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'The move toward replacing 
the system of a window 
and a world outside with 
one of a computer screen 
in a closed room is taking 
place in our social life: we 
read the world more than 
we see it' 

– Gilles Deleuze 
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Letter forms

Learning the code of graffiti was one of the 
hardest parts of finding a place for myself 
as a graffiti artist. I had started graffiti at 
twelve years of age and met Zapgalaxy a 
long term collaborator. 

Letters were reconfigured in a cartoon 
style or a disguised form. To understand 
the way to encode the letters as well as 
the ethos of what those coded letters 
meant to your respective gang or crew 
was initially important. Nothing was ever 

explicitly stated or came in a handy guide 
to know what coding letters really meant 
or implied. I can only really talk from my 
own perspective in regard to approaches 
and what the letters stood for. For me the 
learning was not just how to put letters to-
gether but how to stand up for yourself as 
well. My mentor was prone to giving me a 
punch in the face as well as information on 
letter forms. There was an initiation into vio-
lence and this shocked me. The letter 
forms I was taught were not complex but 
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they had a flow to them. They were made 
of parts that linked together and each part 
had a sine wave type curve. This I sup-
pose was a musical element, the melody 
of the form, its beat was the formation of 
the words. The punch in the face was to 
keep in line and to follow the instructions 
passed on, a lesson in violence. For me ag-
gression never encouraged me to become 
violent in return but I did toughen up and 
learn to stick up for myself. When I started 
learning this code it took a few years to 
master it. My other mentor was not as 
prone to violence but gave implicit instruc-
tions as to the elements of the letters. It 
was primarily oval shapes or circles and 
stars. There could also be cloud like forms 
either in the letters or around them. Most 
graffiti came prepackaged but people 
tended to interpret or take in certain ele-
ments and added their own touches. You 
could muse that maybe the clouds around 
the graffiti were a religious element, though 
really it was to make the letters stand out. 
Heaven was in the letters so to speak and 
were the most holy of forms. Every now 
and then I would ‘sin’ and instead of doing 
the expected forms I would create a piece 
that was usually frowned upon as out of 
whack. To go outside of the form was 
frowned upon at this stage. I can remem-
ber in these formative years occasionally 
painting something that I wanted to paint 

which for me was a release from the frus-
tration of an imposed order and limiting 
posture. There was also a particular work 
that I did in yellow and black which was 
seen as a strange anomaly but was quite 
pedestrian in an art sense. I was prone to 
do these works as an attempt to let off 
steam as I wasn’t considered ready to pro-
duce work to the standards of that time. 

When you consider creating work for your 
crew you must perform at a high level con-
sistently and this can become repetitive af-
ter a while especially when you haven’t 
necessarily found your own signature style 
or have a broader understanding of art or 
design. My own style was fairly distinctive 
even though it was orchestrated by other 
people. It was a form of collaboration and 
there was a bond forged with your crew. At 
the same time the crew could disown you 
or threaten to, if you became too unruly or 
too individualistic. This was the way of 
keeping the peace, you had been given a 
code of conduct as well as a code of letter-
ing. What I am recalling of my experience 
is essentially a form of learning the ropes 
and it was very different for many graffiti 
artists. In Sydney writers looked to “Sub-
way Art” for guidance but most of the time 
their efforts were very interpretive and 
there was a distinctive style in Sydney. Mel-
bourne also picked up the forms of “Sub-
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way Art” but the writers took this up and 
went in different directions. The coding 
that I was taught was particular to Redfern 
and Waterloo as my mentor lived in that 
area. It was a simple style with the flow I 
mentioned previously but my mentor didn’t 
exaggerate the flow of the letters whereas 
I tended to. I looked at “Spraycan Art” and 
murals, which was my main inspiration to 
start graffiti. But my initial learning had 
nothing to do with my own inspirations. It 
was the code of getting up my graffiti 

name and the style was modular to be 
made quickly and efficiently in high pres-
sure situations. Eventually I started adding 
more mural elements to these initial works 
especially when working in abandoned 
buildings where there was no real pres-
sure. These works were my favourite from 
that period and eventually I started trying 
to find my own approaches to letters in 
1990. This bore fruits in 1991 when I 
started looking at Case2 and his “com-
puter rock”. I also started using shapes 
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but in simple ways that I had picked up 
from work by Phase2 and Vulcan. The re-
sults though were very different and the let-
ters were semi wild but still simple. What 
was gone was the flow or sine wave ele-
ment. Each element was instead divided 
into smaller subparts and interlocked with 
other parts. Styles were always changing 
and graffiti magazines were worldwide by 
the early nineties. My descriptions though 
brief are quite personal, what I saw was 
what I noticed and it was what caught my 
eye. By the early nineties I was out of the 
more aggressive high pressure gangs and 
was with other eclectic painters. 

A lot of style is made to be passed down 
and helps set a standard, but a standard 
for what? That is the coded element of 
learning. I found being an outsider far 
more interesting and there was not just 
one way to code but many. There are only 
a small set of requirements to produce 
something. Distinct colours, some con-
trasts and lines. There are many ways to 
create work but to be able to produce a 
work you need to be able to put these ele-
ments together in a meaningful way. It is 
really the structure that binds the work 
though even structure isn’t always neces-
sary because you may not see the overall 
structure but just disparate lines and col-
our. As an example I may find tags hard to 

read because I don’t know the new forms 
that are prevalent and as I no longer tag I 
don’t really need to know. If you under-
stand the current codes you will see the 
words and know of the style or approach 
as usually there are a few competing ways 
of working  and structuring these forms. I 
call them forms only to highlight the struc-
tural element of the work. For a lot of graf-
fiti writers this can be missed as they may 
not understand the open nature of creativ-
ity. They may break away from graffiti or 
have a legacy to uphold. Recently I have 
returned to lettering forms but as a struc-
tural element, where the forms are indis-
tinct and have little to do with font types. 
At the end of the day some graffiti styles 
have become a font type in themselves but 
not in all cases. Really what I call lettering 
is just a structure to work within and I 
would prefer to say it is like a face in that it 
can be recognised. It therefore could be a 
font, but a face can be familiar or unfamil-
iar and yet we know it carries the potential 
for recognition. It is the aim of the artist to 
seek recognition for their work so most 
work is leading to recognition even though 
the work may be interpreted in different 
ways. From my portraits which show possi-
ble and impossible faces there is a struc-
ture somewhat akin to a face and I feel as 
though the lettering structures carry a dif-
ferent structure but with the same aim. 
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These works though are mainly what is rec-
ognised as possible but to someone else it 
could be what is impossible or improbable. 
It isn’t particularly important as creativity 
can be open ended and contextual. Basi-
cally I treat the faces and the letter forms 
in the same way. Which basically is to help 
me produce a result which I don’t know un-
til I feel it is finished.

Graffiti itself exists in the urban environ-
ment and its applications are varied de-
pending on tools used but some graffiti art-
ists can create something impossible to un-
derstand and it leads to looking for a like-
ness. A likeness to mist or light, maybe a 
depth or shallowness can help it be ex-
plained in its relation to representations 
without representing anything in particular. 
The underlying style though may be coded 
depending on the fashions or styles in 
vogue. Other styles though can represent 
dimensional letters from games and can 
be very recognisable as well as purely rep-
resentational of a scene or character from 
a movie for example. The reason I highlight 
the improbable elements is they can be 
overlooked because they don’t always rep-
resent something in particular but can be 
open to interpretation. You could say they 
are abstract even if there are coded ele-
ments in the work. 

The following sentence may seem vague 
but relates to my own work which is the 
use of a mist which I describe as a noise 
element which I use liberally. You could 
say that for my own work the more noise 
to signal in regard to the work the better. It 
isn’t the sole aim though as lines which are 
clean can intersect the work. There is clar-
ity but also a vague mist and movement 
that keeps the work together. The line 
work can be what keeps the work moving 
and can be highlighted using contrasting 
colours. The fact of graffiti is that even 
though it carries unknown coding, for the 
viewer it doesn’t matter. It is just another 
layer of visual information with which we 
contend with. It can be enjoyable to see 
the colours and forms as they can be like a 
light show or laser show that is visually ex-
citing. A lot of the code I create needs a lit-
tle bit of noise through a mist like applica-
tion. The mist or disorganised patterns, 
could on the other hand make the work an 
experience.

 Aerosol lends itself to noise but also to 
clean  graphic work. My own interest as 
you would have guessed is noise but I be-
lieve you need a few elements playing off 
each other. I like the way aerosol can be 
gestural so I try to build lines into some 
type of form. Also the play of two dimen-
sional and three dimensional elements in-
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terlocking and overlapping can be preva-
lent. It doesn’t have to be obvious in that it 
looks like a likeness. I find it just needs to 
be quick and lack calculation. It is the coor-
dination of the eye and hand that needs to 
be obvious but it isn’t necessarily looking 
for a particular result which means the 
work is not polished. I find in my own work 
it is about balancing layers with structure. 
Also in the flow of lines and mist there 
emerges something abstract and misunder-
stood, but as a visual language can accom-
modate everyone. 

Sometimes being misunderstood is the 
only way to be understood, it is a place to 
inhabit like a building. Therefore buildings 
need people but sometimes they need graf-
fiti. I don’t believe graffiti belongs every 
where. The aimlessness of plastering every 
surface isn’t necessary or worthwhile. So 
essentially graffiti follows decay but it 
doesn’t create decay. Decay is very inter-
esting, but it isn’t the purpose of graffiti 
but can be its backdrop. Also graffiti can 
become part of a community and create 
culture. It doesn’t need to be over curated 
or sugar coated though. People need to be 
challenged, especially artists but not just 
to let projects be micro managed in the 
case of public murals or street art. Graffiti 
though tends to find a place where it can 
flourish and be of use. It still needs to take 

advantage of environments where there is 
no real aesthetic thought applied. It pro-
vides thoughts in an otherwise unthought 
of space. The primacy of lettering struc-
tures in graffiti lets the artist encode letter 
type forms and bring a word into a unity of 
form in a site. Words can bring about 
forms of meaning and have a structure in 
english that lets them be scanned and un-
derstood. In graffiti though the form of the 
letter is bound by colour and contrast. The 
word disappears into a form, the form of 
code itself. It is wrapped into a small im-
age as opposed to linked with other words 
to create a sentence but there is a dia-
logue with the environment. Street art 
brings words back together to create 
meaning or dissonance. It links words de-
coding them and offering an idea or image. 
Word and form are separated playing off 
each other to create a dialogue. The dia-
logue of graffiti is about many elements 
though the form itself can be quite unified. 
The key part of graffiti is its ability to make 
an aesthetic judgement of an environment 
as opposed to an aesthetic state of being. 
While providing some kind of visual infor-
mation to a site lacking interest.
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Seeing

Seeing something isn’t always a straight 
forward process. We can have so many 
preconceived ideas in relation to seeing. I 
learnt this from life drawing, for example 
when I would see something I would forget 
what it was and it became a series of rela-
tionships of tone and shape. Sometimes I 
would see something and forget what it 
was as it only seemed to be a form lacking 
any relation to something I knew. When we 
look we only see what we know or think 
we know. Looking at something can be 
very difficult and understanding it is even 
more difficult. I am convinced that people 
don’t really see graffiti. I believe they just 
see something unfamiliar which is full of 
preconceived ideas. You don’t need train-
ing to see graffiti but you need to under-
stand what you are seeing by looking and 
understanding the process and culture that 
creates it. What I mean by this we all have 
some kind of visual baggage from culture. 
In todays highly image saturated world we 
have mastered ignoring information as well 
as seeing it. I would say we barely see any-
thing but distractions, we feel the need to 
filter a lot of incoming information. Graffiti 
is commonly a background element in the 

urban environment if you are not practicing 
it, for instance graffiti is usually a backdrop 
for a band photograph or tourists for exam-
ple. The actual work itself as a whole piece 
of art is ignored and elements are allowed 
in without letting the larger piece be a focal 
point. It is too much to be included fully be-
cause it has too much information, and too 
many parts which relate differently to differ-
ent people. Graffiti was made into car-
toons then formalised and sometimes 
made quite complex. 

Cartoons are generally lauded because 
they can be easily appreciated but the 
more complex work is usually misunder-
stood. There isn’t an easy option for under-
standing these works as they ask the 
viewer to lose themselves in sight. The 
viewer is asked just to look, rather than ap-
ply a general filter so they can be free to 
simply enjoy the work. It isn’t as though 
the viewer doesn’t see the work overall, al-
though their seeing is an important input 
but they need to allow themselves to scan 
the work even if it has a large scale. To see 
it isn’t necessary to understand or compre-
hend the image. Graffiti can be immersive 
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and it is hard to literally see where it be-
gins or ends. Even a view from a distance 
can only highlight the confusion and ambi-
guity inherent in the work as it competes 
or plays off other work and the environ-
ment. Definitions of form and colour can 
get lost in what is an immersive form. 

Graffiti is meant to be lived in as it is part 
of the urban landscape. This immersive 
function is why graffiti becomes a back-
drop a lot of the time as it asks the viewer 
if it can be more than an image. It asks if it 
can be experienced, feared, admired etcet-
era. Though I stress it can be seen in the 
context of experience and this can be its 
most relatable transference. People want a 
little part of it to invade their memories or 
create a credible backdrop to share. See-
ing is in itself is immersive. This makes us 
experience our surroundings in a meaning-
ful way. We scan for information about our 
immediate surroundings and experience 
within the environment and apply our un-
derstanding. Graffiti is definitely open to in-
terpretation and even though it is primarily 
about sight the experience is critical. 
Street art can follow suit but in a range of 
different ways from posters, stencils or 
stickers usually with a message attached 
or simply to highlight popular culture in 
general. Graffiti though is mostly the same 
approaches of colour and form. Lettering 

in an array of styles while the message it-
self is rogue advertising or virtuosity in the 
case of legal walls. Graffiti though can 
make bland spaces quite active and inter-
esting. Graffiti goes against most accepted 
norms. If you think of home decorating 
and council regulations in situ you can 
have a very beige environment. Graffiti is in 
a way turning on a channel, albeit a slightly 
unwanted one for those who like their 
walls neutral colours. The influence graffiti 
has had on urban spaces is not limited to 
its direct application but to urban design-
ers and architects adding colour and move-
ment to spaces that normally would have 
been bland. The changes in architectural 
materials also add interest and quite liter-
ally make a space far more interesting and 
engaging. Graffiti usually won’t end up on 
interesting materials such as embossed or 
sculptural walls because it is doing what 
graffiti would do if applied to a less interest-
ing surface. Design that has thought ap-
plied to it is not always going to avoid graf-
fiti but it is a test of its visual utility to pro-
vide interest. This comes back to my point 
of seeing, we need visual interest but it 
isn’t necessarily noticed consciously or in 
an obvious way. Mainly because it doesn’t 
need to be noticed essentially, but if you 
can take time to really look at the environ-
ment you live in you can start to experi-
ence it differently. A lot of thought is put 
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into spaces but in a utilitarian way for in-
stance to help traffic navigate or people 
find their way around. Graffiti is mainly aes-
thetic and this is why we gauge peoples re-
actions to tags as rubbish or background 
noise. Even fully thought out virtuoso work 
can raise peoples ire but either way the 
aesthetic function is only part of the pic-
ture. It uses aesthetics to judge potential 
interest and gain entry into its surround-
ings. The aesthetics of an upmarket shop-
ping mall can create a space that seems 
opulent or rich in material or texture avoid-
ing the tag of boring. A graffiti tag can mini-
mise or agitate the potential for the moni-
ker of boring but it may or may not create 
the idea of opulence. It can potentially cre-
ate style or add style if successfully em-
ployed. Graffiti can move into the fore-
ground but sometimes it is best suited as 
a form of noise where coming into focus 
can only limit its life span if removed. We 
need to look at the environment and as-
sess graffiti as a part of actual physical ex-
perience situated in a utilitarian landscape. 

Essentially we need to be more engaged 
with our environment so we can make it 
more interesting or notice the things that 
do make it interesting. It isn’t just a back-
drop but part of the urban experience com-
peting for our interest. How we see this 
can help how we can engage. For example 

if a site is prone to graffiti and only looks 
worse for it maybe we could ask if the site 
is too focused on utility. Everything needs 
thought in regard to form and function. 
Graffiti provides thought that hasn’t duly 
been considered. Sometimes graffiti is the 
most appropriate action and sometimes it 
isn’t. Mostly it finds a way to repurpose 
space and hopefully make us look.
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Understanding sites

The process of looking and immersion is 
important in graffiti but apart from aes-
thetic issues there is the context of social 
recognition and acceptance. To accept 
that others are subverting the landscape is 
a constant occurrence and usually particu-
lar departments in our society take care of 
certain aspects of the urban environment. 
Negotiating these differing strata of organi-
sation is difficult though not impossible. Ac-
cess is not always able to be granted to 
certain sites as there may be directional 
and operational constraints due to or de-
pendent on the type of changes or works 
to be carried out. A lot of artists are negoti-
ating various sites and following proce-
dures to install artworks to otherwise diffi-
cult to access sites. The graffiti artist or 
street artist will usually ignore the various 
bureaucratic arrangements to install works 
without permission. In some cases this 
can be ideal as to avoid the difficulty of 
raising a cause or subject outside of social 
norms. Also places which will not tolerate 
any form of art or artistic expression not 
sanctioned by the group whose land is 
sought after for the particular work. An ex-
ample would be Banksy’s Guantanamo 

bay protest installation at DisneyLand. A 
lot of this avoidance of authority can also 
come down to lack of access and under-
standing of existing channels. Sometimes 
the fact it is illegal is the point of the work 
and its general function. When I stopped 
illegal graffiti it was difficult to find other 
ways to do it. Mainly it was quick two or 
three colour work that in hindsight seemed 
quite boring if it wasn’t illegal. I had to find 
other ways of working and explore a sites 
potential to create interesting work mostly 
making the work larger. Complex work can 
be created illegally and they can be large 
but are often created in less accessed ar-
eas such as drains or abandoned build-
ings. When I went into legal graffiti I made 
work in populated areas and dealt with the 
general public and property owners. Essen-
tially it is the appropriateness of the activi-
ties and the agreed or disagreed applica-
tion that creates a platform for understand-
ing. What I mean by understanding is the 
ability to appreciate the many ways of ap-
proaching street art and graffiti. Even 
though I don’t do illegal work I can under-
stand it and even appreciate it but I can 
also understand and appreciate the need 
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to follow laws and procedures. Sometimes 
laws can be for the benefit of a majority 
out of touch with specific needs that lack 
an ability to bridge gaps inherent in the fab-
ric of a society. Fighting the good fight or 
finding a voice is common in difficult politi-
cal climates. Just being a die hard activist 
for the sake of your own identity could be 
questionable if there is no real risk and you 
just become a public nuisance. Being noto-
rious though can be admired and most 
graffiti artists would like to think they were 
or are notorious like Melbourne’s ‘Nost’ 
who was recently captured with images of 
his work on a camera. This though leans 
away from the aesthetic purpose to the cul-
tural purpose of subculture. 

Graffiti as it is known in most western 
countries is a fairly long lasting subculture 
as it is positioned to recreate itself and 
adapt to new media and technology. Graf-
fiti isn’t just what is written on walls but it is 
what we have written in our minds as a 
form of legitimate counter culture. The idea 
of graffiti is sometimes more understood 
than its application or existence on a par-
ticular site. Graffiti seems to encroach on 
abandoned or inaccessible sites only to 
disappear as construction or new uses are 
put in place. A lot of sites in a sense don’t 
matter if they are a hot spot for aerosol 
work as they are deemed fairly safe and un-

used. Highly prized targets for illegal graf-
fiti artists are train corridors, roadways and 
highly visible areas. This is a flip side to the 
quiet targets that are inaccessible and low 
profile. The quality of work can signifi-
cantly change from high profile areas that 
need the work to be applied with speed 
and then onto less visible areas that tend 
to let the artist experiment and make elabo-
rate work. There can be a happy medium 
where the artist can make elaborate work 
on a more visible target but the point of 
“getting up” is not to create a masterpiece. 
When artists painted the New York subway 
the train yard became a studio with a win-
dow of opportunity to create elaborate 
work. This type of work is rare though the 
outcomes depend on the applicator and 
their goals. The goal to create a master-
work may be secondary to getting ones 
name out there. Being able to create a 
masterwork is ideal and there are legal 
channels to create complex work. Time is 
another factor as graffiti is designed to be 
fast to apply as the artist is usually in a 
hurry. It is interesting because aerosol 
lends itself to a speedy application and 
even if you have time it is nice to create 
something in a time frame where you can 
explore a style quickly as well. On the 
other hand having time to paint is good to 
explore your options and create complex-
ity.
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In essence understanding your targets and 
goals is a matter of recognising the land-
scape you are working within and the re-
sults you want to achieve. This is the pat-
tern or approach suited to the artist and 
we need to understand the differing ap-
proaches to really see where graffiti can 
go. The flip side to this is evidence and 
what evidence we can amass to implicate 
individuals in their activities. We do this 
whether the work is illegal or not, we are 
on a need to know basis. The next section 
is primarily about what evidence means in 
relation to the artists work.  The artist 
deeming themselves the criminal as well 
as the victim. The artist letting the world 
know they are actively accusing them-
selves of creativity.

21

Photograpg by Derek Carter 2016



Evidence-legality
4



Every graffiti artist will gladly accuse them-
selves of creativity but some do it anony-
mously. The evidence can become ob-
scured by time and by a lack of tangible 
documentation. The transit police had a 
great library of evidence and in a way it 
was the ultimate accusation of artistic prac-
tice. The transit police were also the active 
critic of the whole genre. The police will ac-
tively gather evidence but unlike the transit 
police they are not as obsessed critically. 
In relation to gathering evidence and mak-
ing it relevant to the accused there has to 
be a literal pointer or a literal particle. The 
fragment is the literal particle, a piece of 
evidence that points to the accused. A cul-
tural marker can also be a marker of guilt, 
or a mark of accusation. The artist gives 
themselves a privileged opinion, though 
really the artist is part of the bigger picture 
of society. The artist isn’t the warhead, the 
literal missile launched but the judge and 
jury waiting to give judgement. The tables 
turn on graffiti where the artist is singled 
out, they are guilty of the crime. The artist 
is the warhead, the artist is the missile de-
stroying public space though not literally. 
The graffiti artist is guilty of everything pos-
sible, they are the gateway criminal. The 
marks they leave behind must be hidden, 
must be cleaned to remove the evidence. 
The evidence is constantly blanked out, re-
moved from public space and wherever it 

is left the threat of some unthinkable crime 
hangs in the air like a knife ready to make 
contact. 

Socio-economic markers can also lay guilt 
on the accused while the most prolific if 
from a ‘good’ background will literally get 
away with everything and anything. No-
body wants to upset the delicate balance 
of privilege even with the accused. The 
gateway seemingly closes and becomes 
for anybody else from the ‘right/wrong’ en-
vironment. Graffiti seems open to anybody 
but really the core precept is closed. Even 
if a rich kid finds a place they haven’t trans-
gressed but are simply floating in a sea of 
the accused. They are carried along but 
the real criminal if unhinged carries them 
and not unwittingly. They carry them to 
clarify the shared guilt but nobody really 
registers the statement. Guilt can never be 
shared across the monetary divide. The en-
tire landscape is scattered with various 
markers and real guilt is reserved for the 
accused only. Only they can be found 
guilty, the crimes were designed for their 
hands. The tools could only be appropri-
ated from their own lack of connection. 
They became artists through their own 
means without any endorsement from the 
status quo thus enlisting themselves to the 
status of the accused.
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Legitimacy or legality literally becomes an-
other story or part of the story. It animates 
the body and graffiti animates the urban en-
vironment. The graffiti is literally the mark, 
or a  scratch on the surface. The surface is 
the real victim but the surface is seemingly 
owned and tied into an order. The fences 
that became pastoral land were once 
marked by the living mark of the land. The 
land was the book of knowledge, the guide 
to survival and life. The book of knowledge 
was quite literally the land itself which 
eventually was divided so many times that 
all that was left to most were surfaces. You 
could only afford the spaces you were in 
and an environment made up of surfaces. 
Now with computers the screen is in your 
hand and provides the world. It is inevita-
ble that the world becomes even more di-
vided right down to the immigrant stop-
ping fence. The fence literally reaches your 
eyes through the screen dividing informa-
tion into so many small fragments and col-
lections of words and images. The stories 
that animate us have collectively imposed 
a sense of purpose. A purpose to be collec-
tive which is in fact alienating because 
what if you don’t fit in? Once again we 
come to the point of understanding the 
various motivations and directions of peo-
ple in a collective environment. I am not 
saying we are not allowed to be individuals 
but when we collectively have to agree in a 

divided world what gets lost is simply be-
ing lost. Psychosis becomes disagreeable 
whereas it is as much about understanding 
as misunderstanding.  The artist will at-
tempt to put the square peg in the round 
hole but really there is no such thing in the 
bigger world. The bigger world can be be-
yond understanding though we can focus 
on working illusions. We can focus on all of 
the working solutions and enjoy the illogi-
cal openings and closings. My point 
though is to collectively understand that it 
is worthwhile failing, in that we collectively 
disagree but continue to function. There 
are various strata of guilt which follow the 
function of creativity and how you see the 
world and how you act in it or upon it. It de-
pends on if you choose to ignore imposed 
order and functionality or to change the 
look of the world you are a participant in 
by acting illegally.
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Divisions-body
5

To find a form a series of divisions occur, 
each one follows the other and the unity of 
divisions is difficult to ascertain largely in 
need of an idea. The idea sketches out a 
larger form but it depends on perspective 

as from farther away the unity seems obvi-
ous. The fact that graffiti is a form of writ-
ing, an illumination just one devoid of sen-
tences. Where the sentences are encoded 
into the form of the code itself. Street art 
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as the more viable form wins out because 
the message is simply there in plain text as 
a sentence. Graffiti culture is encrypted 
and different people have the key or pass-
word to unlock it but really these days it is 
sampled and branded. Graffiti is simply an 
array of samples with different results. Be-
side coding the flip side to this is branding 
and that is more about pop art and its leg-
acy. The name becomes a brand though at 
some point it pointed to a crew or style 
and not to forget the crew or style can be-
come a brand.

Something that I have touched on in other 
writing is psychosis and noise. To be di-
vided is in effect to be psychotic, to be lost 
in the system. Psychosis is the splintering 
of the individual or group into other 
groups. The individual becomes a multifac-
eted split individual not in the way of per-
sonality but in the way of functionality. 
They function erratically and unpredictably 
this can cause issues where the individual 
is unrecognisable as anything but psy-
chotic. The group can become erratic as 
well as unpredictable even dangerous, this 
is the division. The cutting off from the fold 
and then the encoding decoding process 
begins which is sampled and misunder-
stood creating divisions as culture. To put 
it plainly we are all different and see the 

world differently even though we are collec-
tive social beings.

Graffiti is a sub-culture but truly it remains 
connected to commerce and bigger inter-
actions. The divisions though in a sense 
are described visually at least in the art 
piece and when you walk away you can 
take in the whole as it stands in a larger 
context. If you get too far back though you 
miss it altogether. This is why with graffiti it 
is important to photograph details as well 
as whole sections, because the experience 
of being up close is a process of finding a 
focus point. It is a surface that has soft 
edges which disperse and are not pushed 
or manipulated by touch. The mist falls, 
flows drifts to its destination under pres-
sure whether low or high. The pressure de-
termines how the fall will happen. Will it be 
quick or slow? Are you too far away or too 
close? Will your body find a rhythm, a se-
ries of movements to make the work piece 
together, to finish the fall? Physically we 
are always falling, spinning into the world 
rather than away from it. We fall due to the 
constant motion and movement of the 
Earth. We are always falling into it. This is 
the fall of the spray as it is guided toward 
its goal. It falls though encapsulated by 
pressure moving with gravity. Graffiti is defi-
nitely open to interpretation and even 
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though it is primarily about sight the experi-
ence is critical.  

Graffiti is about the body as well as tied up 
in a relationship with movement because 
the artists hand never touches the wall but 
moves, letting a mist or concentration of 
paint move onto the wall. The hand moves 
in different directions and the artist is con-
centrating paint leaving lines and colours. 
The concentration can be abundant or 
minimal. The spray itself can be spherical 
as it is ejected and can be dispersed differ-
ently due to the width of the nozzle and 
the pressure of the can. Low pressure can 
lead to slower more controlled movements 
whereas high pressure can be for fast bold 
changes. The cans pressure needs to stay 
even through its fill cycle which lets the art-
ist work consistently. Sometimes there will 
be a need to use a larger aperture nozzle 
to cover broad areas and a finer nozzle to 
create details. Essentially the whole body 
is in motion to create the piece while the 
viewer is immersed and sees the work in 
relation to their body. Graffiti is a conversa-
tion between bodies which is why it is so 
polarising. A body creates graffiti moving 
across the wall rather like an artist would 
on a large canvas. The wall has dimension 
and form that the artist needs to navigate. 
For instance a doorway could become part 
of the work. The texture of the wall also be-

comes part of the work and adds to the im-
mersive experience. The spray falls onto 
its destination, it moves like the artists 
body. You could also say the artist falls 
while in the Earths gravity. We fall and 
know nothing else. Our individuality is our 
form and is part of how we fall. Forever fal-
ling into a state of existence and culture. 
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