of graffiti and techniques. Some are easy to accept (for the public). 
I think it’s impossible to, and unnecessary to make the general public like or understand them all. 
Resistance, after all, is one of the meanings of graffiti. 

 你覺得年輕人當塗鴉者可以得到什麼好處？塗鴉可不可以當職業？ 

 身為塗鴉者我以為可以得到抒發，在創作中的自己是另一個自己；但是要當作職業，目前

在台灣的環境會比較辛苦。 

 In the capacity of a graffiti writer, I believe that they can express themselves. Within creative works, 
you are a different self. However, if graffiti is treated as an occupation, the environment at present 
in Taiwan is not so welcoming. 

 合法跟違法塗鴉也哪裡不一樣？你平常實踐哪一種？為什麼？你會去畫在政府安排的合法

塗鴉城牆嗎？ 

 合法塗鴉可以慢慢畫，不會有時間或其他壓力，比較方便畫出比較複雜的作品，違法塗鴉

則是另一種興趣，享受深夜無人的街道，拿著噴漆在各種牆面揮灑，一種刺激卻又愜意的

感受。 

 You can paint legal graffiti slowly. You don’t have time or other pressures. It makes things easier to 
paint more complicated pieces. Illegal graffiti, on the other hand, is a different type of pass time. 
Enjoying the feeling of the streets late at night without any people, one can grab some spray paint 
and write freely on different walls. Each one confers a different feeling of satisfaction. 

 你自己哪裡找到，收到靈感？別人呢？ 

 大多是從平面美術、電影等去吸收視覺經驗，再整合出自己的創作草圖。 

 For the most part it’s from graphic art, movies etc. that I absorb visually, and then integrate into my 
creative works. 

 本來塗鴉算是嘻哈關鍵的部分，台灣塗鴉文化跟嘻哈有沒有關係？本來有沒有關係？ 

 這部分滿多塗鴉人還是維持著嘻哈相關的元素在創作，例如台中的六號病毒；除了嘻哈文

化，在台灣塗鴉跟搖滾文化也有些關聯，有出現在一些 MV 裡。 

 In this part, many graffiti writers still maintain the Hip-Hop element within their work. For example, 
Taichung’s Number 6 Virus (六號病毒). Aside from Hip-Hop culture, in Taiwan some graffiti is 
also somewhat associated with rock culture. It appears in some music videos. 

 你開始的時候，和現在對塗鴉的看法或感覺有改變嗎？有的話，哪裡不一樣？為什麼不一

樣？有什麼事情或情況影響你的看法？你覺得年紀有沒有影響你或別人對塗鴉的看法嗎？ 

 一開始比較多是為了新鮮、感覺很酷和別人不一樣，後來因為對技巧、作品的追求，開始

以創作的本身為主，還有內心的抒發。 

 When I first started it was because [I thought graffiti] was fresh. I felt cool and different from other 
people. Later [I stayed into it] because I was seeking skills and pieces (of art). I started to value the 
creativity of it in itself in addition to self-expression. 

 台灣塗鴉社會，文化 

 塗鴉者跟一般的人有差別嗎？有什麼特色？哪裡不一樣？ 

 認真說的話，外表真的看不出來，台灣的塗鴉人來自各種行業、身分。 

 To speak earnestly, from the outside you can’t tell. Taiwanese graffiti writers come from all kinds 
of industries and with different identities. 

 在台灣有沒有很多女生塗鴉者？你覺得為什麼？ 

 很少，我覺得可能是因為塗鴉消耗體力，加上作業環境比較髒亂。 

 There are very few. I think it’s probably because graffiti requires physical strength in combination 
with the dirty and chaotic graffiti environment. 
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 在國外，台灣很多塗鴉是用羅馬字畫的，為什麼？為什麼不用中國字？ 

 一方面是從國外的塗鴉開始學習的，另外我自己是覺得中文字在構圖上比較需要多的經驗。 

 On the one hand it’s because graffiti was learned from abroad. On the other hand, I myself feel that 
to use Chinese characters in a composition requires more experience. 

 你自己覺得台灣塗鴉跟國外或美國的哪裡不一樣？台灣的有什麼特色？ 

 台灣融入很多地方特色。 

 Taiwan merges the differences of many different places. 

 你有屬於什麼團體嗎？團體的名字是什麼？你們怎麼選擇會員？你會怎麼形容你的團體？

有任何標准或要求嗎？（沒有的話，可以省略 5，6 號） 

 你們聚集只是因為畫塗鴉或有別的社會活動一起做？除了畫塗鴉，你也得到額外團體的支

持嗎？ 

 在 60-70 年代紐約的塗鴉文化，偷塗鴉用具算關鍵，台灣塗鴉者也會嗎？除了偷用具和非法

畫牆壁（違反物權法），台灣塗鴉者也會參參與別的非法行為，像什麼？ 

 會以社會議題作違法的創作。 

 In support of social issues they do illegal works. 

 塗鴉包括很多不同的方式，在國外很多人會從標籤塗鴉開始再畫快速塗鴉最後畫壁畫，台

灣塗鴉者也會沿著這種典型的道路走嗎？ 

 這部分我不清楚，我自己是先圖畫再標籤塗鴉。 

 I’m not so clear on this part. I myself first began drawing pictures and then moved into tagging. 

 在台灣有沒有任何要遵守的塗鴉社會規則或不接受的行為？比如說用 tag 蓋前輩的壁畫或不

接受畫的財產，公共建物等。 

 我知道的禁忌有兩則，用 tag 蓋前輩的壁畫、標籤塗鴉，還有畫在公共建物、古蹟。 

 I know of two taboos. Tagging over a senior writer’s piece, and writing on public or historical 
buildings. 

 當局和塗鴉：控制，接受，利用 

 當局對塗鴉有什麼看法？被抓到會發生什麼事情？開始畫塗鴉到目前有任何差別？為何如

此？ 

 我所知道的是罰錢，不過也不是每次抓到都罰（台北市我就不確定了。） 

 As far as I know it’s a fine. But they don’t give out a fine every time they catch someone. 

 當局利用什麼方法限制非法塗鴉或鼓勵合法的？ 

 設立合法塗鴉區。 

 They set up legal graffiti zones. 

 很多國家都利用合法塗鴉牆壁管理塗鴉行為，台灣許多地方也有，你會去畫合法牆壁嗎？

為什麼？你對這種塗鴉管理政策有什麼看法？ 

 除了違法塗鴉，自己是覺得白天畫合法牆比較方便，可以不用熬夜。 

 Besides illegal graffiti, I myself reckon that painting legal graffiti by day is more convenient. You 
don’t need to stay up all night. 

 台灣社會對塗鴉有什麼看法？你家人知不知道你是塗鴉者？有什麼看法？ 

 家人不知道。 

 My family doesn’t know. 
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 當局主動實施反塗鴉管制或執法嚴格的話，塗鴉者會做出任何反應？怎麼反應？ 

 我自己的話，還是會繼續畫，畢竟塗鴉不是很嚴重的犯罪，不太可能抓太嚴格。 

 For me, I would still paint. After all, graffiti isn’t that serious a crime. It’s unlikely they’ll seriously 
pursue you. 

 之前很多國家都推行很嚴格反塗鴉的法律，本來塗鴉算是很嚴重城市的問題，但是最近有

改變，塗鴉認為是一種城市創意徵象和美麗化的方式，依你的意見，台灣政府有沒有這種

觀念？如果有，以什麼方式？ 

 之前有些活動會找人塗鴉，不過那樣就只是壁畫，我覺得塗鴉要有一定的違法性才是。 

 In the past there were a number of activities that sought out people for graffiti, but that was just for 
mural work. I think that there needs to be a certain degree of illegality to be considered graffiti. 

 如果政府利用塗鴉當美麗化或都市再生政策，你會有什麼看法？你自己有沒有或願不願意

參與相關的活動？為什麼？ 

 如果有相關活動，還是願意，因為是用自己的專長盡一份力。 

 If there were such an activity, I’d be willing [to participate] because I could use my abilities to 
contribute. 

 你自己覺得塗鴉跟街頭藝術哪裡不一樣？ 

 塗鴉不用很整齊、乾淨，塗鴉有違法性，有反抗的味道。 

 Graffiti doesn’t need to be orderly, or clean. It has an illegal quality and a sense of resistance. 

 塗鴉跟政治 

 據很多塗鴉研究者所說，塗鴉算是天性政治的活動，你同意不同意？為什麼？ 

 同意，塗鴉是本身就是抒發，政治活動很常以塗鴉表現很合理。 

 I agree. Graffiti is, in itself, a form of expression. It’s reasonable to express political activities with 
graffiti. 

 依你的意見，台灣塗鴉文化存在反社會或叛逆的感覺？為何如此？ 

 可能與台灣的社會壓力有關連，壓迫越大，底下的反彈相對更大。 

 It’s possibly related to Taiwanese social pressure. The more oppressive it is, the greater the 
corresponding resistance in the opposite direction. 

 在你看法上台灣塗鴉有任何政治信息或只是個性表現？ 

 兩者都有，看當下想說的訊息。 

 It’s both. It depends on what you want to say at the moment. 

 一般來說，你認為台灣塗鴉者對政治事有任何興趣？（服貿，總統大選，兩岸關係等）比

不比其他的年輕人有這種觀念？ 

 還是看年齡或個人，不過有些前輩都會關注參與運動。 

 It depends on their age and the person. However, some senior graffiti writers are concerned with 
participating in [political] movements. 

 太陽花運動對台灣塗鴉社會有任何影響？為何如此？你自己或任何朋友加入那個運動？ 

 影響我不清楚，但是很多塗鴉人都有關注、參與。 

 I’m not sure whether it influenced me, but lots of graffiti writers paid attention to it and participated. 
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 所以你覺得這個塗鴉是 new-school 嗎？ 

D: So do you consider this graffiti to be ‘new-school’? 

W: 在大家幫塗鴉系統化分類前，這些風格早就行之有年，只是後來越來越多種派別後，大家

為了溝通方便，才開始互相定義，如 new-school, retro…等等，而我認為這些只是一個符號

化的過程，最重要的是，我們不能因為這樣就不小心忽略了在這些名詞出現前，塗鴉所代

表的意義。 

W: These styles had already been around for ages before everyone created a system of classification. It 
was only later, after more and more graffiti schools (factions) appeared that everyone began defining 
each other to facilitate communication. For example, ‘new-school’, ‘old-school’ etc. I reckon this is 
just a process of symbolization. The most important thing is that we don’t accidentally neglect what 
graffiti stood for before the appearance of these terms. 

 年輕人學塗鴉的態度是什麼? 

D: What’s the attitude of young people who learn graffiti? 

W: 年初學者通常都從模仿 tagging 開始。 

W: Graffiti novices usually start by tagging in imitation of others. 

 只有當你不在乎藝術的時候，你才會真的藝術。 

W: It’s only when you don’t care about art that it’s actually art. 

 我認為當代的塗鴉已經逐漸凋零，被無所不在的科技所取代，沒辦法再以一些塗鴉去改變

什麼，尤其是老塗鴉人：「只要有夢想，有熱血，就可以解決事情!」pfffttttttt~ 

W: I reckon that contemporary graffiti is already gradually fading away. It’s being replaced by pervasive 
technology. There’s no way to go and change anything through graffiti; especially for old graffiti 
writers. “You can achieve anything as long as you have a burning passion, and a dream!” 

 所以你覺得塗鴉和街頭藝術哪裡不一樣？ 

D: So what do you consider to be the difference between graffiti and street art? 

W: 塗鴉開始的比較早，一開始應該是從西班牙文還是哪裡來的，原始字面上的意思只是指

「在牆上留下痕跡」，所以因為這樣，在藝術史上有一些人甚至大膽的表示藝術跟塗鴉是

完全獨立、完全沒有關係的。街頭藝術這個詞是從北美的媒體開始渲染的，後來傳到歐洲

這些所謂的學院派，於是逐漸帶入什麼 3D 啊，立體啊，抽象派啊，所以現在你所看到的很

多精美的塗鴉，其實都是比較後期的創作了。然後逐漸的就也想要做些什麼別的，什麼雕

塑啊之類的，然後就變成現在的街頭藝術。所以這是為什麼我說不能太執著於詞彙，要不

然你要怎麼從單一字彙上理解它原始的意義，就變得像在玩文字遊戲了。每張圖都有不同

的時空背景，與當下環境的連結，舉例來說，同一張圖，我們放到中國的唐朝、宋朝，它

們的解讀鐵定跟我們不一樣。所以簡單來講，塗鴉必須要認清一個事實，時代在變，塗鴉

的角色也在變，不是說你覺得是那樣就是那樣，自我感覺良好，這樣太天真了。我現在在

做質化研究，於量化研究相反，質化研究不需要收集一堆數字後得出結論，只需要一直不

停深入的研究一件事情，研究到後來你就會發現，每件事情都是與現實生活的高度連結，

你不可以否認這個世界對你有的影響。 

W: Graffiti started earlier. It came from Spanish or something. The original literal meaning was to “leave 
marks on the wall”. So, because of this, in art history there are some people who even brazenly 
declare that graffiti and art are completely independent from one another. ‘Street art’, this term was 
first rendered in the North American media, where it spread to Europe into the, so called, formal arts 
(academicism). Thereupon it was brought in to everything 3D, cubism, impressionism etc. Therefore, 
all the fine graffiti you see nowadays is actually fairly late stage work. Later on, people gradually 
started to want to do something different. Sculpture, etc. This kind of thing. Finally it became ‘street 
art’. So this is why I said not to be too attached to the kind of terms we mentioned before. Otherwise, 
how can you understand the original meaning from just one word? It’ll just be like playing word 
games. Every work has a different space and time behind it; it’s connected to that space at that time. 
For example, if we moved the same image into the Tang or Song dynasties, they would obviously 
be interpreted completely differently from the way we would. Therefore, to put it simply, you need 
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to recognise one fact about graffiti, as the period changes, graffiti’s role also changes. You can’t 
say that something is the way it is because you think it is, and then feel good about yourself. That’s 
too naïve. I’m doing qualitative research at the moment. It’s the opposite of quantitative research. 
For qualitative research you don’t need to gather a pile of numbers and afterwards arrive at some 
conclusion. To research until you finally discover that every occurrence is highly connected to real 
life. You can’t deny the influences this world has on you. 

 現在你在哪裡畫塗鴉？ 

D: Where do you currently write graffiti? 

W: 我畫一個，在換下一個，現在也比較少畫了，一個是忙，另一個是畫畫不是我最喜歡的事

情，其實我最喜歡的是看漫畫(笑)，有些人需要不停的畫來讓大家知道他有在做這件事情，

尤其現在社群媒體發達，一紅了就會食髓知味。 

W: I paint somewhere, then I change to somewhere else. At the moment, I rarely go out painting. One 
reason is that I’m busy, another is that painting isn’t the thing I love the most. To be honest, the thing 
I love the most is to read comics. Haha. Some people need to continuously paint and let everyone 
know what they’re doing. Especially with the development of social media. When they get popular 
it’s as the saying goes. Once you’ve tasted the marrow, the longing for its savour grows. 

 他們(其他塗鴉學生)都從哪裡找到你? 

D: How did your students find you? 

W: 都是從網路，有點像直銷的概念，一個拉一個，就像樹狀圖這樣。 

W: They all found me online. A bit like the idea of direct marketing. One is pulled along by another. It’s 
similar to a tree diagram. 

 那你怎麼找到這個塗鴉地點? 

D: Then how did you find this graffiti spot? 

W: 我的師父帶我進來的，但他現在已經退出塗鴉圈了。 

W: My mentor brought me here. But he’s already left the graffiti community. 

 如果蓋了別人的塗鴉會怎麼樣？ 

D: What happens if you go over someone else’s graffiti? 

W: 基本上以人的本性來說，一開始的感覺一定是負面的，尤其是有些人又把塗鴉蓋得特別挑

釁，那種根本就是在找人來吵架的。但塗鴉都是畫在黑黑暗暗，像這種亂七八糟的地方，

所以對我來說，塗鴉就是有一種不管你多暗多髒，都可以畫，都有可以包容別人的雅量，

所以我覺得 OK，但其實很多人不接受，但我還是覺得塗鴉被蓋掉，那就再畫回來就好啦，

不過要是你又再來蓋我的塗鴉，那我就也懶得跟你計較，你沒救了。但大多數塗鴉者還是

覺得要有基本的尊重，說到尊重，我覺得這也反映了社會階層的代溝，你看像高級藝廊，

一張畫一定有個最好的完整位置，這就代表了對創作者的尊重，但同時也代表了你是這個

商業體系下的一環，你的畫成了藝術的貨幣，所以如果你今天收了錢幫人家做塗鴉，結果

被蓋掉，完全有生氣的理由，還可以報警抓人，但如果你是畫在這種開放的空間，別人的

地盤，然後塗鴉被人蓋掉了，然後你就生氣，但我就覺得，這面牆的主人都沒說話了，你

到底在氣什麼？講難聽一點，你到底是在捍衛藝術的價值，還是在捍衛你的自尊心？總之

以一句話來說，我真的覺得沒什麼。 

W: Fundamentally, your first instinct will definitely be negative at first. Especially if people also paint 
over your work in a provocative way. In that case you will definitely go and find them and get in 
their faces. However, graffiti is usually painted in dark and dingy places, just like this abandoned 
place. As far as I’m concerned, regardless of how dark and dirty a place is, you paint, and you put 
up with the behaviour of others. So, I think it’s OK, but actually lots of people don’t. I still think that 
if my graffiti is painted over, then I’ll just go back and paint it again. Then, if you go and paint over 
it again, I can’t be bothered keeping score. I don’t care. But most graffiti writers still feel that you 
must show a basic level of respect. Speaking of respect, I think this reflects social levels and the 
generation gap. If you look at something like a high class art gallery, a painting will be put in the 
perfect location. This represents the status of the artist, but at the same time it means you’re part of 
the commercial system, and your painting becomes the currency. So if you do graffiti for profit, and 
it ends up being painted over, you are completely justified in getting angry, and you can call the 
police. But if you paint in this kind of open space, or in someone else’s turf, and then you get angry 
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when your graffiti is painted over… I think that if the owner of the wall says nothing, then why are 
you angry? In all seriousness, at the end of the day, are you defending the value of art, or are you 
just protecting your own pride. In short, I think it’s nothing. 

 警察會來抓你們嗎? 

D: Do the police ever come here and chase you? 

W: 其實也沒有，旁邊還有人在玩生存遊戲，其實這是一個在市中心很難得的空間，不過隔壁

正在蓋新的建築，所以我覺得這邊應該撐不了多久了，頂多再一或兩年，這也是為什麼我

現在來這裡教畫，因為時間剩不多了，我想把握這有限的時間，讓大家知道這裡的美。 

W: Actually, not at all. There are people over there playing a survival game (airsoft). In fact, it’s 
uncommon to find a place like this in the middle of a city. However, they’re building something new 
next door, so I think this place won’t last much longer. At most one or two years. This is why I come 
here to teach graffiti. Because there isn’t much time left. I want to make the most of this limited time, 
and let people appreciate how beautiful it is. 

 如果你在其他地方畫塗鴉被警察抓到，會怎麼樣? 

D: If you get caught by the police painting somewhere else, what will happen? 

W: 要看城市，不過其實大都算是很輕微的行為，可能就跟隨地大小便一樣，所以最常見的通

常都是口頭警戒、叫你不要再畫，頂多叫你把它復原，大約佔了六七成。另一種比較嚴重

的，就是觸犯了別的法條，像是你畫在公共建築上，就違反了行政法，以公家機關的名義

來執行，進行罰緩。但還有一種最嚴重的，叫民法，就是你畫到私人的建築，而他以私人

的名義向你提告，那就會變得很嚴重。不過台灣地這麼小，攝影機這麼多，很容易被抓(笑)，
國外地大，被抓到的難度就會變高很多。 

W: It depends on the city. But in most it’s considered pretty trivial. About as serious as public defecation. 
So you will usually just get a verbal warning, and told to not do it again. At most they’ll tell you to 
put it back how you found it. That’s in 60 to 70 percent of cases. The remaining 30 percent of more 
serious cases usually violate other laws. Like if you paint on a public construction. This would violate 
administrative laws, and they would carry out the punishment in accordance with appropriate civil 
service (e.g. environmental protection office etc.). However, there’s also more serious case called 
the civil law. If you paint on someone’s private property, and that individual sues you, then, in that 
case, it will be very serious. But because Taiwan is small, and there are CCTV cameras everywhere, 
it’s easy to get caught. Other countries (USA) are much bigger, and getting caught is much more 
difficult. 

 有些人再質疑我的一些作法，像是塗鴉這麼自由的東西，為什麼還要人教？但我覺得台灣

人有一種慣性的枷鎖，無法做出超過社會期待或規範的事情，我想帶它們越過那條線。 

W: There are some people that question my actions. Like if graffiti is such a free thing, why are you 
teaching people? But I think Taiwanese people are burdened with a kind of inertia. They’re incapable 
of escaping the expectations and norms of society. I want to lead them to cross these boundaries. 

 所以你爸媽都知道你在塗鴉嗎? 

D: Do your parents know you do graffiti? 

W: 他們都知道，可是不想講。像我媽有問過我那些噴漆的罐子會不會爆炸(笑)，然後對外都說，

「我兒子嗎?教書啊。」 

W: They know, but they don't like to talk about it. Like my mum, she's asked me whether the paint cans 
will explode before (haha), but to others (outside our family) she always says “My son? He teaches.” 

 那他們知道你有教學生嗎？ 

D: Do they know you have students? 

W: 知道啊，我講了幾億遍了吧，但我跟家裡關係沒有很密切，他們可能覺得我不是他們理想

中的樣子，所以雖然都知道我在幹嘛，但都不想承認。 

W: They know. I've told them a million times, but my relationship with my family isn't that close. They 
probably don't consider me an ideal son, so even though they know everything that I do, they're still 
unwilling to acknowledge it. 

 你有兄弟姊妹嗎?他們的看法? 
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W: Do you have brothers and sisters? What do they think? 

W: 有兩個姊姊，他們跟我比較熟，都知道我的事情。我的大姊是在做特殊教育，本來是學美

術的，二姊的畫以前也是學美術的，現在再幫人家畫插畫。 

W: I have two older sisters. I'm closer with them. They both know about what I do. My oldest sister 
teachers special education classes, but she used to study fine arts. My other sister also studied fine 
arts and now she's an illustrator. 

 他們對你再畫塗鴉有什麼看法嗎? 

D: What do they think about you painting graffiti? 

W: 我們沒真的討論過，因為太熟了討論這個有點奇怪，但應該都是覺得滿好的啦。 

W: We haven't really discussed it because we're too close. It would be a little weird, but they both 
probably think it's great. 

 你的大姊也會去畫塗鴉嗎? 

D: Would your eldest sister also go an paint graffiti? 

W: 不可能啦!!他感謝我沒去畫她家已經很好了(笑)。 

W: Haha impossible. She's already glad that I haven't gone to paint her house. 

 你有女的學生嗎? 

D: Do you have any female students? 

W: 有，很多，不過整體塗鴉界來說還是男生為主，塗鴉的性別也很常被討論，通常在這種性

別失衡的產業裡，明明大家都做差不多的事情，也沒有做得特別好，但很多事情容易被放

大，比如什麼美女醫生之類的，我覺得這還是很難甩的掉的，我自己的話也是，我跟男生

相處的經驗比較多，女生的話，還是比較難進入他們的思想脈絡裡。 

W: Yeah. I have lots. But it’s mostly guys in the graffiti scene. Gender in graffiti is something that's 
discussed a lot. Usually in a scene with this kind of gender imbalance, it’s clear that everyone does 
pretty much the same thing, and doesn’t do it especially well, but many things can easily be blown 
up. Like, for example, beautiful female doctors. I think this kind of thing is hard to get rid of. As for 
myself, I also have more experience hanging out with guys. And as for girls, it's more difficult for 
them to get into the guys consideration. 

 你自己有團體嗎?叫什麼名字? 

D: Do you belong to a graffiti crew? What’s it called? 

W: 有，EBC─Dark pirate。 

W: I do. It’s called EBC Dark Pirate. 

 所以你們通常都是約一約去某個地方畫，這樣嗎? 

D: So do you guys usually meet up somewhere to go painting? Like this? 

W: 其實我們的團體是以我為中心，講這樣有點怪，但我試圖用一些不同的方式來帶領這個團

體，後來我發現，假如我有出席，大家都會出席，假如我沒出席，就算交代的事情再精確，

也都沒有人去執行，我們團體是以情感做連結，因為我的關係大家才互相認識，所以我現

在也還在思考要怎麼繼續走下去。 

W: Actually, our crew is centred on me. It’s a little strange to say it like this, but I’ve tried a few different 
methods to lead this crew, and in the end I noticed that it’s only if I’m present that everyone turns 
up. If I’m not present, no matter how clear I make things, nobody goes out to do it. Our crew is 
bound together through personal connections, and because it’s through me that everyone knows each 
other, I’m still working out how to keep things going. 

D: 你的團體有任何規定嗎? 

D: Does your crew have any rules? 
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W: 沒有，團體也沒有任何強制力，想來就來，想走就走，辦活動也不收錢，所以其實都是一

些原則性的規則而已。但還是難免會無意間碰到一些跟其他團體的衝突，像是曾經有個弟

弟畫圖不小心蓋到另一個超級大團體的圖，鬧得天翻地覆，到最後是我的兩個老師跑出來

道歉，而且我的老師們是圈子裡出名的不沾鍋，就是有事不要來找我這樣，所以其實我覺

得，有些圈子裡的人，其實是把他們在現實生活裡無力感在這裡做發洩。有很多論文都在

研究塗鴉，但很少有人真正去把塗鴉跟塗鴉者的真實生活做一個結合，這也是我為何要當

老師，希望可以教它們與現實生活的連結。像我都會鼓勵他們，如果可以，在創作時可以

盡量用中文來表達。 

W: No. It also has no power to enforce them. If you want in, then come. If you don’t, then don’t. Nobody 
gets paid through their actions, so rules are actually just guiding principles. That being said, it’s hard 
to avoid inadvertently coming into conflict with other crews. Like once a junior member accidentally 
covered another really big crew’s piece while painting, all hell broke loose until my two mentors got 
involved, and made amends. Also, those two were well known in graffiti circles as non-stick pans, 
and in that episode they didn’t want to come and find me, so I think that some people in graffiti 
circles actually feel a sense of powerlessness when giving vent to the feelings they have in real life. 

D: 所以這是為什麼塗鴉都是用英文嗎?跟嘻哈有什麼關係？ 

D: So is this why graffiti always uses English? Is it related to Hip-Hop? 

W: 有幾個原因，像是我們從小就學英文，也看到前輩都用英文來作畫，加上英文是一個強勢

的語言，所以我們理所當然就用英文來做創作。而且有些小朋友對於外來文化接受度高，

尤其是美國文化，加上美國文化很會塑造一個偉大、強大的印象，所以就變成現在這個樣

子。 

W: There’s a few reasons for that. Like because we study English from a young age, and because the 
graffiti we saw done by senior graffiti writers was always in English. And in addition, English is a 
powerful/emphatic language. So it’s a matter of course that we use English in our creative work. 
Furthermore, there are some kids who are strongly influenced by culture from abroad, especially 
American culture. Add to that, American culture creates a powerful impression, so that’s why it’s 
this way in the present. 

D: 你都在哪裡買噴漆? 

D: Where do you buy your paint? 

W: 隔壁就有一個五金行。 

W: There’s a hardware store right next door. 

D: 噴漆會被偷嗎?因為以前紐約有個很有名的例子 

D: Do people ever steal paint? Like they used to in New York? 

W: 現在不會，以前是因為相對稀少跟高價，所以常被偷。 

W: Nowadays people don’t, but they used to because it was relatively rare and expensive. 

D: 你用台灣還是國外的牌子? 

D: Do you use Taiwanese, or foreign brands of pain? 

W: 現在有很多國外專門在給塗鴉用的噴漆。 

W: There are lots of foreign brands that are specialised for graffiti use. 

D: 但是國外的比較貴。 

D: But they’re more expensive. 

W: 對，但要是你會用的畫，其實國外這些牌子用一瓶可以抵三瓶一普通的噴漆，我以前也覺

得貴，後來會用之後才發現貴的有他的價值。 

W: Yeah. But if you use them to paint, in fact, one can of those brands is equal to three of the ordinary 
ones. I used to think they were expensive, but after I started using them, I realised the expensive ones 
were worth it. 

D: 剛剛有說道你喜歡看漫畫，那你創作的時候會加這些元素進去嗎? 
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D: You just said that you liked to read comics. When you’re creating, do you add these kinds of elements 
(to your graffiti)? 

W: 不一定，因為我塗鴉的時候不喜歡打草稿，所以要看當下的設計。 

W: Not necessarily. When I’m doing graffiti, I don’t like to work from a prepared sketch, so it depends 
on the immediate design. 

D: 所以你的正職是什麼? 

D: So what’s your current job? 

W: 我在很多大學的社團當指導老師。 

W: I’m an instructor in a bunch of university clubs. 

D: 你知道一個叫 RAMP 的塗鴉者嗎?很常看到他的 tagging 

D: Do you know that graffiti writer, RAMP? I often see his tagging. 

W: 我記得是一個香港女生，全名我不記得了。 

W: As far as I remember, she’s a girl from Hong Kong. I can’t remember her name. 

W: 我們現在應該算是全台灣最大的團，我們主要都是在畫大圖，就是一張相對完整的塗鴉創

作，比較傳統的那種，不是那種到處簽名的簡單的畫法。 

W: We’re probably Taiwan’s biggest graffiti crew at the moment. We mostly paint large images. It’s a 
more complete form of graffiti art. A more traditional kind. Not that kind of simple tagging way of 
painting. 

W: 雖然我們都對外講塗鴉，但其實就是在畫畫。有時候我覺得我們只是在畫一種「有塗鴉風

味上的圖」，所以我覺得真正意義上的塗鴉，甚至根本不應該在網路上出現，我們應該是

祕密的創作過活，而不是整個 po到網路上，那不就是要大家趕快去抓你嗎?除非你真的藏的

很好啦.. 

W: Even though we talk about graffiti to the outside world, actually it’s just painting. Sometimes I think 
we just paint a type of “image with a graffiti feel”, so I think that genuine graffiti absolutely shouldn’t 
appear online. We should live our lives producing creative works in secret, and not post everything 
online. You don’t want everyone to catch you immediately, do you? Unless you’re really good at 
hiding of course. 

D: 你覺得台灣塗鴉人有反政治的感覺嗎? 

D: Do you think Taiwanese graffiti writers have an anti-government sentiment? 

W: 有的，台灣有一部分人在做政治塗鴉，因為他們覺得政治就是你生活的一部分。 

W: Some do. There are some who do political graffiti because they believe that politics is part of life. 

D: 你有沒有參加太陽花運動? 

D: Did you participate in the sunflower movement? 

W: 我有去現場看，但我沒有實際參加這個運動，當時我對於太陽花運動的本質還不太清楚。 

W: I turned up to watch, but I didn’t actually participate in it. At that time I wasn’t really clear about the 
true nature of the Sunflower Movement. 

 




