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Abstract
4`�WHWLY�MVJ\ZLZ�VU�VUL�ZWLJPÄJ�JHZL�Z[\K �̀�H�89�JVKL�WYVQLJ[�I`�)LYSPU�IHZLK�HY[PZ[�:^LaH!�.YHɈ`HYK��;OPZ�� PU�
[\YU�� JVUZ[P[\[LZ� [OL� Z[HY[PUN�WVPU[� VM�T`� M\Y[OLY� YLÅLJ[PVU�VU�KPNP[HS� HYJOP]PUN�WYHJ[PJLZ��^P[O� ZWLJPHS� H[[LU[PVU� [V�
the concept of location and placement. My approach implies the questioning of both time and space as well as 
.YHɈ`HYK»Z�HYJOP]L�HYJOP[LJ[\YL��(Z�^PSS�IL�ZOV^U��.YHɈ`HYK�UV[�VUS`�M\UJ[PVUZ�HZ�H�O`IYPK��¸YLHS�]PY[\HS�HYJOP]L¹��HZ�
the artist himself states (Sweza, 2012), but exposes its inherent logics and processes. In that way, it both alludes 
to the topic of ephemerality – street art is generally known for – and addresses broader questions regarding digital 
archives, the availability of data, digital art history, the production of memory and the consolidation of a street art 
JHUVU��.YHɈ`HYK�LSHIVYH[LZ�VU�[OLZL�[VWPJZ�PU�H�WSH`M\S�L_WLYPTLU[HS�^H`�HUK�THRLZ�[OLT�YLÅL_P]L�PU�[OL�TLKP\T�VM�
HY[��4`�WHWLY�LTWOHZPaLZ�[OH[�P[�PZ�TVYL�HUK�TVYL�PTWVY[HU[�[V�HSZV�YLÅLJ[�VU�^OH[�PZ�TPZZPUN�PU�V\Y�KPNP[HS�HYJOP]LZ�
HUK�^OH[�RPUK�VM�ºJVUULJ[PUN�WYHJ[PJLZ»�HYL�PU]VS]LK��;OPZ��PUL]P[HIS �̀�KLTHUKZ�[HRPUN�PU[V�HJJV\U[�[OL�PU]LZ[PNH[PVU�
of data monopolies, platform politics, algorithms and net critique in general.

2L`^VYKZ! 
Street Art, QR Codes, Digital Archiving Practices, Net Critique, Digital Art History

���º.L[[PUN�<W»!�(IV\[�:[YLL[�(Y[�HUK�AVTIPLZ

)LYSPU�IHZLK�HY[PZ[�:^LaH�\ZLZ�89�JVKLZ�[V�WYLZLY]L�NYHɉ[P�VY�Z[YLL[�HY[�MVY�WVZ[LYP[`�I`�WOV[VNYHWOPUN�P[�ILMVYL�P[�NV[�
YLTV]LK��(M[LY�[OL�WPLJLZ�OH]L�ILLU�JSLHULK�VɈ�I`�[OL�SVJHS�H\[OVYP[PLZ�VY�I\PSKPUN�V^ULYZ�OL�WSHJLZ�H�89�JVKL�PU�
[OL�L_HJ[�SVJH[PVU�^OPJO�YLZVS]LZ�[V�HU�PTHNL�VM�[OL�VYPNPUHS��ÄN��������1 “In that way a mobile phone with a QR code 
reader can be used to travel back in time”2��:^LaH�Z[H[LZ!�¸)`�ZJHUUPUN�[OLZL�JVKLZ�PUKP]PK\HS�NYHɉ[P�VY�Z[YLL[�HY[�
WPLJLZ�NV[�YLHUPTH[LK�HUK�ºNL[�\W»�HZ�aVTIPLZ��;OH[�PZ�^O`�`V\�JHU�HSZV�JHSS�[OLT�ºNYHɉ[P�aVTIPLZ»�¹��:^LaH������!�
���ZLJ�Ɉ��B[YHUZS��2.D��(UK�[OPZ��H[�SLHZ[�VU�[OL�ÄYZ[�ZPNO[��TPNO[�IL�VI]PV\Z�¶�ILJH\ZL�PM�`V\�YLHK�PU�[OL�89�JVKL�^P[O�
`V\Y�ZTHY[WOVUL��YLZWLJ[P]LS`�`V\Y�89�JVKL�YLHKLY��[OL�PTHNL�VM�[OL�KPZHWWLHYLK�NYHɉ[P�HWWLHYZ�VU�[OL�ZJYLLU�VM�
your mobile smartphone device. This means that it has been digitally reanimated. 
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In the following, nevertheless, I want to elaborate a little bit more on the discourse of the archive. Discussing this 
topic, one of the main challenges or problems will be that the archive not only points to both an institution and 
H�JVUJLW[�¶�^OPJO�TLHUZ� P[�IV[O�HKKYLZZLZ�H�ZWLJPÄJ�WSHJL�HUK�H�TL[OVK� �,ILSPUN�HUK�.�UaLS����� !������¶�I\[�
YH[OLY�[OH[�P[�HSS\KLZ�[V�H�JVTWSL_��V]LYÅV^PUN�HUK�[OLYLMVYL�HSTVZ[�\UTHUHNLHISL�WOLUVTLUVU��>OPSL�OPZ[VYPHUZ�
\ZL�[OL�HYJOP]L�MVY�OPZ[VYPVNYHWO �̀�V[OLYZ��PU�YL[\YU��X\LZ[PVU�P[Z�NLULYH[P]L�LɈLJ[Z��,YUZ[����� ���*\S[\YHS�ZJPLU[PZ[Z��
like Aleida Assmann (2006, 2009) for instance, question the archive as the place of our cultural or collective memory 
– an idea which can be linked with Boris Groys understanding of the archive as a “machine for the production of 
memory” (Groys, 2009: 140-141 [transl. KG]). Groys states that on the one hand, the archive is associated with the 
idea of completion. This means that it should collect and represent everything that is outside of the archive. On the 
other hand, “archive things” (ibid.), as Groys names them, generally KV�OH]L�H�KPɈLYLU[�KLZ[PU`�[OHU�HSS�[OL�WYVMHUL�
[OPUNZ�V\[ZPKL�VM� [OL�HYJOP]L�� º(YJOP]L�[OPUNZ»�HYL�JVUZPKLYLK�]HS\HISL�HUK�^VY[O�RLLWPUN� PU�H�ZHML�WSHJL�^OLYLHZ�
[OL�TVY[HSP[`�VM�[OL�WYVMHUL�[OPUNZ�V\[ZPKL�VM�[OL�HYJOP]L�PZ�NLULYHSS`�HJJLW[LK��;OLYLMVYL��H�M\UKHTLU[HS�KPɈLYLUJL�
IL[^LLU�[OL�[OPUNZ�PUZPKL�HUK�V\[ZPKL�VM�[OL�HYJOP]L�OHZ�[V�IL�OPNOSPNO[LK�¶�H�KPɈLYLUJL�PU�YLNHYK�[V�]HS\L��KLZ[PU �̀�
ephemerality, destruction, and death (ibid.: 141). 
In the same way archives (pretend to) endeavor for objectivity, in the same way they are ideologically (pre)structured. 
They decide what is visible and preserved in a culture, and what is not, and therefore decide what remains hidden from 
IV[O�WYLZLU[�HUK�M\[\YL�ZVJPL[PLZ��¸(YJOP]LZ�WYLJLKL�OPZ[VYPVNYHWO �̀�^OPJO�PZ�[OLPY�LɈLJ[¹��,ILSPUN�HUK�.�UaLS����� !�
14 [transl. KG]) claim in the introduction of the “Archiveology”. This shows that the archive, as a mediator between 
the visible and the invisible, the included and the excluded, the remembered (or memorable) and the forgotten has 
ILJVTL�H�JLU[YHS�JH[LNVY`�^P[OPU�J\S[\YHS�Z[\KPLZ�� 0[Z�VUNVPUN�KPZZVS\[PVU�HUK�TL[HWOVYPJHS�L_[LUZPVU� [V�KPɈLYLU[�
ways of collecting, storing, saving and remembering – nevertheless, or precisely because of that – asks for further 
KPɈLYLU[PH[PVUZ��,YUZ[����� !�������:PUJL�[OL�LTLYNLUJL�VM�UL^�TLKPH�[LJOUVSVNPLZ�HUK�KPNP[HS�HYJOP]PUN�WYHJ[PJLZ��
this demand has gained in impact, relevance and complexity. Today, the archive should no longer be considered as 
the place of historical storage, but, following Wolfgang Ernst (2009: 186), of availability, accessibility and actualization. 

���º3PNO[PUN�\W�[OL�+HYR»

However, at this point let me come back to .YHɈ`HYK��0»T�X\LZ[PVUPUN!�>OH[�OHWWLUZ�PU�[OPZ�TVIPSL�ZTHY[WOVUL�IV_�¶�
it is [Y\S`�possible to travel back in time, as Sweza states on his website: “In that way a mobile phone with a QR code 
reader can be used to travel back in time”3��0U�HKKP[PVU��^OH[�OHWWLUZ�[V�Z[YLL[�HY[�¶�PZ�P[�ºNOVZ[PUN�HYV\UK»�¶��HUK�PM�
ZV��^OLYL&�(UK�TVYLV]LY��^PSS�P[�ÄUHSS`�ºNL[�\W»�HZ�H�]PY[\HS�aVTIPL&�:V�SL[�\Z�VWLU�[OL�ISHJR�IV_�[V�[OL�NYH]L`HYK�VM�
NYHɉ[P�

,WOLTLYHSP[`�PZ�HU�PZZ\L�^P[OPU�[OL�Z[YLL[�HY[�ZJLUL��:^LaH�Z[H[LZ������!����ZLJ�Ɉ����-VY�OPT�P[�PZ�PU[LYLZ[PUN�[V�ZLL�[OL�
WYVJLZZ�VM�ºKLJVTWVZP[PVU»��^OLU�WPLJLZ�[HRL�VU�KPɈLYLU[�ZOHWLZ�HUK��PU�[OL�LUK��KPZHWWLHY�MVYL]LY��PIPK����:^LaH�
WSH`Z�^P[O�[OPZ�MHJ[�I`�¸Z\WLYPTWVZPUN�[OPZ�ºYLHS�]PY[\HS�HYJOP]L»¹��PIPK��B[YHUZS��2.D���.P]LU�[OH[�IV[O�[OL�MVYT�HUK�[OL�
JVU[LU[�VM�OPZ�HYJOP]L�OH]L�ºYLHS�]PY[\HS»�YLMLYLUJL�WVPU[Z��P[�PZ�UV[�VUS`�JVUZ[P[\[LK��I\[�WLYTHULU[S`�WYVJLZZLK�VU�[OL�
PU[LYZLJ[PVU�IL[^LLU�º[OL�WO`ZPJHS»�HUK�[OL�ºKPNP[HS»��>P[OPU�[OPZ�JVUZ[LSSH[PVU�[OL�[^V�VWWVZP[L�SH`LYZ�HYL�PU[LYJVUULJ[LK�
^P[O�LHJO�V[OLY�I`�TLHUZ�VM�H�89�JVKL�̂ OPJO�Z`UJOYVUPaLZ�[OL�WYVJLZZ�VM�KPZHWWLHYPUN�HUK�ºNL[[PUN�\W»�¶�YLZWLJ[P]LS`�
ºYPZPUN�\W�MYVT�[OL�KLHK»�¶�VM�HMVYLTLU[PVULK�Z[YLL[�HY[�HUK�NYHɉ[P�WPLJLZ��;OL�89�JVKL��JVUZLX\LU[S �̀�WYLZLU[Z�P[ZLSM�
HZ�H�TLKPH[VY�^P[OPU�H�UL[^VYR�VM�JVTWSL_�ZVJPV[LJOUPJHS�YLSH[PVUZOPWZ�[OH[�PU[LYJVUULJ[Z�IV[O�SH`LYZ�PU�H�ZPNUPÄJHU[�
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^H`!�P[�ZLWHYH[LZ�I`�SPURPUN�HUK�SPURZ�I`�ZLWHYH[PUN��:^LaH»Z�89�JVKLZ��JVUZLX\LU[S �̀�T\Z[�IL�\UKLYZ[VVK�HZ�WPJ[VYPHS�
ZPNUZ�[OH[�KV�UV[�VUS`�PUJS\KL��I\[�HSZV�YLMLY�[V�[OLPY�V^U�IHJRZPKL��;OPZ�ZOV^Z�[OH[�:^LaH»Z�.YHɈ`HYK renounces any 
KL[LYTPULK�ºLP[OLY�VY»��H�JOHYHJ[LYPZ[PJ�[OH[�IYPUNZ�\Z�IHJR�[V�[OL�TL[HWOVY�VM�[OL�[LTWVYHY`�Z[YLL[�HY[�aVTIPL�^OPJO�
JHU�HSZV�IL�SVJH[LK�PU�HU�\UKL[LYTPULK�ZWHJL�[PTL��ZVTL^OLYL�ºPU�IL[^LLU»��VU�[OL�PU[LYZLJ[PVU�VM�SPML�HUK�KLH[O��

It is interesting to note here that .YHɈ`HYK�UV[�VUS`�YLÅLJ[Z�VU�[OL�[VWPJ�VM�LWOLTLYHSP[ �̀�I\[�YH[OLY�KLWLUKZ�VU�P[�HZ�
^LSS��;O\Z��UV[�VUS`�[OL�MV\UK�Z[YLL[�HY[�HUK�NYHɉ[P�WPLJLZ�HYL�LWOLTLYHS��[OLPY�ºNYH]L`HYK»�PZ�LWOLTLYHS�HZ�^LSS��;OL�
intermediate stage between life and death, passing away and getting up, destruction and (temporary) revitalization 
is not only artistically addressed, but also inscribed into the project. The functionality of the hybrid, time-spatial 
interplay of .YHɈ`HYK is decisively dependent on the life span of the QR codes. The pasted codes, on the long run, 
KV�UV[�N\HYHU[LL�H�SVUN�[LYT�YLTLTIYHUJL�VY�Z\Y]P]HS�VM�[OL�Z[YLL[�HY[�HUK�NYHɉ[P�WPLJLZ��YH[OLY�[OL`�JVU[YPI\[L�[V�
a sudden, selective, unexpected and zombie-like appearance of their digital copies. .YHɈ`HYK, consequently, must 
IL�\UKLYZ[VVK�HZ�H�ZLSM�YLÅL_P]L�WYVQLJ[��^OPJO�KVLZ�UV[�JVUMYVU[�[OL�MHZ[�TV]PUN�[PTL�V\[ZPKL�VM�[OL�HYJOP]L�^P[O�
H�JLY[HPU�ºWSHJL�VM�WYV[LJ[PVU»�VY�ºZ[HIPSP[`» (Stäheli, 2002). It rather refers to its own archiving logic and exhibits its 
inherent processes. 

In sum, .YHɈ`HYK is an archive, attached to, or even augmenting urban space, that is both locative, situational and 
ZLSM�YLÅL_P]L�HUK�VɈLYZ�SPTP[LK�HJJLZZ�[V�P[Z�V^U�HYJOP]HS�KVJ\TLU[Z��0[�PZ�WYVK\JLK�HUK�WLYTHULU[S`�YL�HJ[\HSPaLK�
in the process of its reanimation. Consequently, we might possibly understand .YHɈ`HYK as some kind of hybrid 
memory black box that is characterized by qualities of situativeness, selectiveness, temporality, subjectivity and 
incompleteness. 

���;OL�3VNPJ�VM�[OL�(YJOP]L

This, in return, makes clear that .YHɈ`HYK must be dependent on preliminary research and preparation. Even though 
:^LaH��HWWHYLU[S`�ZLLTZ�[V�ZVTLOV^�\UKLYTPUL�[OL�º[YHKP[PVUHS»�\UKLYZ[HUKPUN�VM��\YIHU�HY[��HLZ[OL[PJZ�¶�I`�THPUS`�
HKKPUN�[HNZ�[V�OPZ�HYJOP]L�PUZ[LHK�VM�KLJVYH[P]L�Z[YLL[�HY[�HUK�NYHɉ[P�WPLJLZ�¶�OL��UL]LY[OLSLZZ��PZ�UV[�HISL�[V�SL]LY�V\[�
[OL�SVNPJ�VM�[OL�HYJOP]L��;O\Z��L]LY`�ZPUNSL�ºPTWVY[»��ºHKK»�VY�º\WSVHK»�THYRZ�H�KPɈLYLUJL��^OPJO�ZLWHYH[LZ�KVJ\TLU[Z�
^VY[O�HYJOP]PUN�MYVT�KVJ\TLU[Z�UV[�^VY[O�HYJOP]PUN��0UKP]PK\HS�[HNZ�HZ�^LSS�HZ�Z[YLL[�HY[�HUK�NYHɉ[P�WPLJLZ�HYL�HS^H`Z�
privileged in comparison to others that have no access to the archive. This amply demonstrates that every archive 
contains a border which separates the internal from the external, the archive from the non-archive, the closed from 
the open, the included from the excluded, and in the end, the preserved from the non-preserved (Fohrmann, 2002: 
��������¸5V�HYJOP]L�^P[OV\[�V\[ZPKL�¹�+LYYPKH�Z[H[LZ��PIPK���^P[O�YLMLYLUJL�[V�+LYYPKH�B[YHUZS��2.D���:^LaH»Z�ZLSLJ[PVU��
^OL[OLY�JVUZJPV\Z�VY�UV[��T\Z[�[OLYLMVYL�HS^H`Z�IL�\UKLYZ[VVK�HZ�H�ÄYZ[�PU[LYWYL[H[PVU�[OH[�KL[LYTPULZ�^OPJO�^VYRZ�
will be remembered and which ones will not. This shows that the archive, as the place to remember, is closely linked 
to the logic of exclusion, ignorance and oblivion. 

:V�SL[�TL�ÄUHSS`�JSVZL�^P[O�H�ZLYPLZ�VM�X\LZ[PVUZ��.P]LU�[OL�MHJ[�[OH[�LWOLTLYHSP[`�KL[LYTPULZ�:^LaH»Z�WYVQLJ[�PU�H�
ZPNUPÄJHU[�^H`�HUK��VU�[OL�SVUN�Y\U��JVU[YPI\[LZ�[V�J\[�[OL�YLJLU[S`�V\[SPULK�PU[LYWSH`�IL[^LLU�º[OL�WO`ZPJHS»�HUK�º[OL�
KPNP[HS»�0�HT�HZRPUN!�+VLZ�:^LaH��PU�[OL�LUK��VɈLY�[OL�WVZZPIPSP[`�VM�H�ÄUHS�VISP]PVU&�(S[LYUH[P]LS �̀�^OH[�OHWWLUZ�[V�[OL�
ZHPK�NYHɉ[P�HUK�Z[YLL[�HY[�WPLJLZ�VUJL�[OL�KPNP[HS�SPK�VM�[OL�HYJOP]L�PZ�ZUHW�ZO\[&�>PSS�[OL`�IL�VɈLYLK�H�SHZ[�YLZ[PUN�WSHJL��
and thus, confront death; or are they condemned to an eternal life inside a non-accessible, digital web space whose 
gates will be closed forever? (see also Warnke, 2002: 270).
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This question, on the one hand, leads to the questioning of the internet as a digital archive and art historical storage 
medium, on the other hand, the addressing of associated potentials and impositions. As will be shown, the outlined 
discourse draws attention to the conditions in which cultural heritage and knowledge is made accessible. Given the 
MHJ[�[OH[�J\S[\YL�PZ�[OL�YLZ\S[�VM�P[Z�Z[VYHNL�TLKPH��[OLU�J\S[\YHS�TLTVY`�[\YUZ�V\[�[V�IL�[OL�LɈLJ[�VM�HU�HYJOP]L�^OVZL�
basic operations constantly change with new media innovations (Ernst, 2009: 178). Nevertheless, the idea of the 
internet as storage medium fosters some misunderstandings, because archive material is not only stored but also 
published (Ebeling and Günzel, 2009, with reference to Assmann, 2009).

However, it can be assumed that Sweza never intended to create an archive in the proper sense of the word. Rather, 
he exposes its inherent logics, processes and dynamics and provides a meta comment on digital archiving practices 
in general. By not selecting pieces that go hand in hand with the common taste or criteria of the art system, he adds 
HUV[OLY�SL]LS�VM�YLÅLJ[PVU�HUK�\U]LPSZ�[OL�ÄJ[PVUHS�X\HSP[PLZ�VM�[OL�HYJOP]L��)`�YL]HS\H[PUN�[HNZ��^OPJO�HYL�V[OLY^PZL�
underestimated, marginalized, displaced and unwanted, he reveals the selectivity of the archive and its inherent 
ambiguity. In this way, his project complies with other works of contemporary art. In her article (UHYJO`�PU�[OL�(YJOP]L 
(2009) Monika Rieger points to a similar perspective. She states that the majority of artists do not associate the 
archive with a safe storage room and the possibility of an identical reconstruction of the past. Rather, they focus 
VU�P[Z�MYHTL^VYR�HUK�KV�UV[�ZWLUK�[VV�T\JO�[PTL�VU�HUHS`aPUN�P[Z�JVU[LU[���PIPK�!������:^LaH»Z�WYVQLJ[�MVSSV^Z�[OPZ�
genealogy. With his work, the dynamic conception of the archive becomes evident, addressing the dialectic between 
remembering and forgetting. This idea can be associated with the increasingly important question – or problematic – 
of digital archiving and storage practices in general. Sweza addresses these topics in a playful and experimental way, 
THRPUN�[OLT�YLÅL_P]L�PU�[OL�TLKP\T�VM�HY[��-VSSV^PUN�(SLPKH�(ZZTHUU�P[�JV\SK�IL�Z[H[LK�[OH[�HY[�\U]LPSZ�[OH[�J\S[\YL�
does not remember anymore (Rieger, 2009, with reference to Assmann, 1999: 371); or, in other words, that the storage 
capacity of our cultural archives has exceeded the amount that can be retranslated into our human memory (Rieger, 
��� ��̂ P[O�YLMLYLUJL�[V�(ZZTHUU������!� ��Ɉ����([�[OL�ZHTL�[PTL��ZOL�PUKPJH[LZ�[OH[�[OL�ZLSLJ[PVU�JYP[LYPH�VM�V\Y�J\S[\YHS�
memory have become unclear (ibid.). This fact, in particular, can be observed in the context of street art festivals. Here, 
it is especially worth questioning PM and PU�̂ OH[�̂ H`Z�our cultural memory and related media practices of documenting, 
archiving and storing have already contributed to establish – and permanently reprocess – some kind of international 
street art canon (Glaser, 2015).

���º+VPUN�[OL�(YJOP]L»�HUK�[OL�*OHUNPUN�(JJLZZPIPSP[`�VM�*\S[\YHS�/LYP[HNL��.VVKZ�HUK�2UV^SLKNL

>P[OPU�[OPZ�JVU[L_[��M\Y[OLY�X\LZ[PVUZ�JHU�IL�YHPZLK��6UL�TPNO[�WVZZPIS`�[OPUR�VM�.VVNSL»Z�:[YLL[�(Y[�7YVQLJ[�4 which 
was founded in 2014 and meant to archive street art worldwide. Apart from all the advantages of an easily accessible, 
digital archive in high-resolution, it remains to be questioned what this kind of archive furthermore entails. In his 
Z[\K`�VU�KPNP[HS�HYJOP]PUN��1LɈ�9V[OLUI\YN�Z[H[LZ!� ¸+PNP[HS�KVJ\TLU[Z� SHZ[� MVYL]LY�¶�VY���`LHYZ��^OPJOL]LY�JVTLZ�
ÄYZ[¹��>HYURL������!������^P[O�YLMLYLUJL�[V�9V[OLUI\YN���   ���4VYLV]LY��OL�HKKZ!�¸;OLYL�PZ�¶�H[�WYLZLU[��UV�^H`�[V�
guarantee the preservation of digital information” (ibid., with reference to Rothenburg 1999). At the same time, Martin 
Warnke indicates that digital archives only endure as long as they are permanently in use (ibid.: 280). This means 
that data, in regular intervals, have to be stored to new media and converted into new formats, in order to impede 
KLH[O��PIPK�!�������+\L�[V�[OL�MHJ[�[OH[�PU[LYUL[�WHJRHNLZ�HYL�Ä[[LK�^P[O�H�TLJOHUPZT�VM�ZLSM�KLZ[Y\J[PVU��PIPK�!�������
the internet has proved to be inappropriate as an archive, Warnke states (ibid.). What is not on the servers anymore 
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is not accessible; the well-known LYYVY�����VJJ\YZ��PIPK����-YLUJO�HY[PZ[�4;6�^HZ�VUL�VM�[OL�ÄYZ[�HY[PZ[Z�^OV�L_WSPJP[S`�
addressed this topic,5�^OPSL�H[�[OL�ZHTL�[PTL�JYP[PJPaPUN�.VVNSL»Z�WYHJ[PJLZ�VM�Z\Y]LPSSHUJL�HUK�JLUZVYZOPW��^OPJO�HYL�
also associated with their archive project. 

If one assumes that technical standards and software technologies will further improve, the archive, eventually, will 
UV[�VUS`�IL�HKKYLZZHISL�HZ�H�����I\[�HZ�H�U�KPTLUZPVUHS�ZWHJL��,YUZ[����� !�������;OPZ�^V\SK�VɈLY�UL^�ZLHYJO�VW[PVUZ�
and organizing tools (ibid.). For instance, one could easily be able to search melodies with melodies, images with 
images, etc. (ibid.). .VVNSL�7OV[VZ6 is one example, which points into this direction. Here, photos are algorithmically 
sorted and categorized. Google, most likely, uses this as a playground to improve its own face and object recognition 
software (Hernandez, 2015). This makes evident that, in the context of digital archiving practices, it is increasingly 
PTWVY[HU[�[V�HSZV�X\LZ[PVU�[OL�Z\WWVZLKS`�ºMYLL»�PUMYHZ[Y\J[\YLZ�VU�^OPJO�V\Y�KPNP[HS�HYJOP]LZ�HYL�IHZLK��JVUZPKLYPUN�
LZWLJPHSS`� [OL� MHJ[� [OH[� [OL`�HYL�VɈLYLK�I`�T\S[PUH[PVUHS�JVTWHUPLZ� SPRL�.VVNSL��)LYSPU�IHZLK�J\YH[VY�3\[a�/LURL�
supports this idea by also voicing some concerns regarding the Google :[YLL[�(Y[�7YVQLJ[. He questions what kind 
of algorithms are working in the background and if they, sooner or later, will tell us what kind of images generate the 
highest advertising impact, and in the end, most of the money (Henke, 2015). The questions of who owns and controls 
images and what for, as well as who establishes and handles data monopolies, is, at present, one of the greatest 
sociopolitical challenges, Henke states (ibid.). 

7. Conclusion

(Z�T`�WHWLY�OHZ�ZOV^U��PU�[OL�M\[\YL�P[�^PSS�IL�L_[YLTLS`�PTWVY[HU[�[V�HSZV�YLÅLJ[�VU�^OH[�PZ�TPZZPUN�PU�V\Y�KPNP[HS�
HYJOP]LZ� �,YUZ[������!�� ��HUK�^OH[�RPUK�VM� ºJVUULJ[PUN�WYHJ[PJLZ»�HYL� PU]VS]LK��6U�[OL�VUL�OHUK�� [OPZ� PTWSPLZ�[OL�
questioning of archive architectures and their inherent processes and mechanisms of selection, which separate 
documents worth archiving from documents not worth archiving (Fohrmann, 2002: 21-22; Stäheli, 2002: 74) and, in 
the end, favor the consolidation of a street art canon. On the other hand, this implies the questioning of associated 
practices, which are often based on commercial interests. 

Against this background, it seems to be crucially important to no longer understand the internet as a simple tool 
or storage medium, but as an inseparable part of our political, economic, social and cultural life (Lovink, 2012: 94). 
4\S[PUH[PVUHS�JVTWHUPLZ�SPRL�.VVNSL�¶�T\JO�SPRL�[OL�PU[LYUL[�PU�NLULYHS�¶�KV�UV[�VɈLY�H�MYLL�PUMYHZ[Y\J[\YL��9H[OLY��
[OL�^OVSL�J\S[\YHS��WVSP[PJHS��LJVUVTPJ�HUK�LK\JH[PVUHS�SHUKZJHWL�PZ�Z[YVUNS`�PUÅ\LUJLK�I`�P[Z�UL[^VYRPUN�Z[Y\J[\YLZ��
its algorithms and mechanisms of coordination (ibid.: 199). Debates about spatial appropriation, advertising, 
institutionalization, domestication, censorship, privacy as well as the questioning of hierarchies – which in the context 
VM�[VKH`»Z�Z[YLL[�HY[�HYL�Z[PSS�[PLK�[V�[OL�MYHTL^VYR�VM�[OL�WO`ZPJHS�JP[`�¶�OH]L�[V�IL�[YHUZMLYYLK�[V�[OL�UL[Z��.SHZLY��
2015). The current but decisive challenge will be to critically question familiar conventions, mechanisms of control 
and exclusion within existing – most possibly centralized – network infrastructures. The nets and its central nodes are 
places of decision making, which inevitably display the current infrastructures of power (Glaser, 2015; Lovink, 2012; 
3V]PUR�HUK�9HZJO���������*VUZLX\LU[S �̀�^L�HYL�UV�SVUNLY�PU�JOHYNL�[V�ZPTWS`�ºYLJSHPT�[OL�JP[`»��I\[�[V�ºYLJSHPT�[OL�
PU[LYUL[»��.SHZLY���������
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Fig. 1 - website picture from 2014, website relaunch 
in 2016; photo: © Sweza.

Fig. 2 - website picture from 2014, website relaunch 
in 2016; photo: © Sweza.

Endnotes
1 - See ^^ �̂Z^LaH�JVT�NYHɈ`HYK (accessed 
30.07.2013, website relaunch in 2016).
2 - ^^ �̂Z^LaH�JVT�NYHɈ`HYK (accessed 30.07.2013, 
website relaunch in 2016).
3 - ^^ �̂Z^LaH�JVT�NYHɈ`HYK (accessed 30.07.2013, 
website relaunch in 2016).
4 - ^^ �̂Z[YLL[HY[�^P[ONVVNSL�JVT�KL as well as 
^^ �̂NVVNSL�JVT�J\S[\YHSPUZ[P[\[L�WYVQLJ[��Z[YLL[�HY[�
(accessed 22.04.2015).
5 - The documentation of the mural is accessible online 
at ^^ �̂MHJLIVVR�JVT�TLKPH�ZL[�&ZL[$H���������� �
������������������� ����������
[`WL$� (accessed 
22.04.2015); for further information see also Levy (2015).
6 - ^^ �̂NVVNSL�JVT�WOV[VZ�HIV\[� (accessed 
08.12.2016).
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