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trespassing into a space that does not belong to the graffiti

artist, of the desecration of a field originally dedicated to another purpose, of the obliteration

of that purpose through the act of Soilir;g, smearing, scarring, and stabbing.

The graffiti artist makes a sign. Like all signs, it has the character of a sign and is

t}lereby structured on the double level of content and expression. Sometimes the contentisa - _

written message: "was here,' it says; sometimes itis just the hiss of negation, the large ‘X' that disturbs

the cleanliness of the wall, the stroke that marks the surface as ‘painted.' Whatever the

content, the sign itself is its vehicle, its bearer, that which embodies the message. This is what the 249
structuralists call the expressive level of the sign, which they construct either through six
sound or image. But beyond that, as the structuralists have taught us, each of these levels is in

turn subdivided, layered into a form level and a substance level. In graffiti, the expressive sign

possesses a substance made up of the physical residues of the sign’s intrusion: the graphite smear, the

ink stain, the welt caused by the knife cut. But the form of the sign at this expressive level
is peculiar; for it is in the realm of the indication, the trace, the index. That is to say, the operations of form
consist in marking an event—by shaping it in relation to its residue or precipitate, and thus

marking it by cutting the event off from the temporality of its genesis.
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