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H wyui elvon, g évvowy, apyoaio, Meooyewaric npoflevorg, iidlovon,
wepopyurd. Avitléteg, n afionpéneio @péperon kg obyypovn £vvoid, Be
rotoywyi Popelosvponoiri] ~ 1o mbovitepo ond o Kéningsberg ~ G-
ponopévy’, owkovpeviki'. "Ooo yia tov oefoopd, Pplokerar kGnov
perad’ tynjg xon afronpéneing. Koy, xotd 1y domoy:s] pov, auid mou
Kéver v évvorn tov oefaopct 1600 1oyvpr] Kot eviiapépovon elvon
axpifdc To yeyovdg 6t noté dev efpoote anoidiog fEfaiol wod axpi-
B¢ tomobeteiton otov Yepo mov peoolafel perald tyg nipre Ko g
afonpéneiag.

O npetoapyikés pélog mov €xer o oeBaopds otig KovAtovpeg Tov Spd-
pov, fong kot va €Yer kGnowa oyfor pe avig 1y advvopic opoctiopt-
opol tovu. "Otav, upwv and oyeddv o dexaetia, ovvielgyoayo mo
ebvoypagukr épevva yio puo tomxs} opddo xoleyvev yrpagii, 1
onpooio tov gefacpod pov avnke ovowsdig yia To IEPLOTiieEpy
and 6oa Ekavav’ ot ev Adye yrpogrrddes. Aev frav andde d1in AfEy
‘cefoaopnds eplipwve TOKTIKA 0TIg LTS KoL Tig Ovvopthieg Tovg
KaPo¢ KoL o1 eXTETUpPEVES oUVEVIEDEEL IOV pog £dwony, alhd vidp-
X& Ko KGTL 01V eyyevy] Aoyixy] TH¢ NPUKTIKAS TOU YKPAPITL IOV £H0L-
ale va ouvbéeton pe to @uvépevo tov gefaopod. Koatd xémowy tpdno,
ovorGhoga 6t o oefoaopdc Aevtovpyel we fva Bepeluddeg péoo, 1§ xan
wg ‘aTpéo@apa’, péoo oty onofa Aettovpyosv ot kovkrolpeg tov Spé-
pov — Kot fewpd 1o yrpdpit wg plo axxd owiés Tig KovAtodpeg, Ald
8o fpovy mo em@puioxiirss vo fewpriow v Té€yvy tov Spopov’ [street
art] mpoypotiky xovAktobpa tov Spduov, mapd v ovopooic e,

Ze x60e neplmwor, avuj 1 avoxGivyn pe evoiobyronoinoe gnévov
oto yeyovog Ot 1o va kepdioeig 1f va yaoeig tov oefaopd xdnoiov, To
vo tpépeig 1 61 cefoopd yia xanowov/kdt, o va géfeon 1 Sy elvan
6Aeg npGeis vylotyg onpaociag otig xovitovpeg tov Spdpov. Av dev
rotadafaivoope avtr ) ovAloyrotuk], Sev DpoKeVTOL VO KOTUVORGoU-
& GUTOUE TOUG KOWOVIKoUE Xéopong — dnwg cvpfaiver ouviidug pe
TOUG KOvoieTikodg gpirhdoopoug kot 1ig Sewpies voug nepl Siwawoodvng.
O xovitotpeg Tov Spdpov elvar Betixég xovdtodpeg, orig onoleg o1 véos
£xovv wg oI6Yo va yivouv yvootol Adyw xanowv eidovg defoteyviag,
nporeipévow vo kepdicovv to oefaopsd tov svvopniirey tovg. Avid

oopPoiver oe fva aviayomviotikd 1j vorjrd mhaioro, énov 1 payy sivon
1600 HoooTIKI, 600 KOl Ho0TLKY — pnopel xdnoiog efte va felridoet
1) Sovierd, elve vo e@ebper éva véo onid. H ypoppt, dpoeg, ovipeoo
TTOV QVINYOVIORS Kol ToV ayeva 1 Kot tov ndAepo, eivon Aemtd. Kord
ouvEnein, VAGpYEl Havio KAt eyyeveds emxiviovo otny npaktikg tov
yrplgin, long eneds elvon napdvopn, lowg eneidy] eivar sopatikd
emuiviuvn’®, 1§ fowe Adye ovvBuvaopod xat twv §%o.

Lloréoo, vaGpyer Tavtdypova o neplektiky Sidotaoy tov oefaopob,
€vag oplloviag nov opiobetel éva elbog udedgpoodvyg, i adedpdigrag,
ov Békete, ofppove pe v onola, o 6ho 1o eidy TV epgaTnikady Snhs-
cewv, 0 oefoopds anevddveror o Ao o pély avelapérng. Tekwd, o
Pubpdc orov onolo o cefaopde exdyldveron o xdnowy 1 ot xkétt edw-
tepiké, o po Sedopévn xovktodpa tov Spdpov, elvor ovorooTirg o
Bubusc orov onolo oot peréyovy eival Swotedeipévor va anodeyBovv,
®¢ PEPOS Trjg TUVICTRTIES TOUS, Ava@opéc o8 KEGHOLN EVPUTEPT) KOWS-
o 1, aviildiee, npotipoty tny aliodnon én avijrouv oe évo otevéte-
£O Ko Mo nepyapaxopéve nhoiow. Me tn oepd g, avir 1 emioyr
mbovoy v efeptdion ond o néoo meld 1f néoo Alyo xivobvion oe G-
popeurés nolinopmkés oryvés kot mAaiow oty xabnpepwi tovg {wif
~ oné tov Babpd, av npotipdre, otov onolo €yovv Bobrotel (1, Snwg
Aéve or Itokol yrpoagridbeg, {protponoidvicg £Vay 6p0 thjg apyKo pe
£viovovg oefovaikols vaoviypovs, ‘infottati’) oty KovAtolpa Toug.

“Opwe, ndg oxpfac opilerar o oeBuopds; Tlde xaralafaivovpe edv
p opiopfvy npEn voodnidver 1 Sev vnodnldver oefaopd; Ildg
EEpey xGnorog ndte €yel korogpépet 1 anotdyer va kepdioet tov oefaopd;
H oAdfeio eivor 6t be yperdleoo pereepoddyo yia va E€peg mpog ta
H0Y @uodet o dvepog: ovutd efvon npdypoto nov to vidles péoo oov,
rot piAioto nodd nubieopéva, (lotéoo, Snoiog 8€her va Sieldyer mao
yiypouy avdlvon quiod tov gaivopévon, o £pbel avupsionog, uwg
frov avopevipeve oxrd ty apy, pe o opopévy anpoodiopiotia g
gvvorng. Zrovg orlyoug, via nupadeiypo, tov tpayoodiod pe titho
Respect [ Zefoopdc] evig and toug mo Sidonpovg gangsta rappers g
Sewaeriog vou 1990, tov The Notorious B.LG., avté gaiverar modd
xofopd’. e auté o koppdri, o Notorious agnysiton v wropia g
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i€ Tov, Kot otny ovola mepiypd@et ToV EQVTS TOV OTHY RAIY TV
wTpev og £vay okoxAnpopévo eyrhgpoaria égnfo.

Mom said that I should grow up and check myself
before I wreck myself, disrespect myself.

Put the drugs on the shelf? Nah, couldn’t see it.
Scarface, King of New York, I wanna be it.

Rap was secondary, money was necessary.

Until I got incarcerated ~ kinda scary.’

‘movpe e8¢ ev Spdoer 6Aa Tu orogeio ot onolu avagepdiaps
tepo. To ypriporo, xon ‘Bevrepevdviwg 1 pon, eivon vy wov veapd
péoa o va xepbioer tov oefoops, anobeikvioviag tig wavetntég
» o0 monyvidt mov £yet ourjoet o {G1og yiv tov savid tov. O aviayw-
pog eivor oxAnpdg kon o xivévvog va ovddgedel ond v aotvvopio
Japde, onwg emPefordver o tedevtaiog oriyos. ‘Opwe, fyet evdia-
pov vo nopotnprjoovps 611 eved o veapds Notorious aywvileto yio
- oefaops, o dpipog Notorious, mov fypoips tovg otiyovs, oty
ryponikéoyra Bader th Aéln ‘oefoaopdc’ oro ordpo g pntépag tou.
e pnrépd’ elvor oogpGs em@opTiopEvn pe pio Giing avillyyy

+ oeBaopoy, mov npooeyyilel pdAlov v nbuai afronpénewa. Qoréoo,
fmog tov oeaopot nov embidrer o 13xpovog Notorious amavie!
16w avayvepion kot Sev propel va ikavonownBel pe évav wyupi-

b mpocwmxig axepoidtytag Puciopévo ndve oe pepixés movevipa-
eg afiec. Me dAda Adyia, dneg to £yey Béoe neplpnpa o Georg
mmel, ‘ov tehevtaies, vipnAdtepes ovukeipevirés afieg emfBdilovio
&t Sev amobewvioviar. H npocwmxy afio xdnowov npéuet vo ono-
x0el Ko Sxx vo emBiAnBet.’

i efvan xon v Sroapopd petals anpéownnig kot npocemrgs obiug.
GAda A6yro, 1y ofronpénewa eivon de jure ~ o xa8dvag trv Sikonod-
£K TOV OPOTEpmv, Snng Kut £va bikaiopo dAloote ~ addd i ebid-
o pnopei va eival pévo de facto - o xaBévog npéner v v ano-
Eer. Me avt v évvorn, xovels Sev propel anldg vo Siexduijoss
‘oefaopd yiu tov eautd tov (‘va oféPeoon tov savtd gov’), Hidn
eBaopde, oty npoyponkéyTo, £pyeron oud tov diiov, tov

suvivBpono, f ond xinowov nov éyet onpoocic yiwa epds, oto péTpo nov
porpaidpoaote podl tov KGmoleg avagpopéc oyeTikd pe Tig Seidiyreg
nov yovy ogpooia - Snlady, andé onorovdijnote E€per 1o monyvidt pog
1} tovAdyiorov xerodafoiver yio nowo npdypo midpe. Ondte, o oefo-
ouds vndpyel, 6Y1 o8 XGNoW o@ERENREvo eyXelpibio Kowovikig @iio-
sogpiog 1 ot copéc nbikéc emrayéc, adldd oty NpaypoTky e@appoyy
tov ev eEeAdifel Suanposewmrdv oyfoewy, S0V KOG a priori avopopd
os gndhureg, efwrepikéc, avdrepeg afieg dev pnopel va Bewpnbetl
Sedopévr.

O oeBaopdc npéner va kepdndel ko xepdileton pévov pe npocwmky
abfo. “Etoy, vudpyer puo onypy Soxupoociog, iy omola, paAota, ndvia
onodsikvieron dvoxely yia to vinokeipevo. Mo té€rowo oUAAyyr Tov
oefaopo? elvot nopdpolo P oUTHY Yo TV Ty, Jlog Kot 1 tepr £yet
pre thwaliepn oyéon pe v opardryrae. H tipr pnopet vo vndper
pévo Sppocive, prpootd ora pdrio dAov. H 18fa prog kpogiic tiprc’
onhidg Sev et vonpo. Kanotog pmopel va xotnyopndel wevdds, alda
av approfninBei i nips tov, 1 S 1 npdy g apgiofiitmong Sev
efvan obre adngbuv odte wevdrc, elvor andde npayuaring. Zto noyvi-
S Tipfe, GUT6 HOU KEMOL0G PLOKAEPEL, O NpwTy @aor), elvar to Sypo-
o0 Hptond Tov. AUt elvor T0 HIPEOONIO HOL EPHEPIEYEL TV AKEPOLG-
d pog ko v efle pog — ko pov pog xavet 1600 evdAotous, Hedo-
wévou 61y, o¥ppeve ko pe tov Schopenhauer, o npdrog Tuydy pnopel
fror anka vo pog efevrediosl.” Adlov neplepyo, howndyv, 1o yeyovog
Gt rip elvon Sroprade extebeipévy oy Blo.

Qotdoo, ov oyfoewg nov Paoiloviot otov oefoopd Sragépovy and v
Tpr oto §u poopetl va ex8nldvoviar oy pévo oty pn efayxvopévy
poped tovg ~ Sriadn, wg gpuowy Bla ~ adld xon ot eEayvepévny pop-
@f ~ Snhab, wc xellireyvii Sefroreyvin. Enopéveg, o oefoopdg em-
TpEnEL TV E0aYeYY eves ehdyiotov, vEou otoyyeion OTIV KOIVOVIKY
efiowon, Tov oroweiov g dypeoypyins. Lro yrpa@ity, yia napddelypa,
elvon mo onpoveks vo Sypovpyioeis £vav véo tpdno Xpriong tov onpér
and to vo kavewg 100.000 vanoypogés [tags] — 616, eved 1o Sedrepo
onpaiver 611 noileig o monyvidy oro vpnAdrepo exinedo, to npoto



onpaivel é1r adddderg To monyvid pe 1) Snmovpyio evég véov onid.
‘Onwg, npéogata, SfAwce évog and tovg mo yveorods Itakovg
‘graffiti writers’, o Dado:

O ;iwpw{; otéyog yia kGbe writer mmov @ﬁgﬁ@é'ﬁ@%@%
B‘Vﬁi}yﬁﬂ oto monyvidi, ex16g amd v @gﬁ@:’gm%@@?
eivor vo ﬁ:vavvwgwwi TO OTIA {mwﬁ&gg 1 vae ﬁgww
anodexty 1 texviky [vov/tng] and v KowitTe
TV writers, va Swouxpibel to npooswmxd [tov/ing]
vpog yia v defroteyvio kot v opipdtgd tov
Wote v yivel 1o ewkoviks v@og mov Bepelidver
pio Srayeveaxy yAdoou yio 6Aovg tovg onadovg
avtol Tov YHpov.®

Avté onpoiver enforng 61, yia vo yivel yvooto 1o dvopd oov, Sev apxel
vo eloon naviayoes napdv ~ va fopPoapdioeis ta ndvia. H moodigro
ao@alas ko elvor anapotinig, Sidt Sev yiveron xdnows yrpogirds
xévoviag ankog Eva-dvo throw-ups. Xperdloveon ypdévia kot ypoéviu
exnaibevone ko npéfeg xon yrhiddeg onpér. "Opog, péoa and to Pupd
@optio g moodyrog Koy péve, n adynpele g moidtyrasg ouokahd-
ey Te ke tov Ypuod tov npoowmked otk And avtr 1y duown, o
oefaopdc Aertovpyel wg €va etbog péong oSod — pdliota Supopoduevng
~ avopeco o 600 Srogopenirég 1 oxdpn ko avii@eres ovAdfyeig Toy
vonTob aviaywvicpol. Ev téiel, 1o {finpoe nov avoxdmet e86 sivor 1o
yvoord enipoyo Ojiqpo: ‘Mnopel ) téyvn va eivor Snpoxporuad; "Oyn
pe 1y évvola Tov puopel o xobfvag vo xotavorjoe: kot vo onckadoe
Y TéYvey; aAdG pe v évvorn evog moAd mo endduvev epwtipotog:
‘Muopei o kabévag vo yiver kodhvréyvnes xu arépr, 1o va sloot xak-
Aveéyvne onuaiver 611 1 adio mov anolapPdvers eivon oy pe 1ov Ghlov
KOAALTEYVEVS

Ag pnv eyvape dn i Sovapurd tne nipric elvon oty ovole e npoond-
Bero enfAvong vov erjc S6oxolov npofifporos: Tidg va Saveipesw
petadt Tov Siexdixovviey Béoeis dviong ofiag;’ And v mhevpd g
1 afronpéneia npoonabel va Adoer 1o npéfinpo Syuovpydvive mo
yevixy] 9€or nov eivon aeviag Siabéoyun o dhove (o npsPinpe, o

awtr v neplntwoy, elval 61 pa térown Revij 0€or ovvifbog eivon
Gysvorn). And v Ghlyg mhevpd, oe £va onpoviks Padpd, o oefaopde
ghrpovopel v aodgein tn¢ Tipie, aAld tov npooBétel kot £va axdpa
entnebo. H yeoperpio tov oefaopod xivelton péoo oe £vay YoOpo nov
eivol TOUTSYpovVE CUYKEVIPRTIKGS Kon Srapopixos. Kat vo xployo
onpelo fyrertal 010 yeyovog 6t 1 afla elvol £vo moADPOPEPIKS Kot
peropop@ikd ovipdmve Snmovpyypo. And 1y pia mhevpd, exbnAd-
veToL povo péow opiopévey RETprY, Kol 06 £X ToUTov otnpileton o
gutd ko emdidret ovrd va elvor operd, ond Tty GAAr, To ono@edyet
o to peraoynpotier Sioprdg ~ Sin, avil va eivon o Poypd tépag
o £yovie oTo puods pog, 1o pfrpo dev elivor oe kapio nepintwon 1o
oviibero ¢ emboploc kot vig aAkayre, addd avidétog To epyaleio
Yid TV XEpnogopia 1ovg.

Avthévrog ond g efvoypogukéc peléteg pov, npoondbnoo vo eppn-
vetow tov ogefaopd og fvev Tono yupov, dnhady, wg pia 16idTony
ywpur] oyfon péoa oy onola ot Gvlpwiotl tonobetovvian ot iGiou
1} and touvg GAlovg obppovo pe pio eeloodpevy alobnoy g aiog.
Muo pépa, Spoe, oxéviawa oe puy oedibo tov I'drhov @piidoogov

Jacgues Derrida, o onofog §ypage: “o ydpog elvan 1y Srdotaoy g

odyypovns Soaping Eivar, aov Anglel oofopd vndyr, 1 Stdoracn nov
onoreel o otdoy ‘oefaopet’”.? ‘Oneg gaiverar, o Derrida aviiotpé-
@er 1o vonua Kot pog xakel va oxke@iodpue 6ti, ev téAey, 0 Y@pog ovvo-
hirg Sev a@opd o tinote GAlo mopd otov oefaopd™. Zdppuva pe 1wy
Suri] pov avayveon oviig 1§ ¢paorg, o Derrida vioypappiler ed6
0 yeEyovos 6t o Yopog Sev elval i apypnuévy oviduta, nov ovelped-
THKe 1} oOyypovy Pprhocogio, addd agopd Ao o {oTikys onpaciog
npopAjpota mov ogpotodototv v ROweviK] ovvavinorn (ouvtd 1o
ponvopevo elvor yvootd eniong pe tov 6po ‘nedio’).

Ev xorroxdeidy, av anopacioovpe vo egnyqoovpe tov oefoopsd péow
TOU YOpov 1 av npotpdpe va e§yfoovpe tov Yopo pEcw 1ov oefa-
opod, qurd nov £yl onpooio elvan 1y ‘odyypovy Smoaply [existence
contemporaine] vo pog tome-detoet pnpootd and 1o ane{pwg aviypo-
TiKS @ovépeve g afiag. Av o KovAtolpeg Tov Spdpov elvar téoo
evBogpépovoeg Kut oypavakég, avidé ovpfaiver, Kotd tny ooyt
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pov, 8161y, ordpn K ev pfon dvokoAidy Ko nEpLOPLORGY, suveyilovy
VO VO pLototy ToApnpovc nelpopatiopots yipw and quiés Tig ev
eEeAier xowovikég yewpetpieg,

Meragppaon: Avva Zoapien

! Hrov npdypoan o guldoogog ond to Kéningsberg, o Immannel Kant, o onofog
ovykwvifnke ond Eva Bubd alobnpo via tgv opoppud xow v aftonpénewr g
avBpdmvyg @plons’. Hapoigpodpe, wotdoo, 61 1 npofievoy g £vvolns tng
ofionpénewng avagipetor oxpfos oty Sudrpuon Ron thy wepapyia. Aved onpoiver 60
o Tpénog nov Kotavoolpe ofpepa v afioupéuein elvor oy npayga’sméngﬁz

to anotéAeopa prog fabidg evvoisloyus peropdppwong, nov AapBdver ydpo w
tedevrato 250 ypévia, pe rov Kant vo npetonopet npog aviy 1y gotedbovon,.
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Honour is ancient, Mediterranean, distinctive, hierarchical; by con-
trast, dignity presents itself as modern, northern European ~ say,
Koningsbergian — enlightened, universalist'. As for respect, it lies
somewhere beiween honour and dignity. And, in my view, what makes
respect such a powerful and intriguing notion is precisely the fact
that one is never thoroughly sure where exactly to locate it along this
space in-between honour and dignity.

The pivotal role held by respect in street cultures may have something
to do with such ambiguity. When, almost a decade ago, I co-conducted
an ethnographic study on a crew of traditional graffiti writers, the im-
portance of respect struck me as essential to most of what our graffers
were doing®. Not simply was the word popping up regularly in their
talks and conversations, as well as in the extended interviews they gave
us, but there was something about the inherent logic in the practice of
graffiti writing that seemed to be tied to the phenomenon of respect.
in a way, I found out that respect functions as a fundamental medium,
or even an ‘atmosphere’ inside which street cultures operate - and

1 take graffiti as one such culture, while I would be more cautious
about assuming street art as an actual street culture (despite its name).

In any case, this discovery made me sensitive to the fact that gaining
or losing respect, having or lacking respect for someone/something,
granting or withdrawing respect are acts of the utmost imporiance
in street cultures. If one does not understand this way of reasoning,
one can only fail to make sense of these social worlds - as it routinely
occurs to normative philosophers and their ‘theories of justice’. Street
cultures are affirmative cultures where young fellows aim to put up
their name in some crafts of business in order to gain respect from
their peers. This happens in a competitive or agonic context where
struggle is both quantitative and qualitative — one can either improve
the business or invent a new style in doing it. The line between com-
petition and fight, or war, is thin though. As a consequence, there is
always an inherent risk in the practice - maybe because it's illegal,
or because it's physically dangerous®, or owing to a combination of
the two.

Yet, simultaneocusly, there is an inclusive dimension of respect, a ho-
rizon which delimits a sort of brotherhood or sisterhood, if you want,
whereby, in all sorts of emphatic declarations, respect ‘goes out to’ all

affiliates. Ultimately, the extent to which respect is paid to someone
or something external to a given street culture is no more than the
extent to which its associates are either willing to accept as part of
their own identity references to some larger community or, quite the
opposite, prefer to stick to a narrower and more clearly marked type
of belonging. In turn, this choice is likely to depend on how much or
how little they move across different cultural scenes and frames in
their everyday life - alternatively, the extent to which they are ‘sunk’
(or, as Italian graffers say, using a slang term with strong sexual hints,
‘infoitat’’) into their culture,

But how to precisely define respect? How to tell whether a certain act
is meant to be, or received as, respectful rather than disrespectful?
How to know when one achieves or fails to achieve respect? True, you
don't need a weatherman to know which way the wind blows: you feel
these things quite deeply, and in extremely passionate ways. Yet any-~
one wishing to conduct a dispassionate analysis of this phenomenon
will face, as anticipated at the outset, a certain elusiveness of the no-
tion. If we take for instance the lyrics of the track titled Respect by

of the most famous gangsia rappers of the 1990s, The Notorious
df“ ., we see this well encugh®. In this piece, Notorious tells the story
of his own life and describes himself at 13 as nothing less than an ac-
complished juvenile delinguent:

Mom said that I should grow up and check myself
before I wreck myself, disrespect myself.

Put the drugs on the ﬁheﬁ? Nah, couldn’t see it.
Scarface, King of New York, I wanna be it.

Rap was @@a@m&éﬁy? IMONEY Was necessary.

Until I got incarcerated — kinda scary.

Here we find at work all the above elements. Money-making, and ‘sec-
ondarily’ rap, are to the youngster the means to gain respect, proving
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his skills at the game he has set for himself. Competition is tough
and the risk of being caught by the police high, as the last verse con-
firms. While the young Notorius struggles for respect, however, it
is interesting to notice that the mature Notorious, the author of the
Iyrics, actually puts the word ‘respect in his mother’s mouth. For
clearly the mother is bringing in a different conception of respecy,
one which is more akin to moral dignity. The type of respect the
13-year-old Notorious is after, though, requires public recognition
and cannot content itself with the assertion of one’s own integrity
with reference to some universal values. In other words, as Georg
Simmel beautifully put it, ‘the last, highest objective values can be
asserted but not proved. One’s own value has to be proved, but not
asserted’.’

This is the difference between impersonal and personal value. Dig-
nity, in other words, is de jure ~ everybody is entitled to it beforehand,
as one is entitled to a right - but skill can only be de facio - one must
prove one’s. In this sense, one cannot merely assert one’s respect
(‘respect yoursell’) because respect really comes from the other, the
peer, or anyone who is meaningful to me insofar as we share some
references about the skills that matter — that is, anyone who has
tried my same game, or at least knows what we are talking about. So,
respect exists not in the abstract handbook of social philosophy or
wise precepts, but in the actual performance of unfolding interper-
sonal relations where no o priori reference to absolute external su-
perior values can be taken for granted.

Respect needs to be gained, and it can ounly be gained by personal
merit. Thus, there is a testing moment, which also always proves to
be a taxing moment for the subject. Such a conception of respect is
somehow akin to honour, insofar as honour entertains a special lai-
son with visibility. Honour can only exist in the public, before every-
body’s eyes. The idea of ‘secret honour’ simply makes no sense, One
can be falsely accused, but if your honour is challenged, the chal-
lenge iiself is neither true nor false, it is simply real. In honour
games, one risks in the first instance one’s public face. 1t is the face

that constitutes our own integrity and our own value ~ and which makes
us so vulnerable since, as Schopenhauer already remarked, the first
come can disgrace us like this, Unsurprisingly honour is always
close {o vislence.

Relations of respect, however, differ from honour in that they can
manifest themselves not only in unsublimated form ~ i.e., as physical
violence - but also in sublimated form ~ L.e., as artistic skill. Thus, re-
spect allows for the introduction of a tiny new element into the social -
equation, namely cregiion, In graffiti, for instance, it is more impor-
cant to have created a new way of using the spray cap than having
done 100,000 tags ~ for, while the latier consists in playing the game
at one’s best, the former is about changing the game by creating a new
style. As one of the most renown Italian graffiti writers, Dado, recently
put it,

wo

the main goal for a writer through the game is,
besides visibility, having [his/her] siyle recognized, its
technique acknowledged by the writers’ community,
[his/her] own way awarded for virtuosity and matu-
rity in order to become the iconic one who sets an
intergenerational language for all the followers of
such a discipline.’

This also means that, to really create a name for oneself, it is not
enough to be omnipresent — say to bomb it all over. Quantity is cer-
tainly necessary, for one does not become a graffer by simply sketch-
ing a couple of throw-ups. Years and years of training and rehearsal
and thousands of cans are needed. But, out of the heavy iron load of
sheer guantity, the alchemy of quality distils the gold of personal style.
From this perspective, respect functions as a sort of middle ground
— and, again, a most ambiguous one ~ between two different and even
opposing conceptions of the agonic competition. After all, it is an
old vexed question which is raised here: ‘Can art be democratic?
Mot in the sense of ‘Can everyone understand and enjoy art?” but,
truly, in the much more painful interrogation: ‘Can everybody be
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an artist?’; and even: ‘Does being an artist mean enjoying equal value

to all other artists? .

Let us not forget that the dynamic of honour is integrally an attempt at
solving the following tough question: How to distribute armong claim-

ants positions of unequal value?'. For its part, dignity attempts to solve L

the issue by creating a universal position that is infinitely available to
everyone (the problem, in this case, is that such an empty positio
tends to become tasteless). On the other hand, for a significant gmsf'ia

respect inherits honour’s same puzzle, but it also adds a further in |

sight. The geometry of respect is traced inside a space which is simul

taneously aggregating and differential. And the crucial point resides

in the fact that value is a polymorphic and metamorphic human crea-

ture. On the one hand, it manifests itself only through certain measures !
and thus relies on them and needs them to become visible, yet on the
other it constantly evades and transforms them ~ for, far from being
the cold monster we imagine, measure is not at all the opposite of de-
sire and change, rather the very tool with which we bring them into
fruition.

Drawing from my ethnographic enquiries, I tried to interpret respec

as a {ype of space that is as a peculiar spatial relation whereby people
position themselves and are positioned according to an evolving idea

of value. One day, however, I stumbled into a page by the French phi-
losopher Jacques Derrida, who wrote: ‘Space is the dimension of con-
temporaneous existence’, It is, if taken seriously, the dimension that
demands an attitude of ‘respect’.® So, it seems Derrida reverses the
point and invites us to consider that, after all, space at large is really
about nothing else than respect’. In my reading of his sentence, Derrida
stresses the fact that space is not the abstract entity modern philosc "gf ¥
dreamt about, but concerns all the crucial problems that mark the social
encounter (we also know this phenomenon under the name of zf:rﬁ,zm{? 3

In conclusion, whether we decide to explain respect through space,
or whether we prefer to explain space through respect, what matters
is that our ‘contemporaneous existence’ places us before the infinitely

enigmatic phenomenon of value, If street cultures are so interesting
and important, it is in my view because, even among hardships

and constraints, they continue enacting bold experimentations about
these unfolding social geometries.
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