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INTRODUCTION

eeling stuck and lost with your graffiti sucks! Maybe you're new to

graffiti and you just messed up a tag outside, perhaps you're struggling

to get a tag you're happy with, or maybe you just want to improve,

and youdon'tknow how. We've all been there and while most people
take decades to learn the basics of graffiti, you're going to learn that and
much more with this book. Tags are the foundation for all forms of graffiti
and for that reason we'll cover each of graffiti’s fundamentals using tags
asthe teaching tool. This approach lets you learn each fundamental in the
easiest context while also teaching you how totag.

Learningtotagi: ial and will mak i forms of graffiti
much easier as this information will carry over to throwies and pieces.
Since this book works to establish many of graffiti’s fundamentals, it's no
exaggeration when | say this book will cover information regarding graffiti that
hasneverbeen discussed anywhere, notinother books, magazines, orvideos
online. It should be stated before we move forward that the fundamentals
ofany art form create a domi ffect on all other Forthat
reason, as we talk about one fundamental, we will inevitably talk about how
other fundamentals are being affected. Keep this in mind as we progress
throughthe book, it help tand the relationshi thetopics.

Learning the Lettering Chart
Your First Steps to Learning Graffiti

Thislettering chartis our

Check out this diagram—this foundation to leamingall
simple chart dictates just about forms of graffiti. Always
everything in our letters. In Ascender Line . keep this in the back of

your everyday handwriting, CopLine

uppercase letters (alSo kNown i————
as majuscules) are written from
the cap line to the baseline,
with lowercase letters (also
known as minuscules) normally
written fromthe mean linetothe Besw Line
baseline. A few letters may reach
intotheascender ordescender’s  puscender Line
space, for example, the lowercase -
“d”reaching into the ascender,

Your mind.

Meanline
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withthe lowercase“g”reaching into the descender’s area. In graffiti, however,
all lowercase letters are treated as uppercase letters to help fill negative
space, and to help the lowercase letters gain more weight. This means
lowercase letters like “g”and “d”would be written from the capline to the
baselineinstead.

‘You caninstantly see the -
difference once we do
thesame lelters bul treat
them as uppercase. Two-
story letters (or letters
with two counters) such
as “B” normally will have
one counter from cap ine
1o the meanline, with the
The way graffiti uses second counter existing
this chart just about within the x-height
defines all of graffiti's (baseline to mean line).
fundamentals. Many
new artists mistakes can
befixed byusingthechart In graffiti both the ascender
more effectivly. and descender spaces are
reserved for other details,
such as underlines, halos,
crowns, quotation marks,
or in the case of throwies
and pieces, drop shadows,
3D, extensions, and other
exterior details such as
chips. This isn't to say that
allthe previouslymentioned
details neverexistwithinthe
cap height, they certainly
can, but they commonly dip into the ascenders and descenders areas, Once
we understand this lettering chart, we can begin placing lines down to write
letters, but we won’t be writing lettersin the conventional sense. We need
tobeintroduced to the anatomy of letters, an anatomy that all letters use,
even graffiti.
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Letter Structure & Letter Anatomy

Bow Shoulde

Ster: Leg  Cross Bar

‘ou’re missing out if you've ever looked at a letter and saw only the

letter and nothing more! Each letter, and number, has an anatomy that

makes up its structure and it’s ou rjob as graffiti artists to understand

these different parts. While some of these definitions will be the
same as their definitions in other letter-based art forms, some definitions
have changed based on how graffiti uses them (find more definitions in the
glossary located at the back of the book). Let's go over a few of the more
important parts of letter anatomy.

Stem: Main stroke of a letter that is normally vertical where all parts of the
structure cnnect back to.

I'dlike to add that the first line of a"V","W", or "A"
are also stems. A stem acts as the source of most
letters: this is where other pieces of structures

will normally connect back to, or where they will
originate out of. Most branching segments wil

either start or connect back at the cap line, mean
line, or baseline section of the stem

When writing letters like "R", for example, it's
important to make sure your stem is long enough
for the bowland leg to connect back to the stem with
room enough to spare. The extra room on the lower
half of the stem will create the bottom left of the "R"™.
Normally, havinga nice balanced stem givesyouthe
best chance to balance the rest of your letter witha
strong, confidentstructure.

Ly
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Tail: A descending stroke that is often curved
and decorative.

Tails are the descenders of the “g", "p

and “q". However, because graffiti treats all
letters as uppercase, the sections of these
letters that would normally descend, are now
abovethebaseline, while letters such as "Q"
stillhave theirtaildip under the baseline. This

term also refers to the majuscule versions of
nyn
.

Bowl: Elliptical or rounded form that creates
the main stroke of a letter while creating a
closed counter.

The bowl is responsible for creating some
of the most important parts of many letters
and dueto its size, the bowl typically comes
with a ton of weight. Try your best to keep
the bowl neatly rounded, and proportional
tothe stem, and be sureif the bow! starts at
the top, then connect the other end to the
center of the stem. If the bow! originates from
the center, then be sure to connect the end of
the bowl to the bottom of the stem. The reason
it’simportant to connect at these pointsis so
weensureour countershave enough negative
space to exist, as well as to ensure the letter
is proportional. These closed counters will
define and build our letter structure; they are
justasimportant as the lines you draw.

Crossbars: Horizontal stroke that makes up a
partof aletter structure, typically connecting
two stems or two parts of a letter.

Cro k
overlaps thestem.

Ly

Asloppybowlisasure
fire way to ruin an
otherwise good letter.
Double checkyour bowls

to ensure a nice clean
R B Smpe.

LETTER STRUCTURE & LETTER ANATOMY B



£

Normally in other letter-based art forms these two terms are distinctly different
from one another; however, in graffiti these are used interchangeably. It's
common for graffiti to manipulate structures to some degree, and these
changescan makethe differenceb barsandc

nonexistent, so for the rest of the book we wﬂl use crossbars to refer to buth

Another very important part of a structure is our crossbars and these are great
for adding stability given their horizontal nature, but the crossbar tends to
be very dependent on the other lines of a letter’s structure. How the other
lines of a letter are laid out oftentimes change how the crossbar looks and
functions. The angle of each diagonal line comes together to allow the "A’s”
crossbar to fit comfortably between the diagonal lines. When these three
lines come together like this, they create enough room notonly foreachline
to be seen clearly, but they create two defining negative spaces: onein the
center that defines the upper half structure, and one below that establishes
the lower portions of the "A".

Ifthe diagonal lines came together
at a more acute angle, then the
crossbar would be forced to shrink.
This would also eliminate most
of, if not all, the negative space in
the center of the "A" but this also
means you'd lose weight and letter
structure. We can see thisexample
shown with the nearly nonexistent cross bar on the center "A". On the
other hand, if we connect the diagonals at a wider angle, then we force
the crossbar to stretch much further out, and this could add lots of excess
weight. Another feature of the crossbaris its weight in relation to how thick
theyare. Crosshars normally hang over negative space, and as aresult they
tend to be thinner in notonly fonts butin graffiti as well. However, for tags

.
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thisisn’talways possible or practical given the uniform nibwidth. Havinga
thinner crossbar helps to lower their weight to compensate for the weight
they gained from hanging over negative space. No matter whatyoudo tothe
crosshar, youwant tomaintain balanceinthe letterwhile noteliminatingtoo
much negative space, and mostimportantly, you want to give the crossbar
enough space to exist.

Shoulder: A curved stroke spawning from the stem,

The shoulder of a letler is where we often see
graffiti artists struggle. Typically, new gratfiti
artists haven't practiced line and shape all too
much, and because of this. we can see sloppy
line work when they transition from cne line to
the shoulder.

A clean shoulder is your entry point into

subsequent lines, so try to get a nice,

controlled archthatleadsintowhateverline

follows. Graffiti puts a high priority not only

on structure but on NSM and flow so if you

rush your shoulder, you're setting yourself

up for a rough time. Say you’re writing a

lowercase "M“,and your shoulderisnotonly

sloppy, but comes out at a bad angle. Due

to this, the next line could be forced into

an angle that overlaps another structure,

or maybe it simply creates too much negative space. Not only could this
negative space preventflow through line uniformity/similarity, but the last
line of the "M"won’t even have uniformity with the previous lines from the
samestructure.

Asyou can see, our bad shoulder has a negative effect on the line marked
inred. In such simple tags you might think this is a non-issue, but if left
unchecked this becomes very problematic as you progress. Such an easy
mistake makes your structure look sloppy when you're first starting out,
soinstead, focus on a clean shoulder. When you do, you'll notice it’s much
easier to approach a consistent angle for following lines, and your tag will
look cleanerasaresult.

s
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Counters: Negative space enclosed or open, created by the structure of a

letter.

Your open and closed counters both serve a similar role, and while they
may not be letter structure, they are just as important. Their purpose is
to define the insides of our letters, and as a result, they indirectly define

structure. Our goal is to make sure that the negative space within a letter
is properly established, meaning the counter has the appropriate space to
define structure without distortingit.

If your counters have too much negative

space, that implies that the letter must be

largerto createthe excess spaceand means

your letter likely has structure and weight

issues as well. The same applies the other
for lett

negativespace.

Strokes: Lines used to create the structure of letters and numbers.

I0AJD

The key to these is how many lines make up each stroke, and how these
lines connect to one another to create their distinct shapes.

N
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The straight strokeis always one line normally used for stems and crossbars
and despite the name, this stroke can bend slightly so lang as the bend

doesn’tcreateavertex.

The round stroke is also one line but it’s circular, though it can take on more
of an oval shape depending on the structure of the letter resultingin slightly
straightersides.

R'S

The angle stroke is two lines that join at an acuteangle We can see this on
the bowl of the "R"and the top portion of the "S

N

Straight strokes arethe
simpleststrokesofthem
allandcontaintheleast
style. Normallystraight
strokes are great for
buildingstructure.

Round  strokes are
comparable to straight
strokesintheirsimplicity
and utility.

Angle strokes contain
more style than the
previous two strokes
and arenormally used
forvariants.

LETTER STRUCTURE & LETTER ANATOMY 13



Square strokes add
plenty of weight and
spacetoa letter, while
alsoraisingstabilty (in
mostcases).

Compoundstrokeshave
plentyofstylewhilealso
allowing for versatility
with theirrounded and
straightlines.

B R

Oursquare stroke is made from two to four lines that come together to make
a general square shape. If two lines are used to make the square stroke,
then they can’t connect atan acute angle; otherwise, an angle stroke will
be made. For this reason, two line square strokes connect at a 90-degree
angle, orobtuse angle.

ER

Lastly, the compound stroke is twa lines, one rounded and one straight that
creates adistinctiron shape.

ASV

An important note to make about these strokes is that the orientation of

these can change, so we can have an angle stroke that stands upright or

upside down, facing the left or the right and it would still be an angle stroke.
The lines that make up each of these can also connect at different angles
ifneeded.
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Say, forexample, we're using a three-line square stroke, we can connect one
of the lines at a slight angle to help us manage weight, negative space, and
any other fundamental we might need to account for.

Normally, it will take just one stroke to make a part of a letter’s anatomy
(letter segment), so for example, a straight stroke can make the stem, a
round stroke might make the bowl of a “R”, while another straight stroke
will make the leg, This focuses on major points of anatomy such as bowls,
stems, crossbars, spine: dlegs, rather partsof anatomy
such as shoulders and tails, for example. The reason for this is that when
larger parts of anatomy are made, the smaller parts are also made at the
same time from the same stroke. Continuing, whatabout situations where
astroke makes multiple larger points of anatomy such as the letter "E"?

You mightsee the letter “E" and think,

OK, well | can make the top crossbar,

stem, and bottom crossbar with a single

square stroke and certainly the end

result looks like it’s a square stroke.

However, each part of the anatomy

still has simpler strokes forming it. In

this case each of those three are still

being made by straight strokes even though the end result looks like a single
squarestroke.

Thisisn't the same as using a square stroke to make
just the bowlof alettersince the bowlis theonly large
scaleanatomy being created from the stroke. In this
case, no single straight line in thatsquare stroke can
make that bowl alone, all three lines of the square
stroke are needed to make the bowl.

g
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Moving to some simple and

straightforward letters like "X",

this would just be two straight

strokes at an angle, and O would

be one round stroke. You can do

thiswith any letterin anylanguage,

and this especially helps in other

forms of graffiti where you can

break letters into more manageable

chunks. We'll use this knowledge

we've gained so far to create our

basic structures, also known as

the skeleton hand. It's not nearly

as cool or creepy as it sounds; it's

called the basic structure/skeleton

handbecauseit'sthelettersin their

simplest form, the bare bones anatomy and that’s it. You'll find a full list at
the back of the book; we’ll use this to learn, practice, and teach from. At this
pointourfocusisto get pinpoint accuracy with these structures and as we go
through the book learning new fundamentals, we’ll have to juggle properly
doing those, while keeping the basic structures correct, Here're some things
to keep in mind as we move forward. As we begin learning graffiti there are
three things that we should strive for to achieve the clean and nice letters
we’re lookingfor.

The first thing to keep an eye on

is our lines; we need clean, neat

lines for our letters. If our lines are

sloppy, shacky, wavey, or sporadic

then our letters will look just as

sloppy. Evenifthe tagis otherwise

welldone, sloppy lineswill degrade

the tag. The next big consideration is how we draw and write our shapes.
Having clean shapes means we can write any letter nice and neat without
havinginconsistencies, and thiswill give us better letter structures overall.
Lastly, we never want to rush what we write, Many new graffti artists have
thisidea in their head that they need to do their tags at the speed of light,

but | can assure you, if you slow it down to a consistent pace then you'll

see your quality improve. As you practice your two elements of art, line,
and shape, you'llbecome confident enough to havea nice consistent pace
when writing. This refined approach allows you to be more accurate and
cleaner with all of your strokes, and as a result, your letters. With all that

information it would be understandable to think, “How sthis any different
from print, this isnt graffiti.”

ULTIMATE GRATITI GUIDC BOOK




The artform specific
fundamentak, elements
of art, and both of
their hierarchies are
responsibleforcreating
allforms ofart.

Difference Between Graffiti
& Other Letter-Based Art Forms

hen we look at graffiti, in its basic form, it might look like any
ather print lettering but there are tons of drastic differences.
Asdiscussed in our book aboutstyle, all art forms have what is
known as a fundamental set: a list of basics that govern, define,
and categorize the art form, and these fundamentals are placed in a hierarchy.
While most of the time, art forms have different fundamental sets, some art
forms have a few overlaps, such as graffiti with other | etter-based art forms.

Letter structure

Negative space management (NSM)

Flow

Letter/name weight (LNW)

Letter/nome positioning (LNP)

These are graffiti’s fundamentals that define it from other art forms, and
at the top of its hierarchy, we have letter structure, with negative space
management and flow being the second and third in the hierarchy. Don’t
get me wrong, the other fundamentals are certainly important; otherwise,
they wouldn't be part of the fundamental set. However, letter structure is
by far the mostimportant. So sure, graffiti and basic print might have many

ities, but they have ke esthat define eachas
separate art forms, Similar to how cursive is often confused for calligraphy
due to some similarities, but they are two very different art forms.

,cwmwm{ﬁgt

Cursive prioritizes the flow of momentum while not lifting your pen to c reate
letters. Calligraphy unifies its letters with uniformity and allows you to lift
your tool. Calligraphy will put a huge emphasis on different basic strokes
used to create all letters. An additional emphasis s also put on the nib angle
and/orpressure,and pen widths, while cursive doesn'tprioritize those nearly
as much or atall. Graffiti uses many of those same topics, but graffiti uses
themto a much lesser extent, and in different ways.

e
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Strokes show this difference well, since graffiti has strokes, but not only
are the strokes different, calligraphy has much stricter rules forits strokes,
These strokes separate graffiti from basic print as well, since print puts no
emphasis on these, while graffit is defined by these strokes. The strokes
alone separate basic Slructures from Vanant structures, and define base
structuresfi d graffi result. tsof lettersare
alsotreated vetyd\ﬂerentlyfromone artformtoanother, for example, serifs,
atopic we'll cover at length deeper in the book.

Another topic worth bringing to light is.

ligatures. In typography. ligatures are

two or more letters that become one

symbol for the purpose of eliminating
problematic fundamentals. Whereas typography doesn't often
connect letters, connecling letlers is extremely common in graffiti,
When letters in graffiti connect, they don't become one single
character. While this may not seem like a big deal, this has huge
effectson how you'llhandle and even manipulate the fundamentals.
especially since each letter retains all of its anatomy.

Where graffiti takes a lot of its inspiration from calligraphy is in the skeleton
hand. The skeleton hand’s purpose is to allow calligraphers to learn the
fundamentals needed to perform all other styles of lettering. Skeleton
hands are simple structures made with a fine-pointed nib that creates the
bones of the letters, Graffiti takes this skeleton hand and simplifies it even
more, reducing most letters to just the essential lines needed to create each
character; this is also known as the basic structures. Every letter has one
basic structure per majuscule and minuscule; think of the uppercase and
lowercase ", for example. This is graffiti's skeleton hand equivalent, and
it serves the same purpose of allowing new

graffiti artists to learn the fundamentals so L ]
that they can progress in their tags and grafiiti
in general. With the strokes and lettering chart
taughtearlier, you cannow createany letter

inits skeleton form.

DIFFERENCE BEIWEEN GRAFFITI & OTHER LETTER- BASED ART FORMS
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Now that we've taken our first steps to learn graffiti and how it’s different
thanother lettering arts, we can continue to the fundamentals themselves.
Using the skeleton hand, we'll cover the rest of graffiti's basics so you can learn

the science ofeach ting with negati management.
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The Care and Fish tags
are more examples of
bad negative space.
Care's "R" becomes
distorted from the lack
of negative space and

Negative Space Management

OTAN OV

ook at these two tags and compare their negative space. Note how

one tag’s spacing is i nconsistent and the other looks more uniform.

Negative space is truly the unsung hero of good graffiti. Negative

space managementis all about the empty area within a letter, aswell
as the space around the name as a whole. Our goal with NSM is to balance
this empty area to keep the letters defined, and two of the most common
issues to consider are too much or too little space.

ON\v, i y
& Ol

Without negative space our letterwouldntexist;itwould be one huge blob
ofink.Oven’s handstyle on the leftis great, but his "N" lacks negative space
and as a result he’s destroyed that letter. On the other hand, too much

becomesa "B" While the negative space and our letters will look weak and won't flow together as
Fishtaglooks disjointed one single name. This tag from Ebok on the right has perfectly fine letters,
and lacks flow due to but the amount of negative space around each letter makes the "E" and "K"
and excess of negative appear lanky and weak.
space.
Something as simple as not completing a
structure can destroy your letter, all because
ofalittleextranegative space. Rushingto write
a lowercase "A" might cause us to leave just
a bit too much space at the top, effectively
turning this letterintoa "U".
22 ULTIMATE GRAFFITI GUIDE BOOK

If we're not careful about how we write the letter "R", we might connect the
leg to the bottom of the stem, turning it into a "B". What’s really at work here
is a failure to represent the counter of the letter properly, and as a result,
thesstructureis destroyed. However, while th two ¢ dvery
simple examples, this can happen to any letter. In many cases lacking, or
including too much negative space, or misrepresenting a counter of either
category can simply break the letter’s structure to the point where it’s not
any letter at all. If you struggle with these issues in tags, they only become
more amplified with throwies and pieces.

In tags, this can be fixed with some clean and neat writing using an
appropriately sized nib to make sure the negative space within your letters
isn’tdistorting your structure. However, issues with n egative space are often
much more subtle than that. Let’s begin breaking down the science of this
fundamental.

Negative space management is going to begin with the amount of space
you allocate to your work, called our “total space,” (outlined with a bold
red line)and how you divide that space among the different letters like we
did with the faded red lines.

Assuming you're keeping to the
skeleton hand, the total amount
of vertical space for your work is
going to be determined by the cap
line. More stylized works might
determine the vertical space using
the descender and/or ascender lines.

The horizontal space of the tag should be proportional to t he vertical space
you've established as well as how many letters you have in your name. Your
mean line will be use d to split the cap heightin half, while the space foryour
ascender and descender should be roughly half the size of your x-height.

i

NEGATIVE SPACE MANAGEMENT
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The Care and Fish tags
are more examples of
bad negative space.
Care’s "R" becomes
distorted from the lack
of negative space and
becomesa “B", While the
Fishtaglooks disjointed
and lacks flow due to

Negative Space Management

OTAN OV

ook at these two tags and compare their negative space. Note how
one tag’s spacing is i nconsistent and the other looks more uniform.
Negative space is truly the unsung hero of good graffiti. Negative
isallabout the pty area within aletter, as well
as the space around the name as a whole. Our goal with NSM is to balance
this empty area to keep the letters defined, and two of the most common
issues to consider are too much or too little space.

VA P v

Without negative space our letterwouldn’t exist; itwould be one huge blob
ofink. Oven’s handstyle on the leftis great, buthis "N"lacks negative space
and as a result he’s destroyed that letter. On the other hand, too much
negative space and our letters will look weak and won't flow together as
one single name. This tag from Ebok on the right has perfectly fine letters,
but the amount of negative space around each letter makes the "E" and "K"

and excess of negative appear lanky and weak.

space.
Something as simple as not completing a
structure can destroy your letter, all because
ofalittleextranegative space. Rushingto write
a lowercase "A" might cause us to leave just
a bit too much space at the top, effectively
turning this letterintoa "U".

2 ULTIMATE GRAFFITI GUIDE BOOK

If we’re not careful about how we write the letter "R", we might connect the
leg to the bottom of the stem, turningitinto a "B". What's really at work here
is a failure to represent the counter of the letter properly, and as a result,
thestructurei . However, whil two ¢ dvery
simple examples, this can happen to any letter. In many cases lacking, or
including too much negative space, or misrepresenting a counter of either
category can simply break the letter’s structure to the point whereit’s not
any letter at all. If you struggle with these issues in tags, they only become
more amplified with throwies and pieces.

In tags, this can be fixed with some clean and neat writing using an

ppropri ized nib to mak th tive space within your letters
isn'tdistorting your structure. However, issues with n egative space are often
much more subtle than that. Let’s begin breaking down the science of this
fundamental.

Negative space management is going to begin with the amount of space
you allocate to your work, called our “total space,” (outlined with a bold
red line)and how you divide that space amongthe different letters like we
did with the faded red lines.

Assuming you're keeping to the
skeleton hand, the total amount
of vertical space for your work is
going to be determined by the cap
line. More stylized works might
determine the vertical space using
the descender and/or ascender lines.

The horizontal space of the tag should be proportional to t he vertical space
you've established as well as how many letters you have in your name. Your
mean line will be use d to split the cap height in half, while the space for your
ascender and descender should be roughly half the size of your x-height.

g
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Don’t obsess over measuring to be
exact, you can eyeball the sizes and
approximate, this is especially true e —
of the acender and decender space.
Eveninthe example you'll notice the

space for the acsender and decender

isalittle more than half the space of ~ se——
our x-height. Our goal for doing this |
isn’t to be exact, it's to prevent us

frommaking drastic mistakes.

When looking at the space between your baseline and mean line, and the
space between the cap line and mean line, if you have more space in one
area it takes space away from the opposite area. In other words, a larger
x-height means your letters will be compressed above the mean line. While
this could be used for some great-looking letters, it doesn’t help us much
when learning.

DU 7%

you're practicing your dyou notict
is too short. To fix this, look at your cap line, mean line, and baseline. Is there
more space between your baseline and mean line, oris t here more space in
your mean line to cap line? Make sure both have the same amount of space
by adjusting your mean line; this will help you if you've been compressing
the higher or lower section of your letters. Compressing the x-height means
we’re going to have heavy top letters with much more negative space and
lots of weight. This also means we’ll have less negative space at the bottom.

Ly
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Another side effectis we’ll al balancesince
the x-height will struggle to carry everythin g above it with its |
structures. Some letters’ base structures can handle this better than others,
while other letters struggle more with this balance.

pacein

The “R"and "I" are great examples of how compression can affect letters
differently. The “I" will have no noticeable effects since its lower half is a
perfectly straightand horizontal line. “R"on the other hand now has its bowl
connecting much lower on the stem, and the leg has less room to extend
outward resulting in a structure with lots of weight at the top.

On the opposite side of the coin, moving the mean line upward to add more
space atthe bottom gives us sturdy letters. However, we end up with little
weight at the tops, which can make many two-story letters that prioritize
their tops look weak. This wakening effect can become worse if the letter
has an open counter in the base of its structure, since the open counter base
leaves more room for negative space.

One of the more defining characteristics

in two-story letters tends to be in the

top half, sominimizingthatis why some 2V DL
letters gain that weaker aesthetic, for

example, "K", "R", "P",and many "E"

variant structures. This added space

at the bottoms means there is less

structure to hold the letter up, and less

letter struct in general, ifying that: ing effect.
This fundamental’s influence can be subtle, so if you're still consistently
having issues with weaker structures, then one of the following is likely to
blame.

K TiCK

Normally a structure looks weak when the amount of negative spacein and
around the letter is comparable to the positive space of the structureitself
andin some cases even the neighboring letters. Basic structure minuscule
“I”is the weakest letter in the alphabet, and it shows this point well when
done with a thin nib and slightly bad letter positioning. In the example, we
can see how the amount of space the letter "/"takes up is far less than the
amount of negative space around it.

NEGATIVE SPACE MANAGEMENT
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The negative space around the letter “/” is partially created by the letter
to the left and to the right of the letter “/.” Depending on how you execute
each of these letters, the negative space in this area will change, and as
a result, your letter will be more, or possibly less supported by the other
letters around it. If you've managed the space well, then your letters will
supportone anotherand strengthen one another. If youdidn’tmanage the
spacewell, thenthe letterswon’tsupportone another,andyou riska letter
potentially looking weaker because of that.

YT PACT

Creating a weak letter can also happen if you make a letter that is
disproportionally taller since you'll add more space in and around the letter
whenyou do this. Thisis a similarissue to one we covered alittle earlier, but
the difference here is we're not compressing any section of the letter, but
rather changingits proportion in relation to the other letters. If you don't ill
up this negative space with effective structure and tight positioning, then
yourletterwill look flimsy.

Ifboth the top and lower sections of

your lettering chart have the same

space yet your letters are still too

small like our Delta tag here, then

your cap heightisn’t tall enough, so

Wwe need to move the cap line higher.

Asimplefixlike thiswillallow us to create the tag ata larger size sincewe'll
have more room. This also works the other way around with larger letters.
If you have letters you find to be too tall, then shrink your cap height, and
keep the mean line center and you'll be set to go.

When formingyour tag, tryto always keepin mind that our letter structures
should line up with certain parts of our chart, for example, the center of
yourletters lining up around the mean line. Doing this will keep letters nice
and proportional so that you don’tend up with letters that are too small or

Ly
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too large among other letters. Understanding this is important because it
means that our letters and negative space will change depending on how
we use our lettering chart.

By the time we've finished our name,

we’ll end up with some of our total

space left over around the outside

of ourname. Out of all of this excess

space, the most important is the

pockets created by the outermost

edge of our letters. These pockets,

also referred to as cups or valleys, are created when your graffiti has a dip
between two parts that reach further out. Valleys do not include closed or
open counters, nor do these include deeper space between two letters. While
all counters are made from the skeleton of a letter itself, valleys are made
from only the outermost edge of your graffiti, including exterior details, and
valleys do not change the shape of the structure.

Every name has natural valleys
in certain areas and lacks valleys
in other areas. When you look at
the base structure handstyle, you
should see some natural valleys that
occurinyourname. Inyour skeleton
hand oryour base structuretags,no
valley will be an issue unless you make a mistake with another fundamental.
This makes fixing basic issues with valleys easy since all you have to do is
correct whatever fundamental caused the problem, and this holds true no
matter how advanced the graffiti becomes. We began the chapter with an
exampleofthisusing Careand Fish;wherethe i i

Valleys canbe greattools
forvarious fundamentals
tousesoletthemshow!

toofar from one another as well as slightly too close, both resultingin issues
withvalleys. Wh this become pr ic and more commonis
when you begin to stylize letters evenjusta little and t's here where valleys
become greatwarningsignsto helpyoumake corrections.

Say, for example, you doanice "E"you're proud

of, butyou finish the rest of the name and realize

thereis anissue with thevalley by the "E”. As you

take a closerlook, you realize your “E” extends a

little too far at the bottom left, creating avalley

atthetop leftwith the letter before, and bottom

right with the letter after. The valleys served as a warning that there was a
structuraland positioning ssue causing the negative space issue.

s

ofeveryvalleyyoucome
by. These are especially
goodforpieces.
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If you ever have issues with negative space, then comparing the natural
valleys to the ones in your graffiti can be a useful place to start identifying
what might have gone wrong.

Maybeyour Ietterstructure eats |nto a pocket too much resultingin a lack
lettertoo far, creating a large
valley that dlmlnlshed ﬂow Keep in mind, this tactic won’t account for
closed counters. Now not all valleys are bad; you'll have to examine each
on a case-by-case basis and see if they diminish afundamentalin any way.
Thisis where flow comes into the picture because flow depends largely on
the negative space around our letters.

ULTIMATE GRAFFITI GUIDE BOOK




30

Flow
Introduction

lowisa strange in graffiti since it the
hardest and the easiest fundamental of them all. Just about every
new graffiti artist asks me one of two questions: one being “What
is flow?” and the other being “My name doesn’t flow; how do | flow
my name/letters?” First, let’s nail down what exactly flow is since this is
aquestion | get asked frequently. Flow in graffiti can either describe how
cohesive different letters are, or it can also refer to the implied direction
of motion throughout the letters. These t can be broken up
into three major categories of flow: the first being line uniformity/similarity,
the second being letter uniformity/similarity, and the third category being
flow. What q! the factthat when creating
any base structure graffiti, all letters, and numbers, flow automatically by
way of the first two categories without the artist having to do anything atall,
and thatis true of all languages. This has huge implications because we have
to work directly with the other basics to get the fundamentals to be correct,
where with flow, it starts off correctly and we have to work to maintain it.
It's here where new graffiti artists struggle as they’re more focused on style,
resulting in errors with other fundamentals that destroy flow. If you want
toflow, make sure your other fundamentals are correct and your name will
flow automatically from there.

Allow me to pause and drill that last point home for new graffiti artists
as this might be one of the more common pain points for people.
In short, all base structure letters and numbers flow automatically
unless you make a mistake with the other fundamentals. Please
keep this in mind as we continue through the chapter as flow won't
be an issue in your base structure graffiti. However, I'd like to keep
the examples simple to make the lessons clear and easy to follow.
Let's contextualize this by explaining the first two major categories
of flow starting with line as well as letter uniformity and similarity.

Line/Letter Uniformity/ Similarities Concept

| /RBA

]
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The basic premise for how line uniformity/similarity (line U/S) works s that
the more similar or uniform two lines are, the more cohesive they appear.
Letteruniformity focuses on unifying the larger matifs o letters, such as your
bowls, stems, serifs, and Byincluding

from one letter to the next, we can increase how much those letters willflow.

In our first example you'll see three lines, two being perfectly uniform
lines, and the third being similar to the first

two. This demonstrates the basic concept of

line uniformity while the next example of the

“E", "R"shows this very thingin practice. The

vertical lines of our "E" are uniform with the

vertical stem of the "R". Lastly our "R", "B", "A"

example shows how these three letters all have

atriangular top. Our "R"and "B" share uniform angle bowls, while our "&"
usesan angle top that s similar to the first two letters.

The key difference between flow with letters and lines is that line-based
flowis proximity based, and letter-based flow isn’t. While this is true forall
formsofgraffm it'shardly an issue for tags since tags normally don't have
within th linesin
the way that throwies or pieces do. Line-based flow is only effective when
you pair many lines together since individually their impact s low or even
near nonexistent. Letter-based flow on the other hand has a largerimpact
with far fewer uses due to the size of the cohesive elements. While these
r bet line and letter-based flow may be huge, due o the fact
lines are used to make letters, these two different methods are often seen
as two sides of the same coin. Both are essential parts of flow and graffiti;
in fact, it’s fair to say, these two methods are the only necessary methods
offlow, wherea flow is p

Let’s take a deeper look into the unique aspects of the first two methods
of flow to learn more, and we’ll circle back to momentum flow once we've
reviewed all of the other fundamentals.

Line Uniformity/Similarity

d earlier, lines that . imil canﬂowwnth since they

‘cohesmn Thi: ns aver witha diagonal,

bulno!ahonzontal line.A honzontalcana(sollowwuhadlagonal however,
the will contrast line.

e
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Circularlines quebecause their dgewill have at least one
point that is uniform or similar to another line that’s close enough beside it.
Having a versatile edge that is compatible with any direction of lines means
a circle could flow with a vertical line, just as easily as it could flow with a
diagonal, horizontal line, or another rounded line. You can see this in the
example where the red section of the "0" s uniform with our straight line,
and the blue is similar to our straight line, and even the rounded edges of
the "0’s"both flow as well.

Ontop of that, for two lines to have US, they need to be close enough to o ne
another; otherwise, new lines and shapes will break the pattern, causing the
eyetoregister the nextfew shapes, or wander to other areas before reaching
the second uniform or similar line. When this happens, you can break the
flow of the name, and since tags are not as elaborate as most otherart forms,
suchasan oil-painted landscape, you can'tafford to break that flow all too
much since you don't have time to rebuild that flow. This is something even
throwies and pieces struggle to rebound from, thoughtis possible.

BEEY BREY

Ourfirst example shows that even though the " 8" and the "F" both lean in
the same direction, they're too far for line U/S to flow. Luckily for us, they do
flow from letter uniformity since both letters have the same lean. The "E’s",
however, are just enough in range to flow from line uniformity, and they’ll
have letter uniformity. Once we position the "E’s" with the same lean as the
"B", then suddenly the diagonals from the "E’s" will link the line uniformity
from the "B" all the way over to the "F".

e
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NAON NEON

Sowhat counts as “too far for two lines to flow”? Remember earlier when
we briefly mentioned how you can split your total space into equal sections
for each letter?Well, no matter the angle of your line, you have roughly half
the width of a letter to add a line that flows. Any distance greater than that
and your line won't flow. Say we have two letters, “N, £,” and the "N" has
a nice vertical line. Our "E” only has one opportunity on the left to create
line U/S. Ifthe stem doesn’t flow, then the "E” has nothing on the right side
tomakeasimilarline with and therefore both letters will lose a bit of flow.
Not to mention, by the time we getto the rightofthe "E", we’re alreadytoo
farforthe line’s uniformity to be effective. By leaning a letter,we can helpa
line reach within range of another letter so that they can flow, similar to our
“E’s"in the BEEF tag. For horizontal lines, this works in much the same way,
but now you have verticality to consider. A line at the baseline won't flow
with ahorizontal at the cap line, so you'll need to link them with a uniform
or similar line at the mean line. While skeleton hands might start off with
correct flow, our job is to maintain that flow, and this is how we do so. On
that note, you don’t have to obsess over making every possible line flow,
buttaking advantage of this can allow you to b oost the flow in your work.

As you can see once we add a hint of style while
ignoring line U/S, then flow gets destroyed.

This same premise is also to blame for some

letters being hard to work with, while other

letters seem very easy to work with. Letters

like "N" and "H" allow for easy flow since

they flow with themselves but not all letters

are like this. Some letters have little to no structure on one of the two sides,
while others are just average with nothing making flow easier or harder.

NEON SANT Wit

An unexpected effect of line uniformity is that this method of flow also tends
toaffectyour letter positioning by influencing the angle atwhich you write

N

The top left of the
second "E" reaches
into the right zone
of thefirst "E". This
puts each stem in
range to flow with
line U/s.
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theletterand asa result, this affects your negative space as well. You might
notice, if we don’t use uniform lines to write our letters, then not only do we
diminish flow, butwerisk creating too much negative spacein some areas,
orwerisk losing too much negative spacein other areas.

3

Looking at Snow Goons tag here from Enort we can see he positions and
leans letters in such a way to maximize line uniformity/similarity. Each letter
leans in just the right way to ensure a consistent flow from beginning to end.
Line uniformity is necessary for all forms of graffti since it acts as the glue
figuratively speaking that holds your word together, but what happens if
you want to change the direction of your flow midway through the name?

Transition Your Flow

Eventually when using line uniformity and similarity, you'll have to change
the direction of your flow. Transitioning flow is something you'llfind yourself
doingin basic throwies and pieces, as well as slightly stylized tags. You might
need to do this for any number of reasons, but one common need for this is
when you have a name where one side has plenty of straight vertical lines
and the other side has plenty of horizontal lines.

REA RIA

Aname like this might make using similar lines hard. Using a basic structure
tag to show the concept, we can see the red line of the “E"is horizontal so
it will contrast our vertical left side of our "V". One solution would be to
include anew diagonal line that acts as the halfway point between the two
lineswe want to flow. By adding t his small diagonal serif to the "E" to begin
transitioning our flow.

Ly
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REA

When we do this, we allow the horizontal line (red) to flow with our new
diagonalline (blue)sincethey'resimilar. From there, our vertical line (yellow)
willalsoflow with the diagonal line since they areal lar toone another.
Because this diagonal line acts as a bridge between our starting and ending
lines, thevertical (yellow) and horizontal (red) will now link togetherand flow
with one anotherindirectly. Though that explanation works as a simplified
breakdown, | thinkit's worth explaining this a little more in depth. We can
look at the science behind what's happening so that you can understand
the formulaiitself, allowing you to apply this to all forms of graffiti.

To transition, we'll start by figuring out our starting line, and ending flow
lines. In this case our starting point is a horizontal marked with an "S", and
we want to transition to a vertical marked with an "E". We’d then imagine
these two lines connected, and we’d see if their an gle is an acute, 90-degree,
or obtuse angle, and when these lines join, they make a 90-degree angle.
From there, we'll find the halfway line, known as the bisector.

For the sake of knowledge, let’s learn how
to find the bisector properly, though it's
OK to eyeball this measurement. Once we
have our angle, we'd place a compass on
point "A" where each line meets, and we'd
draw a line connecting our starting and
endingflowlinesand we'd mark themwith
points "B"and "C".

FLOW
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From here, widen your compass and draw a circle around "B" and "C". Mark
the point where these circles overlap as "D", then draw a line from "A" to
“D". That right there is your bisector. Doing this for our 90-degree angle,
the halfway point would be 45 degrees. This means we'd draw our line to
transition flow (our linking line) in a diagonal direction traveling at around
45 degrees. Once again, | stress, this does not at all have to be exact. We just
need to be within that approximate range; otherwise, the linking line will
be too uniform with the starting or ending line and not similar enough to
the other. Now, obtuse and acute angleswork

alittle differently.

If the starting and ending flow lines came
together and made an acute angle, assuming (
they'recloseenough, theselineswouldn’tneed -
to be linked to one another because they'd \
already be similar, and therefore they'd flow.
You can still include a linking line if you want
to, but this would be more applicable in throwies and pieces where you have
notonly the room, but the excess lines to do so. This wouldn’t be practical
or necessary in a tag, not to mention the effects would be negligible in most
cases. The only possible reason they wouldn’t flow is if they re too far from
one another, so in a case like this, linking lines would only be used for the
purpose of bridging the distance between the two flow lines.

v

Starting and ending flow lines that make an obtuse angle would need multiple
linking lines to transition flow. With obtuse angles, we’d still find exactly
where the bisector is for our starting and ending lines (marked in blue).
This is our first linking line that will help us find our next two linking lines.

N
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Next, take your starting line and match
itupwith thefirstbisector, totallyignore
the ending line at this point. Find the
center between the starting line and
the first bisector and draw your second
bisector (marked in red). This new angle
will show us our second linking line.

Lastly, we have to locate our third linking line. All we're going to do here s
repeat what we just did. Take your first bisector and match it up with the
ending line this time and approximate the center between the two. This will
tell you the angle your last linking line has to travel to link your flow. By the
end we should have five lines, those being our starting line, the three linking
lines marked in red, blue and orange, followed by the end line. I should
pointout, all of this is unnecessary on any base structure tagsince theyall
flow automatically. Slightly stylized tags are where transitioning your flow
becomes relevant in tags. Basic throwies and pieces do however use this,
even for basic letters, and that's why it's necessary to learn. Hand styles in
general also have a harder time using this due to the lack of excess lines,
while throwies and pieces don’t struggle with this nearly as much since
there’s more room for additionallines.

Letter Uniformity Similarity

Letter uniformity is not proximity based, and while flow of this type also
applies to throwies and pieces much more, handstyles still make use of this.

Say, forexample, you have a round circular bowl on two letters, one on the
left side of the name, and one on the right. Those two bowls are similar and
therefore they create unison within the tag, a sense of familiarity.

Ls
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However, ifyou change one of these bowls to be triangular but you keep the
other rounded, suddenly you've destroyed that sense of cohesion, and they
nolonger resemble one another. Seeing as letter uniformity happens ona
largerscale, itsimpactis also largerand as aresult, the two similar features
don’tneed to beclose atallforthem to flow. However, this works both ways,
and because they're larger, more noticeable and have more of animpact, if
youdon’t repeat the elemen t then it can detract lots of fl ow. For this reason,
you do want to have repeating elements in your work.

Lookat this tag, for example; here
we can see we added tons of style
to certain letters that we didn’t
repeat elsewhere and as a result
the tag looks chaotic, with no real
sense of direction. Just about every
other form of art uses repetition to
avoidthisvery issue; however, that
doesn’t mean you can’t mix things.
uphereand there.We'll learn more
about how this works later in the
book. Even when dealing with names that have letters with little in common,
it’s still easy to use letter U/S.

OMAS  Oiak

Take the name Omak, for instance, the "0" has little in common with any
of the sharper-angle letters as far as letter U/S is concerned. Knowing this,
ifyouwanted to make the "0"have morein common with the other letters
then you might use a lowercase "A" and/or "M". Doing this starts each letter
off with structures that resemble one another so this lays down a good
foundation of letter U/S. There’sanissue
though, as at this point, our "0" now
flows with the "A" and "M" (marked in
blue), but the "K" suddenly lacks the
same resemblance. This leaves the "K"
feeling like the "0" did at the start. So
how do we fix this? Well one solution is
to link the letter U/S from another letter, in this case our "4, to the "K". To
do this, we'll add a serif to the top of the "A" and add one to the "K" (marked

inred).
Ly
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Something as simple as this will tie the "K’s" flow into all of the other letters.
by linking the "K"to the "A". Since the "A" shares letter U/S with the other
letters, the "A"will bridge the gap between the "K" and all of the other letters
in the name. Since this version of flow isn’t proximity based, you don’t need
many of these uniform features to link one letter to the rest of the name, and
normally one is enough to do the trick. Even though we're demonstrating
this on a base structure tag, linking flow still works all the same in advanced
works too.

Letter uniformity is important to tie all the letters together as one whole

word, once again reinforcing how both line and letter U/S act as the glue that
holds letters together. As for momentum flow, we’ll cover this in the style
sections of the book as this is not only more advanced but also completely
optional within graffiti. With all of thatin mind, remember, we only positively
and negatively affect flow by messing with other fundamentals, rather than

directly influencing the flow itself. All of the fundamentals have to come

together correctly for the skeleton hand to flow automatically, and if any
fundamental is off then the tag won't flow. Seeing as the basic skeleton
hand's structureis essentially the basic printfont you'd see on your computer
screen, this holds true for fonts as well.

G m
GRM G R I M RI

Asyou can see, this font flows just fine in the firstexample, butif we separate
we begin ( indi iti ddenl:

this basic fontno longer flows. These letters have the spacing that twowords.
would have. Ifthere’s one thing to take away from this example, know this:
If you’re having an issue with flow, then the issue isn’t flow; you’ve messed
up one of the other fundamentals, likely from adding too much style. Adding
too much style is by far the most common reason graffiti artists in general
end up having issues with flow. If flow’s been an issue, work out the other
fundamentals and you'll find your flow increases in quality. I've intentionally
repeated this multiple times because it’s one of the most asked questions
from new artists and one of the simplest solutions that goes overlooked.

FLOW
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Visual Weight and Letter/Name Weight

ave you ever written your tag name and thought, “Why is my tag

so lopsided and disproportionate?” Letter and name weight was

likely the problem. No matter whatyou draw, all images have visual

weight, and thisincludes tags. How we decideto balance the letters
and the word is known as letter/name weight. The weight of each individual
letter will come together and create the weight of our word. In the most
basic sense, you'll manipulate the weight of your tag by changing the size,
position, and orientation of the letter. These are the most impactful ways
tomanipulate weight in your handstyles and normally thisis all you'll have
toworry aboutasy ou start out.

When using the l ettering chart, your letters will naturally be the same height.

Your focus should be to make sure your letters stand upright and occupy
the same space horizontally. We can see an example of this with the name
CCROW, where each letter occupies roughly the same horizontal space even

whenoverlappingslightly. Ifyoucan dothisconsistentlywithoutthe lettering
chart, then your graffiti will be balanced. As you begin working on other
forms of graffiti, many other properties of weight, such as detail and color,
will become more and more important. Though on the surface this topic is

simple and easy, quickly the topic of weight shows itself to be an iceberg
of depth and information that you'll have to learn. Both visual weight that
we seein all forms of art and letter name weight in graffiti are intertwined

with one another. If you want full control over these topics, then we must
understand what visual weight is and what contributes to visual weight.

Visual weight s not only how h eavy your subject matter in an image appears
butalso how much attention thatsubjectattracts. Thereisalotto getinto so
let's define each factor in visual weight, then we’ll define each in the context
of graffiti, and explain how each one relates to our letters.

e
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Properties of Visual Weight
Size

Larger subjects appear to have more
weight than smaller elements. A
common lesson taughtin artis known
asthebig dot little dot that shows this
example simplistically. Since the big dot
is larger, it has more visual weight and
therefore appears heavier and grabs
more attention than the little dot.

This simple concept carries over to
more complex drawings; for example,
if we draw a car, we all know that it must
be pretty heavy, and if we draw an ant,
well, we assume the antis pretty light.
Theseassumptions canbe made based
on our real-world knowledge of these
objects but what happens if suddenly
we draw the ant the same size as the
car, or perhaps much larger than the
car?

Wellnow we have to assume that either
thecaris really tiny and we're zoomedin close to make the ant look larger,
orwe have to assume that our bug is massive and asa resultit's far heavier
than the car. While both size and our real-world animply weight,
the contextof the image as awhole can affect weight as well.

Position

a? oo
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Subjects higher in elevation have more weight than objects lower down as
shown with the rocks example. While, objects closer to the center, or around
the focal point, have less weight than objects further from the center or

furtheraway fromthe focal point, as depicted with the two dots. This might
seem counterintuitive since a clear focal point has the most visual weight
in a piece of art and while that is true, the objects around the focal point
aren’t the focus. When you take an object and place it further from the clear

focal point, this new object begins to distract from the focal point asit pulls

ttention Lastly, subjects positioned closer in the have more

weight than objects in the background. For example, the catis much more
likely to grab attention than the mouse, or the two flies in the background.

Orientation

People’s minds naturally want to apply

gravity to subjects in an image and
orientation has plenty to do with this. This
of gravity creates antici
—

and this anticipation adds weight no
matter what you draw. Subjects in the

horizontal position have the least amount of weight as they appear more
grounded and stable. They're not at risk of falling anywhere and therefore
there is no anticipation. Subjects standing in the upright position have a
medium amount of weight as they look stable but have the potential tofall

over.

VISUAL WEIGHT & LETTER/NAME WEIGHT

4



Subjects in a diagonal position have the most weight since they appear in
motion, either falling or rising between the vertical or horizontal position.

Shape Weight

HOA®

Regular shapes, such as squares, circles, and triangles, have more weight
than organic shapes as their mass is more ambiguous.

Contrast

Contrast is the process of using various subjects near one another to
pl be

where awhite square on a black background has much more contrast than a

gray square on the same black background. This same concept can be seen

with warm and cool colors as well as high saturation and low saturation.

While contrastis often seen in relation to th e properties of color, contrast can
alsoapply to edges. An artist can easily contrast more straight and angular
edges with rounder, softer edges, or even lost edges. In the example you'll
seearound edge, a harsh edge and even a soft edge.

Lo
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Each of these contrasts with the other. Areas with higher amounts of contrast
will have more weight than areas with less contrast.

Texture (Detail)

Objects with lots of texture/detail have more visual weight than objects with
less. Naturally our eyes will be attracted to areas with a higher density of
details so adding more densely packed sections in a piece of art can help
attract more attention than less densely packed areas. This can be seenin
the painting | made where the lips and water have lots of detail, y et the hair
and forehead have almost no details atall.

Color

Color has three properties, value (how light or darkis the color), hue (the
coloritself), and saturation (how intense the colors).

Darker values have more weight than lighter values. Warmer colors have
more visual weight than cooler colors. The more saturated a color is, the
more visual weight it will have, while the duller a color is the less weight it
will have.

g
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Its very common to see
people practice on the
veryedgeofthe page.Try
toavoidthis,astheedge
will change how each
fundamentalworks The
edge can carry weight,
it can interrupt flow, or
eliminatenegativespace.

Allof this prevents you
from learning those

The concept of elevation translates directly into graffiti, where letters that
are higher up offthe baseline have lots more visual weight than letters that
areon the baseline.

Since the baseline acts as our ground, letters that dip under the baseline
risk adding weight as well as they appear to drag the letter and/or name
down. Defining anatomy points such as a bowl, for instance, have more
weight when they re higher up, and less weight when they re lower on the
letterIf y higher ithnothing supportingit
underneath, then it risks knockmgyour|eneroﬂbalance Features that exist
within the x-height act more as a support systemto hold the letter up. This
doesn’t mean you should have tiny upper features and huge lower features.

When you'rejust learning, our goal with positionisto have all the letters at
the same height. This should be easy enough to do if you're following your
lettering chartand if you're keeping the letters close to one another. Ifyou're
doing these things, then you won’t have any issues with letters straying far
from the center of your graffiti.

A really strange contributor to
visual weight is how close your
image is to the edge of the page.
This isn’t normally a problem for
tagsasmuchasit’s a problem for
all other forms of graffiti but the
closer to the edge you get, the
more aware people become of the edge of your surface.

basics effectively.
Ifawriteris doing tags on awall this will hardly be relevantas seen in Ciske's
tag; however, avoid bumping into the edge of whatever you're tagging to
ensure your work stays clean or yourisk squeexing your letters.
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This does affect other forms of graffiti like throwies and pieces more since
they're larger and reach the edges of any surface with ease. We've all seen
those pieces and throwies that get cut off because they hiit the bottom of the
wall where the wall meets the floor. The human eye naturally notices this,
and it catches our attention instantly. Bumping the edges can’t always be
avoided on walls, but if you’re working in books on a nice image then you'll
want to keep thisin mind.

If we imagine that gravity is being applied to our art at all times, then

gwe d, or inthe case of graffiti,
itwants tofall to the baseline. In work that uses descenders, then your work
wants to fall to the bottom of your total space. This means position can
create anticipation, and as a result, this anticipation can build visual weight.

Position as far as letter name weight
is concerned, it pretty much settles
itself if youre practiang your base
structures but even then, soms
letters cause several issues, like “T"
and "L", for example. Letters such
as these naturally like to push other
letters away with their huge crossbars.

For the letter “L" and other letters like it with a
lower structure that creates lots of negative
space above, you can position them slightly into
the descender. Having the "L" dip a little into the
descender helps to prevent the"L" from pushing
the next letter as much.

This small change can give you the space you need to gently slide the following
letter a little closer without blocking the structure and as a result this can
help minimize the negative space above the "L" even if only slightly. Letters
such as "T”, "J", and other letters like these, have the it

they have lots of structure at the top that creates negative space from just
below the cap line to the baseline.

These tend to be more p since their negative space s below the
structure, meaning this space creates anticipation and adds weight. The
upside is these problematic horizontal lines are normally attached to a
vertical line that helps stabilize and ground the letter.

ue
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Lowering letters like */*
and "T" doesnt help as
now you're increasing
your total space and
creating more negative
space overal,

For this reason, we have a few solutions;

we can either position the top of the

letterslightly higher whilesstill having the

bottom touch the baseline. Adding even

more negative space under the horizontal

line might seem counterintuitive, but

doing this gives you just enough room

forthe nextletter toslide slightly clo serorjustatad underto hold the weight
of whateveris above it while filling negative space.

If you're not careful when raising the horizontal line higher, the added negative
space could cascade into tons of other issues so be sure to keep an eye on
your other fundamentals. While experienced graffiti artists might be able
toputthat pacetouse, less. ienced artists will struggle wi
weight, llasNSM,LNP, and they'llstrugg i asaresult.

You have to becareful though, if a letter happens to dipinto the descender a
little too much, then you riskinstantly throwing the name weight off. When
somethinglike this happens on yourfirst or last letter, this descending letter
almost seems to drag the rest of the name down with it. This can make the
lower letter seem much heavier, even though in theory it should appear
more grounded as it's lower than all of the other letters. The reason this

isthatthefirstand last are further away from the center of
your tag so more weight is applied to them, and this amplified weight can
counteract the grounded effect that lessens weight. Also, contrast might be
a

factor for the added weight i the letter that's dippinginto the
descenderismuch lower than the otherwise higher-up letters.

This doesn’t have much of an effect on smaller names or words that have

three or fewer letters, but this becomes much more impactful as the name
gets longer.

e
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The reason subjects look heavier the further away from the center they
travel is because our image works as a seesaw with our image split down
the center. As we travel further from the center, our art adds weight, and
the imaginary seesaw gets lower on that side. The closer to the center our
artis, the less its weight affects the seesaw movement. What's interesting is
ifyou have a letter like “L", that pushes other letters further, thenthe letter
being pushed away could add weight to the side of the name it's on. In this
scenario, the "L"is not only adding weight due to the negative space above
itscrossbar, butit’s forcing the letter afteritto add weight sinceit’s moved
away fromthe center.

Graffiti tends to be a very centralized art form

sothe center of your tag name will be the center

of this imaginary seesaw. This also allows us

togroup the letters witha leftand right side of

the name to help us plot our weight and other

fundamentals as you'll come to learn later in

the book. An unexpected effect of position weight is that it can apply to tags
placed inside our throwies, pieces, and even justa tagon awall.

Tags positioned inside of your
throwie, and piece will grab
more attention ifthey’re higher
up, rather than if they're lower
down. This is one reason why you
might have had second thoughts
about where you placed your
crew's name or hand style within
yourthrowie or piece. Thissame
thinking applies to walls and
othersurfaces toalesser extent.
Sure, atagat eyelevel on awallmight be easier to see than atag ten, twenty,
orthirty feet up, but the higher tag tends to captivate people more. As graffiti
artists we're all captivated by the nice rooftop spot, or water tower spot.
Partly because people wonder how the handstyle was put there, but also
because it demands more visual weight.

VISUAL WEIGHT & LETTER/NAME WEIGHT
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Once we notice grafiti that high up it becomes the one we foc us on the most
more times than not. Now if you're a writer, don’t read this and think, “Oh
Ihave to tag the top of everything, books, signs, etcetera, so it grabs more
attention; that’s unnecessary. On thatsmallof ascale the effectswould be
negligible at best. Instead keep this information in the back of your mind
andifatany point you feel like your graffiti looks strange nits location, then
bring thisinformation tomind, and consider moving the graffii.

Letter Weight - Orientation

Lettersin the upright position have
their standard weight. This standard

weightis determined more so from

the space they occupy. Letters

leaning left have more weight than

letters standing upright. Letters

leaning to the right have the most

weight. Right-leaning letters have

additional weight because they travel in the direction we read; this could
change forvertical tags, and any language read in another direction. One of
the easiest and most common ways of manipulating letters in graffiti is to
change their orientation, normally by keeping the letter upright or leaning
a letter left or right. Doing this lets the graffiti artist control how they fill
negative space, how they manage line uniformity/similarity, and how they
distribute weight. If we think back to the example of the three lines, leaning
aletter more to the left or right creates more weight than if you had drawn
the same letter standing upright. Letters with a wider structure at their base
appearmorehorizontal, like "H" or "M". These tend to feel more grounded
and can be hardertoknockoffbalance. On the otherhand, letters like "V",
"p", "F", "S" or "0" are much easier to knock over since they either have
a rounded, unstable bottom or wider upper bodies with a thinner, more
vertical lower body.

With rounded bottom letters, the trick is to balance the center of
gravity to ensure it will stand upright. You don't have to be exact with
the center of gravity either, so if you're new, don't obsess over getting
the center of gravity perfect. So long as you're close, your letter will
be fine. With top-heavy letters like "P*, standing the letter upright
works perfectly fine for balance, but leaning the letter to the left can
help make balance a little easier when exploring this fundamental

The reason this works s that the weight on letters like "F", "P"is predominantly

on the right-hand side, so leaning letters like this to the left will counterbalance
the heavy right side.

Ly
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Some artists attempt to add style to letters like "R" or "K", and they shorten
the leg of the letter. Doing this turnsthe Rand other letters like it into top-
heavy letters and as a result, all of the same weight issues and solutions
apply. The issue with shortening the leg s the fact that when you stand it up
straight, it no longer keeps balance since the leg still adds additional weight
that wants to pull the letter down in that direction. For this reason, you'll
normally see graffiti artists who shorten the leg, lean the letter to the left or
they balance it by having another letter hold it up as the letter falls to the
right (shown with the "RS" example). Now most of the letters in o ur alphabet
have a right bias to their structure and weight, but this isn’t the case for all
letterstruct including struc i

3343

Sometimes you'll run into a letter with a left-side bias to its structures;
minuscule "g", "J", "d"or variant structure "a" are just a few examples of
this. Since most of the weight of these letters is left of the stem, leaning

it further in that direction can easily make it look as if the letter is getting
knocked offbalance.

However, leaning a letter like this
to the right will not only create

excessive negative space between

itselfand the letter before, it willalso

hurtflowif your other letters lean to

the left since line uniformity will be

harder to achieve for most letters due

toopposingleans. The upside to these lettersis that most of these left-bias
letters have a straight right side from their stem.

s
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Assumingyoudon’tapply a i rightsis
extremely easy to flow with the letter that comes after them. Line uniformity/
similarity pretty much creates itself here with little tono effort.

Letter Weight - Shape

Letters are made from regular shapes and have more weight than any

ional details with i hevolume of the i
shapeisnot clearly or defined. L h have
plenty of weight due to t he space they occupy. Letters wnth rounded shapes,
especially at the bottom, tend to have their weight due to anticipation. A
wider shape at the base makes letters appear more stable, while a thinner
shape atthe base gives a letter the potential for instability.

Sinceourlettersuseregularshapes

to build the letter’s structure, each
basestructurewillhave comparable
weights to one another. This means,
when practicing your skeleton hand
and other base structures, youdon’t

have to worry much about shapes
affecting your weight, even when having arounded letter like "0", nexttoa
triangularletterlike "&". So long as everything is proportional, the difference
inshap ight will remain orrect.

However, each base structure will have a general shape, and as aresult, a
standard weight. Understanding these general shapes can help us to getan
idea of how heavy a structure will be, and how that weightis distributed.

RCYRCY

d an

Different letter
varyinweight. These collecti illgive us th Ishape of the
letter. Our general shapes are going to be square, circle, triangle, and figuring
outwhat categoryastructure falls intois easyand straightforward. Firstand
foremost, the general shape can be determined simply by looking at the shape
of the letter. An 0" will clearly be round, an "H" has an apparent square
shape s doesan "E",and the letter "V"resemblesatriangle. However, some
letters are less clear, so to determine their shape we have to usea different

e
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method. By drawing a square around our letter, we can examine how the

tru i theletterinteractswith
the cap line and baseline, this wm tell us the general shape. We're looking
to see how many times the letter comes in contact with the baseline and
cap line, as well as how large these points of contact are. Contact points are
going to work as indications of how wide the top and bottom of the letter
are; for this reason asingle large contact point that extends to the left and
right of the square we drew will also indicate a larger bottom or top.

If the letter reaches out toward <
the top and bottom left and right .
sides, then the general shape is

square. Often this results in the

letter making two points of contact

at the cap line and two at the

baseline, andit's possible to have

a letter like "R"that creates only one large point of contact on one side, in
this case the capline. Since this larger point of contact extendstothe leftand
right side of the red square we drew, it equates to a square general shape.

Despite havinga muchof the “U i meant
to contact the baseline. Factor in the verticality of the left and right sides,
and its two points of contact at the cap line, and we end up learning the "U"
has a square general shape.

Triangle-shaped letters will have
either one large contact point
followed by a smaller contact
point on the opposite side, or
they’ll have two smaller points
ononeside, witha single contact
point on the opposite side.

Rounded letters will have one
point of contact at the cap and

baselines, with one directly above

the other and at least one rounded

side. Since rounded letters are

balanced by their center of gravity,

you'll end up having their points

of contact being directly opposite one another. You'll notice I included
lowercase "A"in the example, yet it has three points of contact that are no
differentthan what a triangular-shaped letter might have.

Ly

You can consider the
initial square we draw
around the ltter, to be
theletter'sindividualtotal
space. We'lluse thistotal
space tofind the general
shape.
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Focusingjust on the natural color without ch anging their value,
red s the heaviest color of all the natural colors, and despite being awarm
color, yellow is the lightest. The reason for this is that yellow has the lightest
naturalvalue of any color, and lighter values have less weight. Knowin g this,
youmight think purple should be the heaviest since it has the lowest natural
value of any color, the issue is purple isn’t as intense as red, nor is it as warm
as red. The visual weight of these can change depending on how you adjust
thethree properties of color.

These are the different principles of visual weight that all art forms
use. No matter what we draw, even something as simple as a line
has some level of visual weight to it. The question now becomes
how these same concepts apply to graffiti and what would these
same definitions look like when applied to graffiti?

Graffiti’s Letter/Name Weight
Letter Weight - Size

Larger letters weigh more than smaller

letters. Letters that take up more positive
spacealsoweighmorethan | etters that take

up less positive space. Generally speaking,

lowercase lettersweigh lessthanuppercase

letters,and have more negative space. This

thinking remains true even if we write the same letter twice with one smaller
thanthe other, despite being the same, the larger one will have more visual
weight.

Keep in mind the size you draw something can imply how heavy it is in
relation to the other elements around it and this stays true from one letter
to the nextin the context of the word you're writing in graffiti. This means if
we’re writing the name Grim, for example, and all your letters are the same
size exceptfor the "R"being abnormally large, your "R"will make your other
letters look tiny, and the other letters will also make the "R"look even bigger.
All of this even applies to the thickness of your lines for the letter as well, so
besure to keep the line width constant. If you
have one letter bolder than the others, then it
too will have more weight even ifit's the same
height and width as the other letters.

L
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These concepts and ideas alsowork for all lettersin the alphabet, each one
has its own weight.

An issue many new graffiti artists have is keeping the letters the same height
and width. A great way to practice keeping the letters a uniform size is to
use our grid from earlier. On this grid, mark off sections for each letter you'd
like to write; soif we're writing my name "Grim", we would mark four equal
sectionsto ensure each letter occupies the same amount of space.

From here, all we have to do is write our name within the cap height, while
making sure the center of our letters lands roughly around the mean line.
If done correctly, all of your letters should be well proportioned to each
other. Just be sure to place them close enough to one another so the word
< nicely. Sectioni greatforanyone
who's severely struggling to geta consistent letter size, but | recommend
also practicing without the grid since this method is meant to act as training.
wheels until you get used to keeping a uniform si ze.

Letter Weight - Position

Letters positioned higher have more visual weight than letters resting on
thebaseline. Lettersthatdip into the descender begin to have more weight
the deeper they reach into the descenderif the other letters all rest on the
baseline. Letters further from the center of graffiti have more weight. In
more technical works, letters in the foreground have more weight than
lettersfurther back.

SEVEN MPE SUki E

When it comes to position, handstyles don't often deal with depth, but
elevation, now that's going to be important.

e
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Keep in mind what we mention ed at the start of this topic: observe the letter
first before doing anything else. This method is only to help determine a
general shape that might not be clear.

Whileletterswith differentgeneral

shapes will have comparable

weights, their weights won’t be the

sameasthey'll change basedonthe

letter, and the shapes used. We can

changeasingle letter’sweight and

shape by choosing different variant

structures. Variants use different shapes to create their letter segments, so
some variant structures will keep the general shape of the basic structure
c ariantstructures will takeonn

entirely. Knowinga letter's base shape and weight will help us understand
how changes to the letter will affect its weight. For example, “/" is one of the
heaviest letters in the alphabet, whereas "0" s far lighter than the letter "/".
Because the "/" has a square general shape, it will likely remain stable so its
weight will react less to any small changes we make to it. However, lighter
letters, especially those with a general circle shape, will have amuch larger
reaction in weight to the same small changes.

Letter Weight - Contrast

Contrasting areas have more weight than areas that are similar. Contrast
It. Letterscan contrastin size,
weight, color, saturation, value, width, NSM, shape and many more ways.

Hand styles can make lots of use of contrast in interesting ways that may not
seem obvious at first glance. Even without adding style, we can use different
base structures to include contrasting shapes in our tag. This provides a
more dynamic tag that can look pretty nice without having to do anything
morewithit. At the very least, adding contrasting structures before adding
style will give you a nice jumping-off point. What's great about this is no
matter the base structure you use, your tag will always flow so this level of
contrastis free.

A common issue for new artists is duplicated letters due to their lack of
contrast but contrast is baked into every name, even names with double
letters such as Rook. Despite the “R"and "K" being similar, we also have a
double "0" to deal with. Even though Rook seems to have little contrast,
the truth of the matteris aname like this allows for even more contrast.

Le
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You can handle this in one of several

ways; onewayistoleaninto the letter

uniformity the double letters provide.

Making both letters identical can give

you a massive jump start in flow so

instead of startingwitha 10/10in flow

you’d have excess amounts of flow.

Having more flow than necessary lets you add greater amounts of contrastin

other areas wlthout flow being affected as mu(h because the double letters
their overwhelming letter As you canssee, the

Rook tag still flows just fine despite the "R" and "K"being 2

causingcontrast between the letters.

The other method we can use is to have the duplicated letters
feature small differences from one another, and instead use line
U/S to maximize flow between all the letters to compensate while
incorporating whatever letter uniformity you can for added flow. Any
differences from one double letter to the other will have a magnified
effecton contrast and flow since they're expected tolook the same,
meaning any tiny changes between them will have huge effects
on weight. An easy way to think of this would be, small changes to
duplicated letters cost lots of flow, and larger changes cost a ton of
flow and have lots more weight and contrast as aresult. If you choose
to make each one contrast too much, then you risk destroying flow
altogether.

This same thinking appliesto letters
that are similar to one another as

well. If you have, for example, "R"

and "K", but you use different legs on

each, then these two letters will have

more weightand costmore flowasa

result. The question now becomes,

why would you sacrifice some of your flow, wouldn't that break your flow?
For this we will have to look at something a bit more stylistic to really see
theidea pushed a bit.

Changing things up in your graffiti can help add intrigue to your name, it can
make your letters stand out at the expense of a little bit of flow. For the more
advanced graffiti artist, variety can even allow for many stylistic opportunities
thatyou would have missed out on if everything was uniform. Look at how
Guigas hasan "S” thatis much larger than all of his letters, including his "G".

te
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Despite how much the "S" might contrast, everything in his tag still flows
amazingly well. So as for breaking your flow, the short answer is yes, doing
something like this can break your flow if you're careless. Since the base
structures start off with 10/10 flow, you can sacrifice a fair amount before
your flowdipsinto the negatives. If youadd a reasonable amount of variety
to your graffiti, and by the time you're done, you still have a positive amou nt
of flow, then you're fine. With that said, don’t feel pressured to force contrast
in your graffiti, each letter in a name is bound to have certain differences
that give you some contrast without you doing anything.

Contrast isn't limited to just your letters and their structures either. The

topvc ofcontrast slmply referstothe dlﬁerence between two thlngs Nyou re
work,then

fundamentals to see how you like the results; really with contrast, your

imagination is the limit.

Letter Weight - Texture (Detail)

Details in handstyles include closely packed letters that create a lack of
negative space, and also include exterior details, extensions and letter

d piece: i includ iordetails,

drop shadow and 3D.

Texture might not seem like it applies to tags, or graffiti as a whole, but
texture in art are often made by using detail to give theillusion of texture.
We can see this in the image on the right, and it's far more common to
see this in pieces. For this reason, the texture is detail, even though not all
details are texture. Sure we may not paint cracks or rough surfaces on our
tags, but different additions suchas quotation marks, punctuation marks,

halo: if ions that are on and around their letters
areall different details.
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As mentioned earlier, areas more

densely packed with subjects can

alsobe seen as b eing more detailed.

How does this relate to our graffiti?

Well, the closer your letters are to

one another, the more detailed that

areawilllookandasaresultthe more

visual weight that area will have. By

recreating Rento’s tag, we can move the "EN" closer to one another and
you'll begin to see how those areas seem to attract more attention than they
used to, and the overlapping areas look busier as well. This can even apply
to the most basic of tags that don’t seem to have any detail at all. When we
position two letters closer, as shownin th ple, our eye tends to focus
on that area. However, when we allow large gaps between letters, our eye
jumps from oneletterto anotherand might evenwander aroundthe name
much more. Where we see handstyles really take more advantage of this
property of weight s with their exterior details.

Plenty of graffiti artists will put ‘
quotation marks on their tag, and ‘
these tend to be very balanced asthe

quotes are applied to both the left and

right side of the name. Underlines

also tend to be balanced so long as

theyremainhorizontaland extendan

equalamounton both the left and right half of the name.

Underlines also affect your LNW as well, either holding the weight making
the name seem more balanced or adding weight to make the name seem
heavier and potentially off balance. The reason this happens is that once
we add an underline for our tag, the underline acts as a floor that our letters
want to fall onto. The amount of negative space between the underline
and the tag itself will dictate whether the underline supports the weight,
orwhetherit adds weight to the tag. If you have lots of negative space built
up between the two, then the negative space will create anticipation for the

thisc hy create
weight. On the other hand, if the letters touch, or if they're slightly above
the underline, then the underline will support the weight of the name. This
is one example of a detail adding tons of weight to an image.

@
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Punctuation marks such as exclamation points are common in tags and can
help add justa tiny bit of weight to the side you place them. Since vertical
lines don’t have much weight, you can try and write an exclamation point
ataslightangle, oryou can useamore curved line to give the exclamation
point more weight.

Extra exterior details like stars are

often added to both sides as they tend

to balance a name well. However, if

they're added to just one side of the ] S
name such as in Zego’s tag then the

star, or comparable detail, will add {
weight to the side it's on. In Zego’s

handstyle, he’s placed the star within -

his letter, and this goes a long way

to minimize the total weight the star adds, but understand, the star is still
adding lots of weight. Later in the book we’ll talk about how this works,
but Zego’sdone agreat job at making the "0" pop with a hint of style using.
detail, rather than changing a letter to do the same.

No matter the detail being added, your details must have a reason to exist.
As mentioned earlier, in other forms of art, details are often the element
of art texture, so they serve an instant purpose, but in graffiti, our details
need to add to the fundamentals. If you're just adding details and these
additions don’t solve a problem or serve a purpose, then they're likely to be
detrimental to another fundamental and as a result, they should be removed
from your graffiti.

Letter Weight - Color

This works exactly as it does in visual
weight with no change at all. Color
plays a larger role in throwies and
pieces than it does in handstyles.

Normally color playsamassiverolein
visual weight, but tags are normally

one color. Sure, you can make a i tag with various

and sure you can create multiple tags with different colors on one image
like Murdoch here, but these aren’t the standard and are not something
you typically see. In more practical applications, a tag’s color weight will
be contextualized by the color of theimage, or surface the handstyle is on.
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Both of these will come together to determine how impactful the tag’s color
weight is. Just because you use a heavy color, does not mean your tag will
popout; your color, value and saturation haveto contrastwhateversurface
your tagis on.

Contrast is the key to
makingyourworkstand
out. Howyouchooseto
contrastisuptoyou, but
addasplashof contrast.

Forexample, if you have an orange surface
like brick, you probably don’t want to have
aredtagsince the handstyle will be harder
to see. Despite red being th e heaviest color,
its weight does little to make it pop since

the contrast justisn’t there. In this scenario,
it would be better to use something that
contrasts in one of the three properties of
color;acool color, forexample, even though
it has a lighter weight. Since handstyles don’t
use saturation and value nearly as intricately as many other art forms, it’s easy
toavoidi ithyour i i i { values.

However, when adding tags to a piece you've done, or to any surface, you
mightwant to be sure the saturation and value of the color you pick are not
too similar to your surface; otherwise, the two might clash as demonstrated.
Thisisn’tto say that you can’t do a blue tag on a blue surface, you certainly
can,youjusthave the colors contrast wi i

i
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Asyou move to other forms of graffiti, you'lluse color to make certain areas
of your letters pop more than other areas or any number of different effects.
All of these factors come together to create letter name weight. As a bit
of a side note, I'd like to say, if you struggle with color then | recommend
studying color theory outside the context of graffiti. Learning color theory
from arti: formsthatal i iti will give you
all the information you need to master colors.
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Letter/Name Positioning

etter/name positioningis all abouthow
graffiti artists organize each letter in
relation to one another and as a result,
the position of the name as a whole.
Individual letters can be positioned closer or
furtherfrom one another, higherorlower, and even leanedtotheleft orright.
Names can be straight across, at an angle, arched, or even written vertically.

Inits most practical application, letters

in graffiti tend to be positioned closely
together, either close enough for a
sliver of negative space, or slightly
overlapping with one another. When

studying calligraphy, you learn that
minuscules can be spaced by drawinga line down the stems of the letters,
then spacing these lines roughly equ al parts away from one another. Capital
Ietters onthe otherhand are spaced doseror further to on e another to keep
a ly mamount of neg: P hletter.

Two vertical lines would be placed closely, while a straight edge,
next to arounded edge, would be placed closer together. This even
applies to straighter edges of a letter that are more suggestive
such as our "E's" right side. Two rounded letters such as our two
"0's" will be placed closer than any other letter combinations. Letter
combinations such as "L, A" are best placed with the bottoms close
to one another. However, with two diagonal lines such as"AV" and
"V, T", allow for a decent space between each letter. This increases
readability and keeps the letters’ structure from getting too close
resulting in letters that are harder to distinguish,

Allofthis isn’t specific to calligraphy though, you can actually observe this
by typing out these letter combinations on your computer and you'll see
the capital letters are typically spaced this way depending on the font. This
spacing helps with readability, while working to keep each letter tethered
to one another to create a word.
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We couldn’t get away with spacing our letters in graffiti the way calligraphy
spacesits lowercaseletters. Since graffiti treats letters as uppercase, if we
spacedourl toone another the accoun(mg
forthe huge variety of differ P
that our letters can create, resulting in drasuc ovevlaps and valleys This would
notonly hurt flow, butit would also throw off the letter and name weight.

For this reason, graffiti is normally spaced
in a similar way to how calligraphers space
capital letters with the key difference being,
graffiti takes this a step further and moves the
letters closer together. Letters that are closer

together have a much easier time flowing
with one another. Normally, positioning in
this way allows room for slight overlaps of
letters, but be careful, if you overlap too

much then you risk destroying the letter
structure of one or all layered letters.

When two objects overlap, the one on top will obscure the object behind
it, inthis case, the D" In the example on the left, we still have a good view
of the farthest object. However, if we nudge the second object over so that
it overlaps more, we see less of the one underneath. This can continue

untilthe onein front either completely eclipses what’s behind it, or until it
eclipses just a section.

4
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Showing a sliver of
tive space has the
sameeffect.

Remember, whatever we dois two-dimensional, meaning all of your letters
areflat so people can’t walk around your letter to see what's out of view. If
you overlap to the point where you have a full or partial eclipse, then that
covered area effectively doesn’texistin the viewer's mind. Blockingoff letters
to this extent can either eliminate whole sections of structure, or it can make
parts of your letter look detached from the letter itself.

You can see this in our example; the

bottom of the "R"has been completely

blocked from view due to the overlap.

This completely breaks the letter asa

result. Our "A" shows a different issue

that has a similar outcome. In this
example, we can’t see where the crossbar connects to the diagonal line
(markedinred),and as aresultt he lower diagonal portion (marked in blue)
becomes segmented from the rest of the letter.

Inminor in ic work: ingmay not destroy
astructure, butit certainly doesn’t help since you diminish structure. With
more drastic cases and in more s(yllzed works, segmentlng can eradicate
allthe letter’s

A solution to both issues would be to
not overlap all the way, leave even just
asliver of positive space from the letter
being covered. This positive space will
actasabridge to prevent breaking your

letter.

While this is very effective in throwies and pieces, tags have a more subtle
benefit from this. Since the ink or paint is more opaque in our tag, we may
not be able to see this sliver or space left over, so how are we benefiting
from doing this? What makes this work for tagsis the idea o f suggested lines.

=Y i . The human brain is amazing at
finding the trajectory of objects
and projecting where something
should go. So, when we write our
names, and we overlap two letters,
forexample, an "O,E", the viewer can
figure out the structure for aletter's
blocked area.

e
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Our mind will notice the direction of the strokes, and continue to project
their path to see the missing area. Once we have that information, we can
connectthevisible parts of each letter. Projectinglines becomes harder to
do the more stylized the letters become and the more drastic the overlap.
Thisbrings usto the topicof key points or critical areasthat each letter has.

Allletters have key points either in their structure or in areas in the negative
space around their structure. Normally these areas won’t be an issue at all
until you eclipse a structure. Critical points are always intersections, and the
top, bottom, and sides of rounded edges. Critical points are also located in
the opening of counters, forexample the top of "K"separating the arm and
stem, or the right of a "C". However, some exceptions occur where a criti cal
point might include a whole letter segment, such as the lower crossbar of
uppercase "I". When covered, areas such as these can make the letter hard
todistinguish from otherletters, such as “K”, or "R". These areas (key points)
areintegral to the letters’ structure and when segmented or eclipsed, your
structures will either be distorted or destroyed. For some letters like "0",
these key points end up being anywhere on its positive space as the letter is
one pe. However, bec ite left toright, we prioritize
the leftand right 5|des of these rounded letters as they are at higher risk of
being obscured.

M HM

Given the letter’s simplicity, you may get away with covering one side, but
in more stylized works if you segment the "0" into two parts then you've
likely destroyed the letter. Other letters might only have one or two, while
some others have more. Avoiding issues here is as simple as not eclipsing
those particular sections. If you do eclipse these sections then you need to
compensate for this lack of structure in some way, be it through contrast,
weight, or some other method of your choosing.

&/
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Critical points located in negative space distortletters when they recovered,
ithard

Ifwe cover the opening of a “C"then the
“C" can't be differentiated from an "0". If
you'd rather not destroy your letter over
something simple, then the solution is

similarto our last problem. Simply leave
asliver of space so the viewer can see the open counter’s entrance on the
letter. Even after we've carefully avoided eclipsing, segmenting, or covering
critical points, we also have to think about how much of a letterwe can cover
before we break it. Whenever you overlap a letter, you take away weight and
structure and normally this isn’t much of a problem. However, if you overlap
too many times, oryou have a single overlap that s too large, then you risk
covering too high of a percentage of the letter.

We can see the effect of obscuring
too much of a letter if we position our

"G" too far over the "A". The same

thing happens with the “IN" combo

as well. With positioning being the

issue, we've caused negative side

effectsinstructure, weight, flow,and negativespace.Let’slookatanexample
oftwo different letters collectively covering asingle letter too much.

RSE HeC

In cases like these, we have one letter being overlapped by both the letter
before and after it. Take the name RISE, and look at how b oth the "R" and
the “S" overlap the “I". Even though neither letter covers critical points, and
they don’t cover all too muchindivid ually, collectively they cover too much
of the "I". This almost makes the letter seem asiif it's hiding behind the other
letters and as a result, the "/"becomes distorted even though its structure
isintact. Novice and intermediate graffiti artists should be careful, if they've

once, then it’ssafestf id letter
a second time to prevent your lines from becoming an indistinguishable
mass of positive space.
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You can see this very often in both the Sage and TBone handstyle shown
here where the letters are placed right on top of one another. The letters
can still be made out so we know the structure is present, but the letters are
too close, and destort one another as a result. While critical points certainly
affect all forms of graffiti, where we see this most often is in pieces since

their complexity often leads to more key points being obscured. That said,
both throwies and pieces can handle such overlaps more easily because
each letter has more positive space to sacrifice, so while it might be more
common, it's also easy to fix. A fair bit of overlapping your letters comes
down to your writing tool and th e size of the tag as awhole and t his is where
an artist must consider their nib.

LETTER/NAME POSITIONING



Nib Widths

ave you ever made a tag you're really happy with, then you go to do
it again using a different tool or size and think, “Well that looks like
crap; why doesn’tit look as good asit did before?” Well, the width of
your nibis likely to blame for this. While graffiti doesn’t put a huge
eemphasis on nib width as a fundamental, it still plays a big role in our work.

DURD [AlkD

Oncewe put each of these three handstyles side by side, the effect the nib
has becomes apparent. The first tag has an appropriate nib for the size of
the handstyle, while the second tag has a fine-point nib that allows for much
more negative space inside and around each letter. The thinner nib also
makes the structures thinner, meaning the structures risk looking weaker at

e since they re overpowered by the negative space and lack weight of
their own. Lastly, the tag could struggle to flow since each letter has slightly
more space than it would have if done with a more proportional nib.

You have one or two ways to fix an issue like this, the first being, you can
simply scale the tag down so thesize of the handstyleis proportionaltothe

b, and the second solution is to use a different nib entirely. On the opposite
side of the spectrum, the last tag used anib thatwas too large for the tag’s
size. This results in the letters losing too much negative space causing the
letter structures to be destroyed. Normally we see this when the artist did
their tag on a surface that was too small for the nib. Realizing they messed
up, they're forced to crunch their letters down if they want to it the whole
name.

Cramping each letter right on top
of one another only furthers the
destruction of the letter’s structure.
Since letter structure is at the top of
graffiti’s hierarchy, the handstyle is
already ruined at this point, but in
addition to this, the clustered letters add too much weight to whatever side
the cluster is on, and that creates an imbalance with letter and name weight.
Assuming you're doing your letters with enough room, to fix this you can
eitherenlargethetagand spacethe lettersslightly togive each letterroom
todevelopits structure, or, like before, you can use amore appropriate nib

DaIR)

This would be a more
fittingsizeforourthinner
nib. Try your tag out
at different sizes, and
observe the results.
Its always important
to observe, think of
questions or issues,
study,developconcepts
and hypothesize, test,
thenobserveagain.
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While doing the same
tagwith differentshape
nibs might give you a
different look, it doesnt
mean one version is
better than the other.

Youll have to useyour
judgment o decice what
versionisappropriate.

if the surface is smaller. You wouldn’t think nib width is much of an issue,
but I can’t tell you how often | see small tags done with massive markers.
This even extends to murals and throwies where the artist s painting a small
area and they simply don’t have the right caps for the job, or maybe they
have a huge surface to coverandthey reusing skinny caps. Try to practice
your tagat different sizes wi urhandstyle
looks. The shape of your nib can also greatly affect the look of your letters
aswell. Familiarize yourself with what looks good and what doesn't, some
tags simply don’t look good with certain nibs.

WG e

Hand styles designed for a chisel tip might require the angle of the nib to
enhance flow, define the structure and add letter weight. Doing the same
tag with a rounded nib would take away all of those qualities and simply
won'tlook the same.

On the other hand sometimes, you’ll find your tag looks great no matter the
shape of the nib. Opel's tagis a perfect example of how some tags look good
regardless. Partof the reason for thisis the tagis kept simple, with minimal
stylistic changes. The shape of his nib also isn’t being used all too much for
any fundamental so the nib’s shape becomes optional.

The same thinking applies to creating
tags with flairs. Flairs are a great way
to add some pop to your letters. Flairs
provide an easy way to take even the
simplest of letters and make them a bit
more stylistic without doing much.

e
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Adding these carelessly can look a bit silly though, and like anything in
art, you should give some thought to where and how you add these. Let's
break down what exactly happens to a line, and a letter when we add a
flair. For starters, each line we make with our can is a solid hard-edge line,
aflair turns this into a softer edge line. Softer edges have less weight so you
might instantly think, “OK, flairs decrease the weight of a letter” but the
opposite happens. As we flair, our line becomes larger, wider, and takes up
more space. Thisincreasein weight should be accounted for when coming
up with your tag.

One great advantage to flairs is they make overlapping a
little easier to pull off since the flair itself is not opaque.
Having a more transparent quality to the line allows us to
see whatever line is under or above the flair. We can see
this in the Suki tag where some overlapping lines can be
seen easily. Depending on your tag, this could allow you to
mitigate the negative effects of drastic overlaps since you
won't lose as much structure with a total or partial eclipse.
Keepin mind though, the increasing sze of flairs means you
may not have room for your tag in certain areas. If you're

andyou flairs firstthinking.
ofhow much room you have, yuu L runinto the same issue
we spoke about ramp your

lack of space. Amateurs gemngmm flairs should use them
sparingly to decrease the number of variables they have to
juggle. As you becomemore experienced, you'll gain enough

f not only your tools but your to know
what tags are appropriate for the tool you're using.

NIBWIDTHS
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Basic Structures VS Variant Structures

Basic Structure Variant Structure

ill now we've predominantly talked about basic structures but, there’s

asecond category of letter structure, those being variant structures.

Variantstructures are alternate versions of letters in graffiti that are

made usingdifferent combinations of basic strokes. Despite variants
using different strokes, the stem from the basic structure will remain in the
variant counterparts since the stem is the source of the letter. For this to not be
the case, the letter needs to take on a new structure (varient majiscule “E's"
are an example of this). Now basic structures often use additional straight
strokes for other letter segments so the structure remainsin simplestform
/ lowest style. For this reason, variant structures will often replace these
additional straight strokes with other strokes. Typically speaking, the basic
structure also acts as a blueprint for the variant structures to build from.
This means no matter the shape of the new stroke, the letter’s anatomy is
still represented and the letter will keep its integrity.

The biggest difference between both categories is the sheer number of
variants when compared to basic structures. When looking atvariants, we
find that a single letter can have upward of twenty variants, whereas basic
structures have only one for its uppercase and lowercase versions. Some
letters have an enormous number of variant structures such as 's", and
"G", while others such as "0" and capital "H" have absolutely no variant
structures atall. You can find a full list of variant structures toward the end
of the book.

Both basic and variants come together to make up the category called base
structures. Base structures are simply any structure within the basic or variant
category, and they will be your starting letter before adding style or letter
distortions as you'd see in more advanced graffiti. Seeing as basic structures
are the simplest form of each letter, variants naturally have slightly more
stylethantheir basicstructure counterparts.

e

Snok's beautiful tag
usesavariant "K"toend
the name off. Variant
structuresarecommonin
grafftiandareauniversal
toolany grafiit artist can
usetoadd style.
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Now the tricky part is that not just

any alternate version of a letter is

classified as a variant structure even

if the structure in question is made

using acombination of various basic

strokes. To be classified as a variant

structure, the letter needs to be made

using only the basic strokes while

also maintaining the letter’s integrity. In addition, the letter must remain
under the style threshold of base structures so that all variants and basic
structures flow naturally with one anotherin hand styles and pieces unlike
the third "S". These two categories keep the integrity of the letters intact
where even the most basic of throwies naturally alter the letters to fit within
the category of throwies. If the combined strokes result in a structure that
hinders or diminishes any of the fundamentals, especially if flow is affected,
then its style threshold is too high and would not be a variant structure. Its
for this reason, that many structures created from combining strokes still
don’tclassify as variant structures.

These structures vary wildly in shape,
and this changes everything about
them such as structure, size, weight,
negative space, and flow. Variant
structures can allow the artist to

pick the variant that best suits their

needs. Each name has its pros and cons, and while all basic structures can
work out the cons just fine, some variant structures have an easier time
handling some of these issues. Another great attribute is their ability to
jump-start any fundamentalyou’d like tosince some structureshave cerlam
qualities that lend th ertain Taking
this can allow you to take aname with lots of natural weightand go allinto
thataspect by using variants that double down on we.gm Youcanalso help
certain thatyour

CYBER CYBER

Many new graffiti artists struggle with weight, so say you have the name
CYBER, and you find the left side of your name tendsto have a bittoomuch
weight. Itwouldn'tbea crazyideatokeep the "C"and "Y"asbasicstructures,
andinstead, use avariant "E"and/or "R" with more weight to the right side.

Ly
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The natural weight of each variant can help balance the name even before
messing with any property of weight in a conventional way, and before adding
style. Asimple change like this could give you a great jumping-off point for a
new tagthatyou can tweak untilit'stoyour liking. Since variant structures

tructures, provided
all the basics are correct. We can see this in action with the name RIB, where
we use apointed bowl for the “R"and arounder bowl on the “8"and both
willstill flow. Will those two letters flow as much as they would have if you
made both bowls uniform? No, but it will still flow just fine.

RiB

» 5 0 s @ ® s 0 ® w»

I think a great way to imagine this would be to think of the level of flow being
placed on a number line. As an example, uniform bowls would give us a flow
of 10 for those letters, while different bowls would give us a 5. Having a 5
is stillin the positive portion of the number line indicating it’s correct and
fundamentally sound, even thoughit’s less than 10.

Keeping that in mind, if you're having flow issues to begin with, and you
choose to forgo that letter uniformity then you might break the flow of the
nameasaresult. In thatinstance, yourflow wouldbein the negative, and this
would have been caused by other fundamentalissues as we learned earlier
inthe book. Variantsincrease the number of variables you have to consider
with the fundamentals, such as contrast, and this can be much harder for
those who haven’tlearned the basics. It’s for this reason we covered basic
structures and all the fundamentals first and saved this chapter for later.

Despite variants. contammga little more style, they sml abide byallthe same

lier. Thishigher ly theletters’ natural
staterather than a proper exaggeration of the fundamentals.

Serifsin Variant Structures

When lookingatvariantstructures, you may notice some seemto have serifs,
while some don’t. Because of this, all serifs fall into one of two categories,
thosebeing, letterstructure (markedinred),andthe otherbeinganextension
(marked in blue), more specifically compressed extensions. This topicis a
bit of a gray area since all serifs are an extra stroke, however despite this,
structure-based serifs help complete a letter.

BASIC STRUCTURES VS VARIANT STRUCTURES
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Since the basic structure

Asyou’llcometo learn, serifsinthe letter
structure category abide by some of the
extension’s anatomy and formula, while
serifsin the extension category also abide
by a few letter structure fundamentaks.
Nomatterthe category, serifsasa topic
follow a few general rules.

« Allserifs are an additional stroke to the letter (even when made from
strokes, as a simpler version of the letter exists).

. i ein y
«  Serifs dso onlyappearon theterminal of strokes.

The question now becomes, what determines if a serif is categorized as
letter structure or if the serif is an extension? Our answer comes from the
understanding that all base structures in graffiti are made from the basic
strokes we covered atthe start of the book. Here's a refresher so youdon’t
have to go back through the book to find them.

I0AJD

If the serifis created from the use of a square, angle, or compound stroke
while completinga letter segment, then the serif fallsinto the letter structure
category. However, if the serif was not created from one of those strokes
while making a letter segment, then it's classified as an extension.

, we
can replace the original
round stroke, with a

Straight strokes are excluded since all

tension-based serifs are made this
way, naturally
make a serifin the alphabet. Now to be
clear, all serifs, no matter the category,
are just an extra stroke. This means

square stroke.
in many cases a structure-based serif
can be removed and the letter will still
function, while other times the serif is necessary to develop the structure.
ki ULTIMATE GRAFFITI GUIDE BOOK

Letters that have this occur effectively create two versions of the variant
(one with and without the serif). We’ll see this most commonly with square
strokes since we can choose to use a 2-, 3-, or4-sided stroke and as a result,
linescanbe excludedresultinginamissingstructure-serif. Thisconceptholds
true no matter how advanced the style of graffiti becomes. Understanding
serifs and strokes can help you break down advanced and stylized work,
making it easier to read.

Adding style to any piece of art is a balancing act of all the fundamentals,
andonl know the an fully control style. Using a
variant structure will start you off with just a bit more style then usingit's
basic structure counter part. Adding even a small serif that classifies as an
extension can be an easy way to add style to your work, while something
like letter distortion would be a much more drastic example of style. Don’t
let the ease-of-use fool you though, if you've yet to learn the basics then
serifs could easily throw off any or all fundamentals. With a little practice
you'll quickly find that serifs become a powerful and easy-to-use tool in
yourarsenal. Now that we've covered all of graffiti’s fundamentals, let’s get
intosome concepts, practices,and even stylistictopics, startingwith letter
groupings.

N
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Letter Groupings

etter grouping is a system where you break down a name/tag into
smaller groups that contain a maximum of three letters or aminimum
of atleasta single letter. Letterswithin agroup work togethertocreate
the overall weight of that group. These groups split the nameinto a
left, right side, and if there are enough letters, you'll have a center as well.
Think of these groupings as a method for organizing and distributing weight
throughoutthe name and ourjo b will be to balance the left, middle and right
with one another. How we balance them is completely up to the artist, but
newer artists might want to keep each group with comparable weights. That's
the basic gist of letter groupings, and in its simplest applications, you'll only
T — e —— e ——— e S ! consider letters within a group. However, as a graffiti artist becomes more
advanced, all details such as extensions, exterior details, even drop shadow,
and3Dinthrowies and pieces willfit inside of and function within the letter
groupings. Normally graffiti has anywhere from three to seven lettersina
name. Names with more or fewer letters are possible, but you don’t need this
system for a two-letter name or less. Longer names willjust end up having
multiple groups on their left, middle and right sides. Let’s take a second to
show the possible groupings for names with three through seven letters.

Three-letter names - Dot =1,. D,oT

Four-letter names - Suki=2,20r1,2, 1-SU, KI- S, UK, |

Five-letternames - Encor=2,1,2,0r 1,3,1- EN, C,OR- E,NCO,R
Six-letter names - DR. Grim =3, 3 or 2, 2, 2 - DRG, RIM - DR, GR, IM
Seven-letter names - Abysmal =2, 3, 2 or 3, 1, 3, - AB, YSM, AL - ABY, S, MAL
All of these examples can have each letter and group contain equal weight;
foramateurs this should be th e goal. Most graffiti is done this way. Advanced
artists can playwith this concept to pull out interesting styles that can have
ahugeimpact on your work.

One of the benefits of groupings is the ability to check for any negative
fundamentals. For instance, we can combine this topic with your seesaw to
easily pick out what sections of your name might be a little too heavy or too
light. You might have a four-letter name and think to yourself, “The weight

looks off.” Draw a seesaw through the name an d see where you went wrong.
Instantly, you'll see what letter grouping specifically caused the problem,
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iin this case it's the left grouping. Once you have that information, you can
make the changes needed. While there’s an infinite number of ways to fix
this, we're going to reposition the name to give it less of a slant, and instead
of making the left side smaller, we’ll add exterior details to hold the right
side up. This shows how you might use groupings to fix and solve an issue,
butwhat about using groupings earlierin our process?

Where the power of letter groupings really shinesis when we utilize it before
we write anything. If you pick your grouping at the start, then you might
want to use heavier structures for some areas, and naturally lighter base
structuresforotherareas. This letsus planexactly how we'd like todistribute
the weight, and this allows us to even plan the positioning of our letters.
Let'sstartoffsimple, usinga three-letter name todemonstrate the general
conceptwe'll be using for all other groupings.

While three-letter names only have one
group per side (left, middle, right), the
middle letter is very versatile. It may
comeasnosurprise, butwe cansimply
have each letterin the group have the
same weight relatively speaking and
this is demonstrated in our first Awe
tag.

Our second tag does somethingalittle
different though. Here we see the "W"
increasein size so thatit’smuch larger
than both the "4"and "E". Doing thisis
going to make the "W" the focal point,
andsinceit’sin the center of the name
this will anchor down the other two
letters and help carry their weight. This
canalso be done the otherway around
where the "W"would have less weight
than the other letters as well.

What's interesting about any letter
combo with a center group is the
center’s ability to have a bias to one
side. In this example, our "W" has
most of its structure on the left side,
and because of this, the "E" has to be
slightly larger to compensate for the
"W’s"left bias.

g
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Whenusinga four-letter name, we'd have to decide whatour letterformation
is; are you working ina 2,2 ora 1,2, 1 grouping? If we're working on a 2, 2
grouping, then you can simply balance the two sides with one another like
our Spar tag here where each letter contains comparable weight. If you're
comfortable with the fundamentals, you can balance as we did with the
Hogs tag where we consider extra details within their respective groups.
In this example, the extension on the "H" and the exterior detail of the "0"
areincluded on the left grouping. While the underline dips into the left side,
most of its weight exists on the right side so we'd consider that part of the
right letter group.

If you're working on a 1, 2, 1 then you

might dedicate most of your weight to

the center two letters and these will

work more as an anchor for the name,

similar to what we saw in our example

earlier. The goal here would be to make

sure the center has the most weight,

while the firstand last letters have less

weightevenifonly slightly. Alternatively, you can dedicate most of the weight
to the outermost letters, with the two in the center having less weight. As
you getbetter, you can exaggerate the difference in weight more and more.
Four-letter names handle weight easily since the first and last letters are
stillclose to the center, meaning they don’t have much added weight from
being far from the center and this gives us a little more freedom to adjust
weight as we see fit.

Five-letter names will tend to have very
heavy first and last letters due to their
distance from the center. If you happen
to play into this as we did, then you can
take advantage of this added weight
easily. Our "D, for example, is pretty
thin-looking and on its own it's rather weak as far as weight. However, because
it's further away from the center, it looks heavier than it otherwise should.

N
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Couplethatwiththefact thatit’stheonly letter withan angled bottom and
leaning, and suddenly we’ve added lots more weight to an otherwise light
letter. The second letter on the left, and the second to last letter both play
the role of supporting and managing the center letters’ shortcomings (if
any). In this tag we opted to make our center group the lightest letter and
when you do this, the lighter letter could inadvertently become the focal
pointdue to contrast. This can help add some weight back to the letter but
be careful as we don’t want to add too much; otherwise, that defeats the
purpose of the formation. Now because we're all human you'll inevitably
mess up here and there and turn this into the focal pointand that’s OK, just
move on to the next tag.

As with all formations, we can flip all of this on its head and still do the 2,
1,2 but this time we can have the outer groupings smaller, with the center
grouping larger. In this case, your left and right groupings (especially the
firstand last have icantly lighterto counteractthe
added weight from being away from the center. How you make this happen
is up to you; remember, weight isn’t just about size. The center group will
hold all of the other letters in place and act as your anchor point so be sure
tomakeit nice and strong, with a good amount of weight.

When usinga 1,3, 1 grouping you gain

accesstoa unique advantage that not

many names have especially if you

don’thave a letter that's easy to pop

at the ends of the name. Grouping in

this way allows the artist to not only

focuson lettersinthe center that might be more stylistic (depending on your
name), but also offers ridiculous amounts of stability for the whole tag. This
stability can very easily take unstable letters on the left or right grouping
and make them seem more stable than they actually are. Contrast is what
allows for thisto happen. Look at our “C"inthe Camer tag and you'll see that
even thoughit has around bottom, it still looks stable. Remember, weight
is all about attention, and since all of our focus is on the center letters, it
minimizes how much we focus on the “anticipation” of the "C"". However,
because the "C"is notably smaller than the center grouping, this contrast
adds weight back to the "C" without knocking the figurative seesaw off
balance. Assuming your name allows it, the 1, 3, 1 is extremely powerful

with symmetry. The center letter in the middle group will be your major
point of symmetry. Without your second and fourth letters being the same
or similar, you can still achieve a sense of symmetry by making your second

and fourth letters have plenty of flow with one another.

Ly
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Say we're using a 2, 2, 2 on a six-letter

name, while we could keep all groups

equal,we mightwanttomake the center

group weigh more. Since the center

has the same number of letters as the

other groups, we can’t depend on an

additional letter to add weight to the

center the same way we did in the past

examples. Also, since the center group

isinthe middle of our seesaw, it has less

visual weight than the first and last groups. Considering all of that, if we

want to use the center group to anchor the name then we can resort to
any of the properties of weight to accomplish this. Any changes we make
to the center group’s weight will have to be impactful enough to not only
compensate for the lack of weight the center naturally has, but also must
be impactful enough to outweigh the first and last group. You could still

increase or decrease the weight of the first and last groups, but most of your
image weight would be focused on the center letters for this example. So
long as we don’t destroy any fundamentals in the process then the center
group willbecome the anchor.

It's also possible to have a 2, 2, 2 where you can intentionally skew the
weight of a group, and compensate with other elements such as extensions,
or exterior details. This can be done for any grouping and all names. While
this system focuses on the distribution of weight, it can affect every aspect
of your grafiti. The information you gather from groupings will et you know
ifyou need to adjustthe tructure, or

to correct or optimize the basics.

This system is by no means required, but it can help to plan out your graffiti,
and it can help make mistakes easier to spot. Not only that, but for anyone
who's still getting a handle on the basics, they can use this method to

help break the name d ller, more sections. Basic
appllcztmnsarentallthls is good for, advan(edzmstscan use this to help
them with ec poke of, and it

can also help build up momentum forflow

LETTER GROUPINGS



Momentum Flow
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etmestart by sayingmomentum flowis completely optionalin graffiti,
andit’salmostexclusively usedin handstylesthatareeitherstylizedto
allow for momentum, such as our Biped tag, one-liners, or any graffiti
| that takes inspiration from cursive, such as my signature. Momentum
flow in throwies and pieces is rare, so rare that I've only ever seen less than
five graffitiartistsintentionally, consistently, and correctly use momentum
flow in throwies and pieces while maintainingall of graffiti’s fundamentals.
What exactly is momentum flow though? Well, this form of flow is the act of
keepinga smooth, consistent motion through your graffiti that ties one letter
to another in one fluid motion as you wme similar to cursive. Simply having
your letters connect isn’t enough; your lines need to transition smoothly
from one letter to another. Secondly, momentum flow can also refer to the
suggested flow of energy through yourimage, be it a tag, throwie or piece,
andthisonein particularis the more rare method of the two. Letters in this
method don’t need to conne ct at all, instead using line uniformity/similarity
to carry momentum through the whole name.

In much the same way you might have a dynamic pose drawing based on
movement, in graffiti, nomentum flow would be equivalent to that. In the
case of cursive, they have plenty of rounded, softer edge structures that can
easily lead into one another making the first method easy. Basic calligraphy
has a set of strokes that also flow seamlessly into one another, making it
easy to tether letters together. Graffiti doesn’t have either of these baked
intoits fundamentals.

The second method forces all your fundamentals to revolve around this
concept, and the tag as a whole, even the direction, and all other fundamentals
will work together to project the flow of motion. The issue with this method
is the artist has to use lines to build up momentum through the lines and
letters, then direct that momentum through the whole name. Since we're
only dealing with a few letters in most cases, we don’t have lots or room,
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or enough subject matter to help build the momentum. In most other art
forms, building momentum is not only common, but almost fundamental,
andit’s easy to do. What makes momentum so easy in other art formsis the
sheer number of tools, space, and timeyou have to build momentumwith.

Just to demonstrate how easy this is for other art forms, you can see with
a simple character we’ve generated momentum using gestures. In our
landscape sketch we once again kept everything very simple with little
detail and yet we managed to build momentum without much effort. A
cartoonist has gesture, pose, expression, anatomy, and the environment
to help swell the momentum, then pushit through the image even more so
than our sketches. Comic book artists might enlist the whole environment
to emphasize the momentum of the action scene. You might even imagine
asuperhero, launching their whole body into a huge impactful punch with
amuch more dynamic pose and camera angle. That’s all movement, and
momentum. In graffiti, we just have our letters, and our name more times
than not. We don’t often have the benefit of an environment, or characters,
and even if the other forms of graffiti might, we still have to infuse that
momentum through the letters structure. The influence of momentum flow
dictates all of graffiti's fundamentals and can easily break graffiti’s basics.
Breaking the momentum of the name is also all too easy. All it takes is one
simple vertexin abad spot, oraline that doesn’taid ourmomentum to get
rid of all your hard work. This means we’re fighting an uphill battle to even
begin building momentum to begin with. We often are forced to exaggerate
manyifnotall of j meaning
this method is often very stylized when done in tags and this is more so the
case with throwies and pieces. As you've probably gathered by now, unlike
the other two categories of flow, this version is not automatic, if we want
momentum flow then we’ll have to work to get it. We can achieve the first
method of momentum flow by using what is called a connecting line.

v

ULTIMATE GRAFFITI GUIDE BOOK

Method One - Connecting Lines

In tags, we can tether letters together by using a connecting line such as a
hairpin curve, a loop or simply going directly from one letter into another.
Now these connecting lines are extensions since they aren’t part of the base
structure, and they're not letter distortions. If you remember the formula
of extensions then you know we must flow out of the origin, have a reason
for the travel distance and flow at the destination. The question becomes,
because extensions are useless by nature and need a reason to exist, what s
the reason to connect two letters with lines such as these? The point of using
connecting lines is to increase any of the three categories of flow by keeping
the letters close in proximity while potentially maintaining momentum. Asis
with any stylistic flair, you're bound to influence other fundamentals as well
butachieving a sense of flow and cohesiveness s at the core of connecting
letters. Cursive takes advantage of this by using structures that seamlessly
flow into one another and because of this, flow from the origin and at the
destinationis natural. So naturalin fact that the extension hardly seemsto
existatall. Our base structures aren’t nearly as subtle with these lines so we
might end up with our final stroke ending on the top, bottom, left, middle
or right side of the letter.

« Ending On the Right

If we're ending a letter on the right-hand side, then we can use a connecting
line to directly connect the two letters with little issue. This is the best-

case scenario because you don’t have to worry about the connecting line
overlapping with any structure, and it has the shortest travel distance. In
some instances, especially in more stylized work, if the artist ends a letter
at the bottom right, and the next letter begins its line at the cap line, the

artist might use a hairpin to shoot a line from the baseline to the cap line
and then begin the next letter. This maintains the flow of your pen but does
little for the second method of momentum in most cases, unless the next
letter bevertical. Thy istrue when finishinga letter atthe
top, then going to the baseline.

Lo
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Having the ability to
differentiateconnecting
lines from structure is
a key skill for reading
grafit

What's great about these two situations

is these almost never obscure structure
ifyou have enough negative space or
if you hide the connecting line, and
they're easy toflow. Our challenge will
come from our nib width, and NSM.

If you don’t have enough room then

it’s easy to confuse the connecting line for being letter structure such as a
stem whenit's this tall and vertical. This s an issue often seen in one-liners
like Philly handstyles. The reason for this is b ecause the connecting line is
the same width as the structure, soif you're using a can or any tool that lets
you change nib width then you'd make sure to contrast the structures’ width
againstthe connecting line.

« Ending On the Left and Center

S R

If we're ending the letter on the left side, then a rounded connecting
line can allow a graffiti artist to change directions to the right for the
next letter. Yau'll have to be careful when using connecting lines on
the left as youll be forced to pass by letter structure. Artists who
overlook this often will distort or destroy structure by overlapping
structure with the connecting line. We can see thisin Sage’s handstyle
where he ends the "G" on the lower left, then backtracks through
thelowercase "E", and continues through the uppercase variant "E".
His connecting line may not make the letters completelyillegible, but
they do distort structure, and if he attempts more stylized work, then
this will surely become more problematic.

L
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Letters with tight negative space have a higher risk of obscuring letter
structure with the connecting line. On the other hand, a skilled graffiti artist

canuse these closely packed lines to hide the connecting line, allowing them
to double back easily. Letters with more negative space have a lower chance
of their structures being obscured, but the travel distance becomes more
visible. Connecting lines starting on the left of a letter also have the largest
travel distance, 50 you can imagine, having more of this elongated travel

distance visible could be problematic. You can certainly still hide a portion

orallofthis partof your extension by tracing over existing lines. Experienced
artists often do just that, but itis still worth pointing out. Another solution

is to use line uniformity/similarity to make the travel distance flow, so the
extension won't detract from the fundamentals. Ending in the center has all

the properties of the left connecting line, but these are easier to handle in

just about every aspect since their travel distance is shorter:

As you become more skilled, you'll be able to make your connecting lines more
stylized and still have them function justfine. Nomatteryour connectingline,
justremember, it’s harderto use onethat has a travel distance comparable
to aletter’s size. It's also harder to use a connecting line that crosses over
letters. We're connecting these letters to keep a certain level of cohesion,
butifyour connecting line travels large distances then the stroke begins to
appear weaker and weaker asit servesits purpose less and less. Once you've
connected your letters, you'll need to have a consistent speed through the
tag to ensure you keep momentum. Any paint/ink build-up from pausing
orrestarting a line risks destroying your momentum. Now don’t think that
you need to use momentum flow when connecting, you don't. Using the first
method of momentum in tags s pretty easy, however, soif you're confident
in your fundamentals then give it a try and see how you like it. The second
method is where things get fun and interesting.

Method Two - Infused
Method two has a hyperfocus on using line uniformity/similarity and LNP to
build the What iquei it i

q g
factthatit's related to the topic of movement, how we direct aviewer's eye
when they look at our work. Seeing as we read left toright, the viewer’s eye

e
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will naturally travelin this direction. Ifyou did graffitiin a different language
thatreadsina differentdirection, thenthe momentumwould travelin that
direction. This gives usinitial momentum that we can build off. Normally in
graffiti this momentum is instantly snuffed out of the letters, so momentum
never builds to begin with. Another related topic that helps build momentum
isimage weight. Earlier we talked about how the topic of visual weight has
plenty to do with how people’s minds naturally apply gravity to animage.
This expectation of gravity creates anticipation, and this anticipation adds
weight no matter what you draw. What'’s great about thisis we can take this
anticipation and drag our lines around to build momentum.

In regard to how we'll use graffiti's
fundamentals, ourletter'sstructure \
will be made using lines that are
similar and/or uniform to one
another. Then, we'll take our letters
and position them in a way that
allows the lines to lead into one
another while we also maintain all
of graffiti’s fundamentals. Because
structures oftentimes don’t align
enough for momentum, we'll have
to adjust the LNP to avoid breaking
letters. This meansin some cases, you might have to place letters higher or
lower, ilt them much more leftor ight, or overlap. Doing this allows the flow
of energy tojump from one line to another soit can travel through the whole
name. Combining visual weight, and the direction people read, we find that
our baseline and cap lines end up being one of our most powerful tools to
build momentum. For example, by tilting our baseline down so the right side
is lower, we can emphasize the momentum and multiply its effectiveness.

4

\

One issue we'll run into is when it comes time to change the direction of
momentum. A line with plenty of momentum can easnly lose it all ww!h a
sharp turn oravertex. Like a car inga sharp turn or instant| at
eighty miles per hour, our momentum will shoot off course and we’ll lose it.

v
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Dissipating momentum isn’t bad in certain instances but it's not what we're
looking for right now. When changing direction, you'll have to transition
your line uniformity/similarity carefully to a new direction to not lose the
flow of motion. This can be incredibly taxing on a handstyle as you don’t
often have enough lines to transition flow gradually enough. Because of
this, rounder letters/lit toredirect tags.
Larger hairpin curves are especially great at this. Using a simple line, we
can easily demonstrate this. If we build up momentum with a nice curved
line, then add a sharp angle, then that angle can destroy momentum, but
if we add a simple hairpin curve, then we can keep some if not most of that
momentum going.

Once you've carried momentum through your whole name, you have one of
two options. You can either loop the momentum back into the name, or you
canejectitfrom the name and let it dissipate. When looping momentum, you
can have it loop back through the name in the opposite direction similartoa
figure eightorloop back to the start like a circle. Looping tends to be much
harder since you have to redirect the flow in a way that keeps momentum
intact, without destroying graffiti’s basics. On that note, stylized tags have
an easier time of looping than throwies or pieces.

thi ibility typically falls onto the last

artists don’t y've built inthe
first place andasa result they ign ore this step entirely. Typically, this results
inthe flow simply being dissipated through one of the lines from structure or
an abrupt stop without the artist realizing. However, if you want to disperse
the energyinasmoothermanner thenwe have afew options. You can convert

this built-up energy into an extension of some kind. Thls isa gtealway to
makealetter pop while flow. Th
youand your imagination, so long as it maintains the momentum through
the travel distance.

Another simpler solution is to smoothly ejectit from your letters. One way
we can do this is by simply extending the line carrying flow so the flow can
dissipate away. Letters that extend outward like "R", "K", and "E" have an
easier time doing this as they naturally kick outward.

t

The momentum can
alsoflowin theopposite
direction if you loop
it effectivly, however
having momentum
travelinonedirectionis
plentygood.
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You’ve Never Practiced If You Do Thi

The concept & problem of practice

ave you been practicing your graffiti with little to no results at all?

Progress seems to take ages, and even then, it’s not always clear

how to get better. For most graffti artists, practicing comes down

tothem repeatedly doing the same stylized tag over and over again
thinking they'llimprove. Unfortunately, unguided practice s by far the worst
method to getting better.

Doingthisi tryingtohit a y t

apitch-black field. Itis possible, butit’s unlikely because you aren’t getting
any feedback from your mistakes. This is why it takes most graffiti artists
take decades to make the tiniest bits of progress to reach an amateur or
average level. Ifwe want any hope o f getting better, our goal must be to gain
both skill and knowledge! Both are essential for an artist to be considered
intermediate, let alone professional or a masterin any art field.

Anyamateur artists who add style to their “practice” have never practiced.
To practice effectively, we have to break down, analyze and learn the basic

formulaofthef the topic we're learning. Adding style gets
in the way of this since the deﬁmnon of style is “the exaggeranon of the
" If we're the then we can’t possibly

be practicing the basic formula for whatever it is we're practicing. This
means practice should never, at any point, have style in it since adding style
to practice stops you from learning the basics. The only artists capable of
adding style to practice and still learning properly are artists who've learned
the basics. These artists have enough skill and knowledge to perceive the
fundamentals clearly through the visual white noise that is style.

From this point onward, separate your practice from your playful drawings.
Be very clear when you sit down to do one or the other and make sure you
keep the two separate. When drawing for entertainment, relax and enjoy
yourself. Draw whatever you'd like, however you'd like, and don’t concern
yourself with the results. Your only focus here is to have fun, that’s it. Your
fun drawings could be stick figures if that makes you happy, but whatever
they are, have yourself a good time. Once you’re good and ready to make
progress, it’stime towork and getdown to practice.

Ly
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How to Practice Properly

Knowing what and how to practice is just about where every aspiring
graffiti artist gets lost and for that reason, | want to spend a lot of time in
this chapter sharing different practices you can engage in. To ensure you
receive professional standard practices I've invited not only another graffiti
artistbut i omic artistto help share their practices they used
to achieve their professional skill level in essential art skills. Some of these
are fairly simple and straightforward with a focus on graffiti’s basics, while
others will focus on the other pillars of art. The secret most professionalsin
other forms of art understand is, a smarter artist is a better artist, and this
iswhy all of our practice will focus on the three pillars of art.

1 f i Ul art onsist of
line, shape, fwm, value, space, color, and texture. While seemingly simple,
this is where most of the artist’s skill knowledge and progress come from.

Art form-specffic fundamentals: List of basics that make up and define the
art form. For graffiti this will be letter structure, NSM, LNW, LNP, and flow.

ique: The tools y: th dthe overall method
used to create the art. This can even mclude planning process and other
‘more conceptual views and ideas .

Our studies will fuel our knowledge and act as a foundation for our
practice. When it comes time for us to put pencil to paper, we will

practice the topics we studied. This book covers all of the topics you'd
need to study for graffiti's art form-specific fundamentals; however,
no art form is confined to just the second pillar. You'll also need to
study all of the elements of art as well, and you'll have to study any
techniques that are relevant to the mediums you use. Tags specifically
will focus on line and shape. If you can't draw clean, controlled lines
and shapes using your fingers, wrist, elbow and shoulder, then you're
going to find lines, and as a result, tags harder than they need to be.

These two topics willhave you drawing clean and neat-looking tags
in no time. With that in mind, let's go over a few basic line practices
starting with our guest artists.

ue
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Herewe've buitta tiny bit
of momentumin the "5

An example of this can be seen in
Weak's tag here. Rounded letters
such as "$" and "0" can also
disperse momentum by having
the momentum run through and
out of the rounded line on the
right side of the letter or any side
for that matter. As you explore
styleand flow, keep in mind you're actively

ing for the effect versu that are being affected.
Taking note of these can help you to prevent issues during your process.
Should something go wrong, then this will also help you figure out what

itoutoftheside,intothe
A" thenejecteditoutof
the tag, Thisis what we
commonlyseein graiii.

exactly I, making corrections easy. Using
as an example, we can see how each fundamental reacts to us changing
letter structure and LNP for the sake of flow.

Fundamentals Affected

Letter structure is at high risk of being distorted and broken from line
uniformity/similarity.

Letter structure is at high risk of distortion from extensions, NSM and LNP.

LNW is athigh riskof beingunbalanced, and needs to be compensated
for, or planned around.

NSM is at high risk of building valleys due to LNP.

Whil i ight appear this
influence one another. | suspect, after reading this book, many amazing
graffiti artists will begin exploring this concept and I'm thrilled to see what
people will make using this concept not often seen in graffiti.

With all of this information we’ve covered it might seem like there’s an
overwhelming amount of topics to practice, butin all honesty, practice is
very straightforward and simple. So what do we practice and how?
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Guest Artist’s Guides and Tips

Forthis book, Iwanted toinvitea couple of other high-caliber, professional
artists to help teach some lessons, and share some practices they've learned
over theyears. Learning from multiple credible, qualified sourcesis agreat
way to gain knowledge, so our first guest artist will be Bob Quinn, an incredible

professional comic book artist and he'll be giving us some great basic line
studies we can use, along with some sound general art advice everyone
should follow, so without further ado, here’s what Bob has to say.

Bob Quinn Line Practice and Tips

There are as many reasons that a person pursues art as there are people.
Perhaps they saw someone conjure something out of thin air using only a
pencil and paper that they could not wrap their heads around. Maybe it's
the feeling of having just drawn something awesome, standing back and
going, hell yeah, | made that. Maybe it is the quiet, meditative moments

between the beginning of a piece and the reveal of the final product that

quiet arestless mind they find appealing.

More than anything though, all artists feel, at some level, that there is

something inside themselves they feel that if they could create, draw, paint,
orlnsomewaymanlfestthey mightknow as how
they fit . While piece together feels great, the
life of an artist is not about the final pieces you create, but the journey you
take through your entire life from your first piece to your last - the twists and
turns of style, the understanding of shape and form, the way you interpret
the world around you. Your mindset needs to be focused on this journey,
and not necessarily on the results. Every finished piece s just another step
on this odyssey, but you can take smaller ones as well. Those small steps are
called practice. There are a number of usefu l exercises that | have employed
in order to help gain confidence and muscle memory that might serve you
aswell. WhileI'ma comic bookartist by trade, I'm certain the following will
help anyone. Firstgeta sketchbook. Here’s mine.

See those pens? Get some of those too. Microns are fine, Pitt pens are fine.
Justasimple felt-tipped drawing pen.
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Now find a blank page and on it, starting at the top, draw two dots—one
on the left side of the paper and one about a quarter of the way across the
page. Using your shoulder, with one single confident stroke, draw a line
connecting those two dots. Try this with each joint, try this practice with
yourfingers, wrist,and elbow aswell. Each of these offers a different range
of motion and lets you have an easier time controlling lines. For example,
making longer lines is easier with your shoulder and/or elbow, while smalle
lines are easier with your fingers and wrist. As you get better, you'll be able
to combine each of these joints with a single stroke allowing you to adapt
and adjust your stroke fora line.

F =

Avoid petting your lines, or sloppy lines, and ifit looks like any of these do it

again.Onceyoucan dothis overthat line.

Then doit again and again and again and again. If it looks like this broom
here om the right, that’s no good. You want one single consistentlooking
line. Like this.

v
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Awesome, now do that over again, this time with the dots halfway across the
page. Then again with them all the way across the page. Connect the dots
with single, strong, confident lines, then draw over them. This s all about
building confidence and muscle memory so that when you want to put a
line somewhere it's the exact line you want. Now try curves. Try circles, fill
pages with these little exercises. Doesiit look cool? No. Can you show offto
your friend? Unless they're dorks, no. However, when you start drawing,
YOU will feel the difference, the confidence, that comes with knowing the
line you draw is the line you want when you want it.

0K, good. Now that you can put lines where you want them, think about
what you love drawing, what you're good at. Letters, people, buildings,
objects, cats, whatever. Forget all of that. What do you SUCK at drawing?
Hands? Feet? Cars? Go get a bunch of pictures of c ars or feet or whatever. Sit
down, open that sketchbook back up and startfilling pages with drawings
of the things you suck at. For graffiti, you'd practice the letters you suck at,
and you'd draw them in their basic form. Maybe you're thinking, “But | want
to do stuff with style, and drawing things from pictures is lame, there’s no
imagination there.” Stop it. That's lazy.

The best way to learn how to interpret something in your own way is to
first understand it, and then filter it through your own imagination and
experiences. If you're just making it up based on what you kind of remember
it looking like, what you're drawing is kind of a lie. This is equally true for
allartforms, even graffiti. The best way toimprove your ability to interpret
the world is to learn how it works. After a while you’ll notice that you don’t
suck atdrawing the things that used to give you trouble.

You're just as good at them as you are at the topics you had confidence in
before. Now find the next thing you suck at drawing, and fill pages with it.
Find every weakness you have as an artist and drill down on it until it's a
strength. That’s the journey. That's the job. Being able tomanifest ANYTHING
in your imagination the moment you want to see it.If you've gotten to the
end of this and are like—who is this guy telling me to do all of this, none of
this is fun, why should | listen to him?

Well,’'macomicbook illustrator decade.
I've drawn Captain America, X-Men, Champlons Ms. Marvel, Red Sonja, The
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Spirit, and tons of others. I've had longevity because I've put in the hours
and can qulckly draw just about anything you want me to draw and | got
It'saskill that'sser ,andmy

hope is it'llserve you too.
Thanks for reading, now go put some reps in.
Josh Grafx Practice and Tips

Something | found to be one of the biggest helps to my graffiti was to learn
the anatomy of letters like serifs, stems, bowls, basellnes, s0onandso forth.
You don’t need to know g when you're j g out,
butyou do need to know the basics of what you're drawing, Thisis going to
help us recognize the limitations of these anatomy points when we begin
messing with flow and other fundamentals. Once you begin adding a bit
of style, and maintaining flow becomes more of a task, ask yourself, “What
shapescan youuse for each of these Iettercharactensucs andcanyou use
hape for adi

Forexample, p forthe bowl on a “B"can be used for the bowl
ofthe S". Flowis all about letter uniformity. Not every part of every letter
needs to flow but having similar shapes, lines and angles in your work
increases their flow and makes them look better. An important skill that's
worth building is the ability to spot similarities like this in your letters so
that you can optimize your flow. For example, “P, R, B, D" all have a stem
and a bowl.

"T, F, E, L"allhave stems and bars. AHKNRWX all have two points of contact
to the baseline. Each of these offers an opportunity to take advantage of
letter uniformity, or the chance to mess with other fundamentals of your
choosing. Onceyou getc with finding imilarities between
letter: i i

from different angles helps to see new similarities between completely
different letters.

Looking for similarities like these between all letters, uppercase and
lowercase, can help you solve creative problems and improve your letter
knowledge. While this works for all forms of graffiti, | like this for throwies
because they have less letter structure so the rules can be bent quite a lot
to give the throwi flow. It's why | love throwi much!

te
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Check outthis “Skom” tag| did inside
of the throwie, it shows this point well
if you look at the "K”and "M". These
aretwototally different letters, butif
we letter distort the M by turning the
leginto two lines, then we can make
that area flow with the arm and the
leg of the "K*. Use this for all forms of
graffiti and you'll begin to find new and
interesting ways to flow your work.

Line practice #1 Hatching and Cross Hatching

Keeping these teachings in mind, let’s expand on Bob’s line practices and try
afew more line studies along with a couple of variations. Practicing lines is
simple with a few different drills. Choose any length and an angle, and draw
linesinthatangle atthat length, and do this using onlyyour fingers, followed
by your wrist, elbow, then shoulder.
When this becomessecond nature, try
drawingallofthe same lineswith their

- v
line thickness changing throughout. /_p ”
Using your fingers will give you a ' §

smaller range of motion, while each
subsequent joint gives you a larger
range of motion for larger and larger
lines. Our goal is to be able to use any
joint at amoment’s notice tohave not
only a full range of motion but also
masterfulcontrol.

From here you can begin cross-hatching. This is an age-old technique and
also a great way to practice your lines. Try to keep your lines of the same
angle parallel to one another, then change angles and repeat the process.

with how close your lines are, and line thickness for even more
practicein control.

Line Practice #2 Obstacle Course - Smoother Round Lines

Avariation of the previous practice from Bob is to draw lines and shapes
around a page that will act as obstacles. Once we've placed those around,
we can draw asmooth, consistent line from o ne end of the page to the other
as we navigate our line around the obstacles without lifting our pencil. As
you feel more comfortable doing this, try to shift what joints you're using

andadd bstacles.
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When using a drawing tool that allows for it, try varying your pressure to
getthicker and thinner lines as you navigate around the page. This can help
us not only gain control of our lines but also allow us to practice achieving
smooth curved lines while training ustokeepa steady, consistent speed.

Line Practice #3 Loose Grip - Loose Shapes

Hold your pencil further back and
gently grip the pencil. Your grip

should allow for a wiggle, while v I.JDH
not allowing the pencil to drop. We ) g OO
want to loosen up without being  § ¢ 1

sloppy. Draw different shapes
using the different joints of your &
arm. Both stiff motions and loose Aﬂ \ :=<>
motions have their uses, so get -

Many new artists ask
me "how doi improve
my tag, throwies and

used to being both loose and stiff.

We want to boost our speed while not sacrificing accuracy. This
doesn't at all mean we're rushing our loose shapes; a nice, controlled
pace is all we need. Transitioning between the two will only come:

naturally after you've practiced this a fair amount.

Line/Value Practice #4 Value Scale - Control
For artists who struggle with pressure, try this study out. Draw a rectangle

and divide it into nine equal sections. Label each one with a number one
through nine. Shade these sections going from lightest to darkest, where 1is
the lightest (roughly 10% gray), with each subsequent section getting darker
and darker. By the end you should have a nice value scale. Avalue scale can
help youlearn how to shade, but for those who have no interestin shading,
avalue scale can help us control our pressure with professional accuracy.

e

plecie* wod
thannot it theirshapes
and lines. If you're
new, spend more time
practicing shapes and
line, than you spend
practicingyourname.
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Whendistortingshapes
be sure to keep the
generalshapepresent.
We're not looking
for abstract shapes
here. Leamning how to
manipulate shapes wil
directly translate into
distortingletters.

Line Practice #5 Letter Proportions

Let'stake all of these practices and begin using them for our letters. This one
iis straightforward and simple, butit’s essential to refining your skills. Draw
the chart we’ve been using throughout the book and be sure your chart is
big enough for your nib width. Keep it proportional. Make sure your baseline
and capheightare parallelto one another. Use each of graffiti's strokes going
from baseline to cap line. Do your best to keep all of the strokes proportional
tooneanother by having them touch the proper lines. Repeat this, but this
time go from mean line to baseline, and repeat the practice a third time from
mean ine to cap line. Thisisa great way for new grafft ariss to practice
theirhand-eye dto create
anylattars eatly. 7 addition o that, sesingas sach onhese strokes will
make up a section of a letter, we're learning to position these letter sections
properly. As you use these strokes, you can change your grip to aloo ser grip,
or change the joint you're using to hone your control.

Distorting Shapes Practice
NG} O[_IO

= JO A
=2 ool
OoA N7

Atopic absolutely every graffiti artist needs to practice is shapes since the
cleaneryour shapes are, the cleaner your letters will be. Luckily for us, many
of ourline practices help prepare us for drawing shapes. Begin your practice
by drawing one set of your basic shapes. Draw them again, and this time
squish these shapes and pull them to make them smaller, taller, skinny or
fatter. Onceyou feel comfortablein your accuracy, combine the geometric
shapes to create an organic shape. Once you have your shapes drawn, you

e
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canoutline each of them to simultaneously practice line and shape.

We talk more about forms in our perspective books and shading books;
however, with that said, aswe move to more advanced books we’ll expand
on much of this with form studies. For the uses of tags, a simple shape
practice will workjust perfectly. Whi shapes might

and experienced graffiti artists might read this and think they’re above these
topics, I should letyou know, the elements of art have enough information
tolearn to last you a lifetime. While it may be easy on the surface, it can get
veryindepthand can be a defining part of your style with enough practice.
No matter how skilled, no artist alive is above practicing these topics.

Art Form-Specific Fundamentals Practice

intandemto ¢ i hersousing
a full word helps to practice all the basics at once. Let’s start by grabbing
a piece of paper and writing down the list of graffitis art form-specific
fundamentals: letter structure, NSM, LNW, LNP, and flow. We'll use this to
double-check ourwork.Feel reetouse your tag name orany nameyou'd ke
butfor this ll use ofl

Begin by writing your skeleton hand by using the strokes we learned. Feel
free to use capitals or lowercase, or even mix the two, just be sure to write
it so that your letters properly fall onto the baseline, mean line and cap line,
unlike the tag above. We should not be using the ascenders or descenders
atthis point. Now that you've done the skeleton hand it's time to look for
any mistakes with the fundamentals. Picking these flaws out will let us know
not only what we need to correct, but it will also show us what we need to
practiceand studymore.

Withyour name written down, grabyour list, and start with letter structure.
Checkeachsection of each etter, make surethe letter’s anatomyis correct.
Breakthe letter down piece by piece, askyourself, arethe stems on my letters
nice and straight?

Le
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We wouldn’t be doing this with the intent of style, but rather to reverse
engineer the letter to gain a better understanding of its limitations. We're
also attempting to see atwhat pointthe letter becomes accurately done for
the skeleton hand and at what point the letter breaks.

Deconstructing Letters (Optional Practice)

Onceyou'velearned and y the

in this book, you can begin deconstructing letters. Doing this gives you a
much deeper understanding of how the individual letter functions. Using a
few common letter: ple, our goal willby integrity
ofthe letteritself. To do this, we can bend lines until they break, change the
shape of lines, we can hyperextend, and we can connect lines in ways they
normally don’t.

NMN

We'll start with an "N", one of my favorite examples of hyperextensions. If
we continue to widen the angle the lines connect in, then eventually, the
line will create too obtuse of an angle. Not only is the structure broken here,
but due to the wider angle, we now have much more negative space. Each
fundamental takes a turn for the worst due to this change. We can also try
the other direction and continue pushing the line untilit’s a narrow, acute
angle. This also breaks the "N" as just about all of the negative space and
structure is gone from the last line.

We get to see this exact example in action
with Oven’s tag where the right side of his

"N" connects at way too acute of an angle. A VA
Even though overall the tag is nice, having —_— v
the tighter connection eliminates all negative il

spacein the open counter of his "N", resulting
ina distorted structure

L
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What we learn from this is that the last lines range of motion exists somewhere
between these two breaking points. This range of motion s approximately
how far the line can move before breaking. Everything past this point is a
hyperextension of the line. Each line of every letter has arange of motion,
though not allare so problematic and therefore notall too relevant.

Connecting your lines in places they aren’t meant to connect can

help teach us why some sections of a letter are so important, and
how proportions of certain sections work. Let's use “B" as an example
here. If we take the bowl of the "B" and connect it under the mean
line, then we limit the space for the second bowl. We can see how this
structure change affects weight, negative space, so onand so forth.

RER

Now this doesn’t break the "B"though, so let’s try and connect the bowls
togetherwithout connecting to the center of the stem atall. We’ll also only
connect one bowl to the stem. Even here we haven’t broken the structure;
theintegrity of the letter s stillintact. This doesn’tmean thata "B" done this
way will work on every and any of your graffiti, but the letter isn’t broken.
Takingthi her, wecan irelyfromthe bowls
and here we've finally broken the letter. We effectively have a "I" ora "1"
and “3".Whatwe learn here isthat the letter “B"has a high base threshold
of style,and can be greatly distorted before breaking.

You might also take an "M" and see how its lines conn ect. We can test this by
connecting the second line of the M lower down the first line. This decreases
weight, and letter structure, a little but it also adds lots of contrast to its
right side.

s
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How about the leg on the "K", does the leg of the "K"kick out at too acute of
an angle? Does my bowl on my "B" connect to the top of the stem? Are the
shapes of my letters clean? Does the bowl on the Bconnect back to the center
of the stem onthe mean line on the "B"? Check the structure of each letter.

Ifany structure wasn’tright, then that's OK, you'd at least know you have to
practice accuracy in your letter structures. Give any letters you messed up
another attempt untilyou can do them properly, and until you understand
why and how it works.

Once you feel you can accurately write a letter then you might try
your whole name again. Go down the list of each fundamental and
check the quality. This time maybe you messed up LNP and your
letters are rotated slightly and a bit too far apart. We can easily fix
this by straightening the letter’s position and identifying how much
of that negative space was excess negative space, and how much
of itis OK.

Once you have that information you can move the letters closer together
until you've gotten rid of the excess space. On the other hand, if you think
you don’t have enough negative space between two letters then you can
start by moving one of the letters slightly apart from the other. You'll quickly
find the correct placement is somewhere between both extremes. A modest
overlap is what we're looking for with our skeleton hand. Try the tag again
andseeifyou can get the LNP correct.

8y double-checking our structures and

ourLNP, we'veindirectlyalso checked

some of our NSM in areas such as

our counters. Feel free to check your

NSM again with more scrutiny. Here

inthis Skabtag, the lettersare forthe

most part fine but to those who've

read to this point, you might notice

some slight NSM and LNP issues. The valley between the “K” and "A" is
geandwehavea lackof enotonlyatthe

bottom of the "SK” combo, and the "AB" combo as well. We're looking for

any pockets, closed and open counters that might be too big, or too small.

Asyou spot them, make the changes you need.

From there we can evaluate the weight of our letters and name. Make sure
each letter takes up ts of vertical and hori space.
Be sure each letter fits within the cap height of our chart.

]
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If you feel it’s necessary, you can also draw your imaginary scale down the
center of your name to be sure of the weight. Once you've made all the
corrections to your name your flow will be correctas well.

Practicing all of these fundamentals with our lettering chart is easy and
meanttoworkas training wheels. Once you're comfortable, take the chart
away and try to get a proper skeleton hand without it. See if you can still
spotall the same flaws without the chart to guide you. If you're struggling,
then feel free to use the chart to see how your tag lines up.

Once you're used to it, you'd try to get an identical skeleton hand without
using the chart.

Remember, your goal is to get your skeleton hand to look identical to a
proper skeleton hand. The goal here s to be consistently corredt. Now we
are all human, we all make mistakes and even the best of the best would
still have somessilly errors here and there so don't be too hard on yourself.
Overtime this will become second nature to you. Any experienced graffiti
artist reading this does this process without realizing it, and with enough
practice you'll reach that pointtoo.

Follow this process for each fundamental, and use the knowledge you've
gained from this book to identify and fix any issues. Each time you find an
error, ratherthan erasing the mistake, leave itand do thetagover. This forces
youto not only practice more, but you'll build muscle memory this way. You
alsoareforced to contend with each mistake and think critically about how
tofixyourmistakes. Neverallow yourself tojustmindlesslywrite your letters.

Itis crucial we do not allow ourselves to add style to our practice, especially
if you're a novice because remember, you don’t have style just yet. When
practicing, even with basic things such as this, allow yourself to make
mistakes, and learn to be OK with that. We all make mistakes, and that's
the point, we’re trying to refine our skills, we’re not trying to be perfect.

Graffiti artists of all skill levels can benefit from deconstructing letters to
learn their limits. Dismantling the letters for study is honestly an optional
practice, butitis worth doingif you want a deeper understanding of letters.
Forus to deconstruct the letter, we first have to understand how the basic
structure functions. From there, our goal will be to break each part of the
letter or number we're studying, You might, for example, try shorteningthe
stem, or try shrinking or enlarging the bowl to see its impact. This process
can be done forall letters, all sections of a letter, and for all fundamentals
ineach of the pillars of art.

N
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None of this breaks the "M"just yet, so how far down can we go before we
break the letter? These are the questionsyou'd aim toanswer,

¥ O O ABE

Bending linesis an interesting one, becausejust about every line can be bent
slightly with little issue. We're looking to see how bending different lines
can affect certain fundamentals and letters and to seeif these can break a
letter. Also, we're sure to keep in mind how much negative space we need
inside of our letters to bend our lines inward. Weirdly enough, it’s rounded
letters that struggle most with bending. Straighter lines have an easytime
bending because they don’t have tointroduce all too much of a bend to turn
left or right, and up or down in the case of horizontal lines. Rounded lines
already have a set direction, so they need tointroduce amuch more drastic
bend to achieve the same as the straight line’s bend. This drasticinfluence
often breaks rounded letters, though it can be done. In our demonstration
we used 4, B"and "C" to show how different bends can affect letters. While
the "4"and "B don’t break with the bend adding style, the same can’t be
said forthe "C".

These bends in rounded letters
tend to also act more like a "dent”
since the rounded letter still has
to complete its original trajectory,

or for the line to end in the same

location it would have ended

before the bend. This means our

bent line has to return back to its

initial trajectory in most cases to

preserve structure. For example, if we're trying to bend the bow!
of an"R", we would begin our bowl at the top of the stem (marked
with a red dot). Our goalis to get to the blue dot at the center of the
stem. If we attempt to do this using a basic structure "R" with around
stroke bowl, once we introduce the bend our trajectory will change
and the bowl won't connect.

In other words a rounded bowl "R"with a bend here won’t work as it will break
thestructure. Let'strya variant structure "R" using a square stroke bowl.

Ly

ULTIMATE GRAFFITI GUIDE BOOK

By doing this we can bend any of
the three lines on the square stroke

and successfully arrive at our blue
dot. What you’ll quickly find by
experimenting with bending lines is
whenyoubendtoo much,you'llcreate

avertex, and this vertex means you'll
have another line (another basic box
forthrowies and pieces).

US »%a

It's common that these added boxes will just create letter distortions. Some
letters such as "0"are more sensitive to distortion than other letters such
as "S". Other letters such as "F" can also have their base structures break
much easierfromthese distortionsunlike "G", for example. As we hinted at
earlierin this chapter with the letter “B", some letters’ base structures are
more durable than others, and they begin with a higher style threshold than
some other letters. The topic of style thresholds is something we’ll explain in
ouradvanced books. Tillthen, keep in mind these are just examples of how
you'd go about deconstructing the fundamentals. Bending lines to test the
range of motion can be done on all lines, of all letters and numbers. Feel free
to take this as far as you'd like to but don't at all feel pressured into doing.
this. For any advanced graffiti artists, if you've been wanting to develop your
style orif you've been writing for decades and you feel stuck then in the next
section will expand and break down some common ways of adding style
style and we'll teach how to develop and evolve your own styles.

&
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Style
What is it & How it Works

Introduction

omattertheart form, styleis just an exaggeration of the fun damentals,
soif you skipped to this chapter in hopes to achieve style then you'll
h, all isitei i dedto
use this chapter properly. In the following chapters and sections
we’ll spend plenty of time breaking down universal stylistic aesthetics in
graffiti, teaching the formula of how extensions function, and we’ll talk
about how to develop personal style. However, none of this will do you any
good ifyou haven't learned the information in the earlier chapters. Adding
stylein any art form means that you're engaging in a balancing act of the
fundamentals, where slylls(lc cholces present agive and take. Sacrifice a bit of
one for li other,
and lower another there, thisis the back -and- forth that addlngstyle getsus
in.For allyour becorrect.
that way you can make these trades within your work without destroymg
basics. In graffiti,the
the fundamentals taught in the earlier chapters, alongw1th technique and
the elements of art, two topics that are universal to all forms of art.

Now style does not need to come in the form of crazy-looking letters, or
wild extensions coming out of every letter; style can simply be how you lean
your letters, the height you place them, how tall, or small you make a letter.
Style can be any number o f simple changes made before you ever add letter
distortions or extensions. Over the next few sections, we'll break down the
science behind extensions, and other common stylistic aesthetics to help
ome
examplesolstylem people’ swork butlet'sgointothis understandngthat
whatwe coveri;
toact Howyou decidetobalanceand
for you're isup toyou.

Lo

STYLE WHAT IS IT & HOW IT WORKS 113




n

Overlaps

Let’sstart picthatwe p: 3
By now we’re all te f th f ing, but how exactly
can we use overlapping to add style? As with any stylistic choice, we have to
recognize the potential downsides, sowe kn owwhatwe have to compensate
for, we know what to avoid, and we understand the limitations. Since

i i ingin dec ture, we

haveto forthe lacking

By using the information you've learned in the book you can compensate
for these downsides in countless ways. Using different base structures,
positioning letters differently, making the whole letter larger, and using a
thinner nib width, are a few solutions but here we’llopt to make certain parts
larger to enlarge closed and open counters. This additional space gives you
a reason to fill negative space using letter positioning to overlap. Notice,
even though we’re overlapping the "N"onto the "0", e still leave a slight
negative space at the top leftof the "N". Allowing that slight bit of negative
space to show through helps to keep the "0"from becoming segmented.

Keep in mind, the downside of this is the

fact that we have to directly influence the

structure to create more space for the

overlaps. If this isn’t done properly then

you'll throw off not only the letter structure,

but also the weight, and as a result your

flow will be degraded as well. In this case,

the "0"is larger than before and hangs lower into the descender space. Bad
NSM, and LNP begin to take a toll on structure and flow since more of our
lines touch one anotherin various places. You might find that your graffiti,
just like the “#0ne” tag, has flaws but it's still legible.

.
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Even though the structures themselves arent so distorted to the point of
being completely broken, you can tell something isn'tright. Subtle mistakes
such as these might not seem like much individually but compare both #0ne
tags and you'll see how they add up.

One of the other solutions we mentioned was to use a thinner nib width and
thisi Philly dopi . Since Philly handstyl

ylized, theytend f i aren’tletter
structure. For this reason, using a thinne r nib can help add negative space so
these overlaps, and extralines don’t bunchtogetherand destroy structure.
We see this clearly in Asap’s Philly handstyle where the letters allow for tons
of negative space that allows for connectinglines and extensions to travel
easily through the name. Now Asap’s tagis heavily stylized, itis a Philly tag
after all; yours doesn’t have to be nearly as stylized as this. Looking at our
Secho tag you can see the same concept at play. We're using a thinner nib
width for letters of this size, especially the "S" and "0", and this gives us
plenty of room to overlap with. Combine this with the tighter negative space
and what you end up with is an overlapping name with good amounts of
weight and room to spare.

Another one of our options is to change the position of the letters to change
the location of the overlap. Some letter combos don’t naturally overlapin
themost convenient or optimal way and sometimes the overlap covers a key
partof the structure, or the overlap simply doesn’t flow as much as it could.
Our ", R" effectivly becomes an "E, B” combo due to the "E” covering the
lower negative space of the "R".

Le
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Awayskeepkey pointsin
mind when overlapping,
You want to avoid
accidentally tuming one
letter into another, or
destroyingitin general
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Just like before, we still run into the
weight issue, and these letters tend
to struggle tooverlap since they don’t
have much of their own structure or
space to sacrifice. Depending on how
thinyourcompressionis, these letters
canalso easily get thrown off balance

since they take on amore vertical form after being squeezed.

\ L

On that note, this can be used to your advantage, since now if we
think back to how weight works, verticality can be stable, having

medium weight, or unstable with heavy weight depending on your
positioning. If you have a letter that you've made thinner than all the
rest of your letters, then you can add more weight to it by leaning it
to the side slightly. If the letter has a high natural weight, like we see
with the lettel then you might want to keep it upright so as not
to make it weigh too much.

Lets flip this topic to the other side
ofthe coin and talk about stretching
letters. [fwe take a letter and makeit
taller, we're not only adding weight,
but we're adding lots of negative
space around the descender and/or
ascender height due to new valleys
being made while alsoinfluencingthe
negative space within the counters.

Some letters also become more unstable as they gain height, for example,
“", 1", % 10" to name a few. Simply put, the taller that letters like this
become, the more negative space establishestselfaround the letter, at their
base, and this creates instability. A few basic ways to support their baseis to
lean the stretched letter in away that makes sense for yourtagbutalsoina
way thatfills its own negative space. For example, leaning an "F" to the left.

]
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Ifyou don’twant to add weight to the letter using alean, then you can have a
neighboring letter positioned so it gets close to, or o verlaps the base to hold
the taller letter up. These are two basic solutions; play around with ideas
and see what works best for you. Many letters don'’t suffer from this weak
base though so don’t think this iis necessary for all letters. Taller letters are
great for anchoring a name down, adding opportunities for line uniformity
given their extended height, and they could even help since smaller letters
cannestleup close to help lend strength.

The height also lets you take smaller letters and mess with their vertical
positioning since now smaller letters can move very slightly along their
height with little negative influence.

Now for the last option we have, stretching a letter outward. This s going to
allowourlettertoencompassa widerarea; this has someserious drawbacks,
and the payoffis more than worthit ifyou can handle the weight.

Stretching a letter outward can instantly
add tons of weight to a letter, and it can
tum unstable letters into letters with a
sturdy base. This can be both good and
bad depending on the extent towhich
you widen the letter and how much
Wweightyou needina letter grouping.

te
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Taller letters may also
have more negative
space in their counters
but normally this would
il be less space than
wideningthe sameletter

Makingthe letter wide meansyou're likely goingto haveto counterbalance
ifthe widened letter is anywhere but the center. Wide letters suffer from a
similar issue to our tall letters where they can easily look weak depending
on the same factors.

Thedifference here is, wider letters tend to have an abundance of negative
space in their counters. Since the letter is fatter, it's going to encompass
more negative space within its counters. This allows you to position other
lettersclosertoth g imilarto o ur 401 le earlier. This

i and potential overlaps helps mitigate the neg: pace, and
asaresultoffer the chance to boost flow. Without the overlap, you may run
into flow issues on some letters because another drawback of stretching
outwardisthe tendency to push neighboring letters away.

Do your best to recognize all affected fundamentals when making any changes
toalettersoyoucan ides. If i

letterto push thenyou'll issues, negative
space management, and flow issues, which were caused by bad positioning
These downsides arean exampleofthe balancingactyou'lltake partinwhen
adding style, so while you havea lot of downsides, you can still manage to
make this function fine.

Exterior details

Exterior details are a great way to take a solid tag to the next level butin the
worst-case scenario, they can compound any mistakes you might have in
your work. The most common use of exterior details is to compensate for
lacking These don't have to be
wrong either, they just may not be as prevalent as some others.
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Say you have a tag where your flow works but it’s by no means the focus
of the tag. You can use exterior details to add some line uniformity with
exterior details to help bump flowin quality. Here’s tag shows this with the
tiny horizontal lines on each side of the tag. These are placed right beside
the horizontal crossbar of the "H" and the center of the "E". Our other
lesh ion marks that use simi
neighbor them. This same thinking can apply to any of the fundamentals.
Instead of propping up a lacking fundamental, exterior details are one of
the most amazing at compounding the positive effects of a fundamental
you've committed to.

If you've done a tag and you based all the fundamentals
around having a slanted baseline then we can amplify this
with exterior details. Go all-in on the weight on the lower
side and puta heavy detail at the end. Ifyou really want to
add even more weight, then don’tadd a second uniform
detail, and instead leave just one so that it stands out and
contrasts. To do this, your tag has to have ample amounts
of flow to sacrifice; otherwise, this single nonuniform
detail will take away far too much flow. Any shapes at the end of the name,
like stars, faces, or anything similar, can easily add lots of weight to that side
andoften require thetag to caterto the additional weight from the exterior
detail. Two main contributors to this are the location of the detail being far
from the center, and its contrast from not being a etter and being nonuniform.
You'll need to adjust your name to accommodate this, especially if you only
have one of these details on your handstyle. Normally exterior details this
large aren’t seen in simpler tags, but regardless, the effect on weight should
be considered before adding something like this recklessly.

We see Opel pull a similar effect off beautifully. In Opel’s tag, he has a star
on the left of the top tag with a swirlin the "0*, and on the bottom tag he
has a peace sign in the "0". Each of these only happens one time on their
respective tagsand therefore thereis no letter uniformity with thosefeatures
resultingin those adding tons of weight.

STYLE WHAT IS IT & HOW IT WORKS.
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Opel does something really smart, and he makes the “L" extend far horizontally
toincrease its weight. If you've read that last sentence and thought, “OK
sure butit’s still not balanced” then congratulations, you've learned well.
The trick here is these details are meant to make the name pop and really
stand out! This is something you'll learn soon, but notice how none of these
details hamper any other fundamentals. The name still has positive weight,
still flows just fine, and overall, the fundamentals are sound. This is essential
toallowing these one-off details.

Continuing on, details above the letters don't get affected by this nearly
as much since the name holds the weight of those details. Don’t get too
carried away with adding too many or i i gl
remember, these are still details after all, so they’re useless by nature and
need areason to exist. Seeing as these aren’t extensions, they don’t have
an anatomy that s uniform for each of them, so you can’t depend on flow
out of the origin or destination for exterior details. Meaning, you're really
just working purely with graffiti’s fundamentals here to make these function
and give them purpose to exist. Thatisn't to say that exterior details aren’t
capable of flow, but rather it's not part of their anatomical makeup in the
same way it is for extensions.

Some exterior details, like bubbles, go around the whole name so these
don'toften knock the name off balance since they encase the name. If the
exterior detail shapetselfis unbalanced, orf parts of the name extend past
the exterior details, then you may lose balance. Whether or not this loss of
balance is negative or not is something you'll analyze on a case-by-case
basis by comparing each fundamental. It's a good idea to make sure your
exterior details are proportional to the letters and name, make sure they
flow if possible, and so on and so forth.

Recklessly adding exterior detals will destroy your work fast, not only because
eachonenwillinfluence the fun damentals of the name, but more importantly,
if you add too many then they can overpower the name. Say you have a
simple handstyle, youmay not wantto add lots of crazy details around the
tagbec: t ti i ionthanthe tag
itself: ytothem. Thisisa

graffiti artists fallinto with their handstyles, they'll do tons of unnecessary

.
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extra details in hopes of coming up with something more stylized and as a
result, they'll destroy their fundamentals such as letter and name weight.
Adding these extra bits to a tag does not make the tag good or enhanceitin
any way if the letters themselves are poorly done.

Tapering

i

Tapering is when a line changes in width, going from thicker to thinner or
viceversa. This is easier to do with broader markers and cans since you have

awider range of width. Before you go ahead and start tapering every line,

understand when a line changes width in t his way, you shift the weight that
line has, and its negative space.

Also, as the line changes in size, the outer edge of the line changes angles
aswell, meaning this could impact your flow depending on how much you
taper. Mostimportantly this drastically changes how the structure of a etter
looks, soyou'll want to be careful how you taper a ine. None of those effects
are inherently bad; rather, they're qualities you'll want to keep in mind so
thatyou can either take advantage of them or you can avoid their influence.

What's great about graffit is any stroke of
any letter can taper pretty easily, unlike
some other letter-based art forms. All of
those effects, combined with the ability
totaperourlinein anyway, giveagraffiti

artistlots of control and versatility with
theirletters.

Sayyouneeda subtle way to add negative space toa letter, why not taper
very slightly to narrow the letter a bit. If you find one of your structures is
weak and needs a bit more presence with its structure, you could taper a
line to embolden your structure slightly. A novice who’s comfortable with
the fundamentals and just getting into style should make these changes
sparingly so as to not destroy the fundamentals.

L
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More experienced grafiit artists on the other hand might find themselves very
easily tapering just aboutall of their lines. What makes this simple technique
sogreatisthat we canuseitand influencejustasmallamount, or we can use
ittomuch greatereffect tdictatejustabout everything. Rem
though, these are stilllines and strokes, so all the previous fundamentals
still apply here. If you taper on one letter, you'll likely want to taper again
for the sake of consistency, especially if you're going with a simpler look.

Vertical Tags

One stylistic change seen often in graffti is vertical tags. These are great
for those thin areas where a normal tag just wouldn'’t it too easily. Using
your base structures, flow won’t be an issue even in a vertical format, but
once you stylize your letters in this vertical position, you'll lose most of your
flow. Our biggest concern is to rebuild that lost flow. The first step to this s
understanding how tall each letter will be and how wide each willbe. It helps
to keep these measurements as uniform as possible betwee n all letters, and
the advantage is you don’t have toworry about one letter pushing another
too far away. Due to the verticality of the name, line uniformity will take a
bit of a decline since we won’t have as many lines coming near one another.
This means thatwe must take advantage of the lines thatdo come close so
thatwe can capitalize on the few opportunities we have for line uniformity/
similarity. Next, need tohave letter ince this will
have to for the lack of line

Ifyou can handle it momentum flowis a very powerful tool for the vertical
tag. Sincetheeye
momentum is incredible. At the end of the day, momentum flow isn’t
necessary to make a vertical tag function but for those advanced enough
touseit, give it a try. Weight shouldn’t be as much of an issue here as your
lower letters will do a great job holding the higher letters up, so if you find
you're having a weight issue, then your problem likely is letter structure or
negative spacemanagement.

Extension Introduction
Anatomy & Formula

In graffiti, extensions are simply any part of a letter that branches from the
structure but is not part of the base structure or the struc(ure itself These
can be split into two and

which well refer to as conventional extensions for the sake of not confusing
the two. The difference between the two is how they use the anatomy of

anextension.
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All extensions are made of three parts: the origin
(markedinred), the travel distance (markedin
blue), and the destination (marked in yellow);
a beginning, middle, and end if you will. Both
types of extensions have all three parts, but
where we see the biggest difference is in the
traveldistance.

Compressed extensions are exactly what they sound like: these
extensions are smaller, stay close to the body of the structure, and
have a short travel distance. The dominant section of compressed
extensions is their origin and destination, often resulting in both being
closein proximity.

Conventional extensions have a larger travel

distance than compressed extensions, which

can extend long spaces. In conventional

extensions, the dominantanatomyis their

travel distance, resulting in a presence larger

than both the origin and destination, with

theoriginand destination being separated

by more positive space. The positive space

of our extensions total length is marked

in red. In many cases, extensions in this

family can have a visual weight that rivals

the letters in the name, but thisisn’t always

the case and isn’t by any means necessary. It’s important to understand

that extensions are a detail you can add to your graffiti but there’s a catch,
a catch you should be all too familiar with by now. Details are useless by

nature, so now the question becomes, how do we give our extensions value,
how do we make our extensions enhance the fundamentals? We do that

by following the formula of extensions, a simple formula that ensures an
extension augments your work.

Fundamental
Flow

Thisis the formula ufextenswons and normally, the origin will determlne the
hthe mthere, the
cang itlikes, butit should acc reason.

Ly
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Afterward, the destination will conclude whatever objective the travel
distance set out to accomplish by flowing at the destination and even
sometimes aiding the travel distance to accomplish its goal. For example,
an extension might end with an arrow, helping to add weight while also
flowing with neighboring lines through line or letter U/S:

An extension of any kind, serif or otherwise, that has all three of these
propertiesi k, butyou don’t byany Il three.
You can still have a successful extersion with just one of these properties,
but the fewer properties you have the harder it is for the extension to be
fundamentally correct, and the higher your chances become of it hurting the
fundamentals. This is where we have to bring serifs back into the conversation
because no matter the category of serif, all still follow this formula and have
the anatomy of an extension. The benefit hereis that structure-based serifs
almost ically achieve all three properties of an extension

Compressed Extensions

Compressed extensions of any kind tend to be the easiest extensions to
work with in all forms of graffiti. One aspect that makes them easier is
their smaller travel distance, which might be surprising since this part of
compressed extensions has the lowest presence. Our smaller travel distance
means the extension almost never gets the chance to extend farenough to
distort many fundamentals in a huge way. While its impact is noticeable,
it's not so over the top that you'll destroy your graffiti from its influence so

longasyou're careful. Thi distance also almost al
youafundamentalreason toinclude the compressed extension with letter
i ight, oreven n egative sp: That’s

not all the benefits we get from a smaller travel distance though, we also
haveitsimpacton the destination to consider.

ARG ARG

Seeing as the travel distance is so small, our destination will inevitably
be close enough in proximity to the letter it originates from to give us line
uniformity/similarity. In our example, we marked the terminal of the letter
itself in yellow, while the terminal of the serif is marked in red. Our blue
lines show the edges of our serif and the letters that flow with each other.

e
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Ouryellow lines on the other hand flow with their respective red lines, and
the red lines also flow with their neighboring red lines. All of this could be
used to boost flow, but compressed extensions are a great way to link line

yourwork. All these factors come together
to create an extension that easily fulfills two out of the th ree properties of an
extension. With the travel distance and destination taken care of in such a
way that has little to no drawbacks and huge benefits, you oftentimes don’t
have to flow out of the origin to make these work. All of this is amplified
morein other forms of graffiti.

Conventional Extensions

Conventional extensions on the other hand are much more demandingin
how you handle them since these can drastically impact the fundamentals.
If you're new to conventional extensions or if you're having issues with
using them, then our goal is to make sure all three parts of ou r extension are
working properly. In tags, it's easy enough to get conventional extensions
to flow out of the origin since extensions tend to be connected directly to
astroke. Should you find that an extension directly connected at a stroke/
serif doesn’t flow at the origin then your issue is likely a fundamental flaw
inthe letteritselfratherthan the extension.

Let’s say by some off chance you do find an

issuewithflowin the origin of your extension

thenyou’d have toreconsider the placement

and/or direction of the extension so you

can optimize its flow. We have plenty of

ways to make the origin of the extension

flow. For one, we can use a hairpin curve or

any rounded line to keep the motion leading into the extension smooth to
continue the flow of motion. Another method is to use line uniformity and
similarity with either the terminalitself, or any neighboring lines around the
origin. Travel distance is where we see plenty of new graffiti artists get lost.
Someone who’s new to the artform s likely to throw an extension over vast
distances forlittle tono reason.

—— ™
An example of this can be seen in the

tag Maxed submitted. On his letter "D",

he takes the bottom of the letter and

shoots it over to the left. Though this

line acts and looks like an underline,
instead of goingunderthe otherletters 2
for an underline, it first cuts through

theother letters’structure.

]
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Onceit’sdonethat,only then doesitjustbarely reach under’ When
we look at the extension with all of that in mind, it travels a great distance
and never accomplishesits goal of effectively underlining the tag.

Any ing for the ext theydofindis undermined
by how many fundamental flaws the extension created on its path to its
Thelarger jonis, th the reason needs

tobefor the travel distance. fyouignore the influence ofthe extension, then
you run the high risk of destroying many if not all of those fundamentals
for each letter. You want to consider things such as “Do I have a better way
toaccomplish this?” or “Does this help more than hurt my graffiti?” Simply
having areason isn’t enough. Your reason has to not only be beneficial, but
it can’t have an overall negative impact on your graffiti.

All of that being said, there are two

scenarios where locating the terminal

of our letter, the serif, and/or the origin

of the extension can be made difficult

duetothe extension. Make no mistake,

in both scenarios, the terminal of our

letter, the serif (in the case of scenario

two),andtheoriginofthe extensionall

still exist. Having the ability to identify

the different parts of a letter’s anatomy

can help us spot and fix mistakes in our work and also allows us to apply the
formula of extensions properly. Let's use the letter K" to demonstrate; in
ourfirstscenario the letter’s structure tr irectly into thy

This smooth transition hides the terminal of the letter structure, and it also
hides the origin of the extension. With our knowledge of letter structure and
the anatomy of extensions we can easily see that the structure could end
at the baseline (marked with red), and everything following that would be
an extension. To be clear though, do understand that the letter’s end will
be contextualized by your tag as a whole. It's entirely possible that your
terminal can be alittle deeperinto the descender or even past the descender
especially if your other letters have set a precedent for that. Once you've
located the terminal of the structure, then you'l L have also located the origin
of the extension as well.

When dealing with letters that end before the baseline such as"S", the process
staysthesame.Wewould observe our "S", and we'd see approximately where
the structure should end to locate the terminal of the stroke, and the origin
of the extension. No matter the letter, or the style being used, our process
never changes. Even if the letter is leaning, or if the structure is stretched
outlonger, orwhatever stylistic changes are happening, this still works.

Ly
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All we have to do s apply this to the context of the style being used. This
exact process works for serifs as well.

Figuring out the second scenarioisn’t

much different; the one change here

isthe addition of the serif. Remember,

aserifis always an extra stroke added

to the terminal of our structure. This

means that finding the terminal of our

structure, and the origin of the serif,

is simple since there will always be a

vertexwherethetwomeet. Wemarked

the terminal of the structurein red and

circled the vertex in red. Now our job is to find the end of our serif, and

the start of the extension, and the process to do this is similar to our first

scenario. You'll want to look at the length of the other serifs in your name,

and that will tell us the general size of your serif since they should all be

proportional. In the case where you don’t have other serifs, or you have an

abnormallylarge letter like our "K"here, then the serif will be proportional

tothesize of the letter. Once you've determined the serif's end, you'll have

found the start of the extension (marked in yellow). Remember, serifs are

all technically compressed extensions, so you'll never find yourself with a

large serif. While this information helps flow in advanced tags as you'll be

able to accurately apply the formula of extensions, it's not something to

overthink or obsess about. Where we really see this process shine is when

weuseitwith throwies and pieces. Also, keep in mind, notall conventional
p  orevena whole etter, some can be

just abit larger than 1 pointson smaller

conventional extensions may seem more confusing since the extension isn’t

noticeably large, but all of the same principles apply to these. Seeing as

these 't , their influenc: letts

and the name is easier to manage.

Letters That Pop

Have you ever come across a tag with a letter at the beginning or end and
that letter just absolutely explodes with style! The letteritself doesnt even
need all too much style, but the letter will add something to finish the tag
off with a bang.

These are some of my favorite things toseein tagsand we're goingto learn
how exactly this works. The idea behind these is to either start your name

B4
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off with a bang or end your name off with a strong finish by using a large
and often extended part of a letter to make it “pop.”

Togetour letter to pop we're going to focus on achieving a high contrastin
style and/or weight with our letter. Having either of these willincrease its
letter weight. Raising the weight through style or actual letter weight can
bedone by playing with whatever fundamental we’d like.

The goalistomakeitclear to everyone that we want this letter to stand out
against the other letters like we saw in Opel’s tag earlier. While all letters
can do this, some letters have an easier time than ny structure that
naturally wants to extend outward such as "E", " "M" will have an
easier time pulling this off.

If you have a letter such as "0, “P", “U", "D that doesn’t naturally want
to extend, then you'll have to exaggerate fundamentals of your choosing
(typically weight using size) or you might consider adding an extension or
letter distortion to the letter that you'll use to extend outward.

Regardless, we can take the structure that wants to extend, such as the back
of an "S", or the leg of our "R", and we can create a heavy extension. This
canreally be anything you want, you just want to make sure the rest of the
tag accounts for the extension when creating your handstyle. Kicking the
"“R" out at the end could allow us to stretch the leg far outward and add a
sizable extension that maybe shoots back up, or shoots under the name. A
letter like "0" might have its size doubled or tripled. It should be noted, this
could be done atany pointin the name, but the closer to the center we get,
the less weight the letters have, and therefore we have to do much more to
get the letter to pop. Depending on the letter this could be easy, but most
letters struggle to pull this off. That’s why this is normally done on the first
or last letters since they have the most weight as they're further from the
center. Now that we understand the science of how extensions function,
how does this apply to serifs?
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Serifs Form & Function

¥ now you're aware that serifs fitinto two categories, and while we
spoke about the structure category, we didn’ttalk much about the
ategory. Sinc tsadded toaletter,
you have a little more liberty with what you can do when it comes to
extension-based serifs since they aren’t bound by many of the limitations
thatlettershave.

hil ture-based serif in red) can only appearin a few specific
areas, extension-based serifs (marked in blue) can be placed at the terminal of
dlike. Extensi i beplaced

heend of struct based . Another

based serifs s that you can choose to extend them and distort them much
ily as long as the changes don’t damage the

Now thatdoesn’t mean you should go crazy with these serifs, the last thing
you want to do is get overzealous. Klem’s tag here is by no means a bad
handstyle and he’s certainly no amateur, but turn your attention to the
extension-based serifat the end of the "M". Thisextension based serifdoesn’t
really flow unif ity-wis flow at th: inati

s
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Inaddition, talso doesn't have much of a reason forits travel
distance. Acommonissueis iartistd h
with the serif, turning it into an arrow, an underline, or some other wild
extension that doesn’t function at all. Surely, all of those things are possible
to do well, though you'd have a lot of fundamentals to juggle to pull it off
in a way that doesn’t diminish the fundamentals. A serif of any kind still
needs to also abide by the extension formula to function properly. Before
the addition of any large-scale stylistic changes, extension-based serifs are
compressed extensions, and these tend to work easily, but ifyou choose to
extend these types of serifs over a large distance then you'll turn them into
aconventional extension.

Normally serifs of either category have absolutely no issue finding
flow at the origin through line uniformity/similarity since they're at the
terminal of the stroke. When it comes to travel distance, structure-
based serifs serve the instant fundamental purpose to exist, that
being letter structure. Extension-based serifs don't share this privilege.
Instead, these will depend more on flow and other fundamental
reasonings to exist since they aren't part of the structure itself. By
now you're aware that compressed extensions of any kind almost
never struggle with travel distance and that doesn’t change here
with extension-based serifs. Even though extension-based serifs
can't always get away with using the fundamental structure as its
reasoning. Filing negative space with serifs, or for the sake of flow,
are two common reasons for travel distance but it's hardly the only
reason that people use them.

When using a thin or rounded nib, flow at the destination of your extensions
and serifs can often become less of a factor. This is because your nib may
not have enough positive space within the destination for line uniformity to
play arolein the serif or extension itself. You can see in the Dot tag, when we
zoomin on the red circle, the terminal of the "T"and the "0" should have
flow boosted from line U/S but the line is too small to be much of a factor.
In addition, since these are rounded, they'll only create line U/S as a small
pointon each terminal (marked in yellow).
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This means, even in the case where we used a much larger rounded line,
having our terminals flow with line uniformity specifically does little to help
us. This same scenario would be much more useful in throwies and pieces
where rounded edges such as these encompas much more space. With
that said, rounded-edge serifs still do a great job flowing in all other ways
includingmomentum.

Earlier we saw how using a broader

line such as a chisel tip, your strokes

will create angles that are easily

defined, and as a result line uniformity/

similarity will play a huge role in our

flow of extensions. In this case, flow at

thedestination isalmost guaranteed,

assuming your letter positioning is properly done in your tagand assuming
theangle of your nib it i When doing ionsi forms of
graffiti where you have more positive space, the flow in your extension will
come from both line and letter uniformity.
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Letter Distortions

2 IESE

etter distortions are when you add or subtract basic boxes/linestoa

letter’s base structure. This added or subtracted line is a modification

of one of the five strokes. In our example you'll see we subtracted a

line from the “N", we added lines to both the “R" and the "L", and
the tag from Rento shows an "0" with added lines. These added lines are
not the basic learned earlier such assq) angle stroke, but
rather just additional straight or curved lines. Some basic structures don’t
have the ability to subtract structure, and can only add structure, like "0",
"C", "S",to name a few.

Adding Lines

WJB-

When adding lines for a distortion, we have two options to choose from.
Starting with the most obvious option, you can add a new line, for example,

thelines of ”W”ar\d "B"marked inred.In thls|nstance,a|lpansolthenatural
structy hareth

ofdefiningor c i egment i added
structure can be the hardest to use since the added line tends to resultin
anextension rather thana letter distortion.

Toavoid thisoutcome, both the added | dwh tructurelt 'saiding
needtosharenotable ts of i tobuild the

segment. For example, the "B" has two stems, each playing an important
partin performing the role of a stem. The "W" on the other hand has its left-
most box shortened. The added line completes this left side, raising it back
tothe cap line.

L#
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If the added line wasn't there at the top left, then the "W" would run into
many fundamental issues such as negative space and weight problems.

While an artist can work around those problems without the new line,
this offers another option for the artist to take. If one of the added lines
clearly defines more structure than the other, then the lesser will become
an extension since it won't be necessary. In practlcethls is done by either

ralstruct

“W", or this is done by having an added line that parallelsmeresponslblllty
of the natural structure to augment that segment "8".

Our second method of adding distortions is to bend the basic box/
line until you create a vertex that turns one line into two. When adding
lines/basic boxes to a structure you run a few risks. We touched on
one of these earlier, that being the addition might end up being just
an extension, and therefore it has a different anatomy and different
properties that it abides by. Finding that balance between both
added and natural structure can be very difficult even for the most
experienced graffitiartist. Both snapping aline/box or simply adding
awhole new piece of structure, can easily diminish letter structure.
This may seem ironic since we're literally adding more structure,
but the reason we can potentially lose structure is that the more we
distort our letter, the less our letter resembles the base structure.
While subtracting certainly falls victim to this as well, adding structure
is more guilty of this. You can only subtract so much before you're
left with nothing, whereas it's easy to get carried away adding

One danger often seen in wildstyle pieces or heavily stylized tagsis adding
far too many new boxes, especially by snapping. In the past I've seen new

letterandturn itintoa t by
snappingany llnetheycould and adding e ven more. Aside from this you can
expect the added structure toinfluenceall of graffiti’s fundamentals, most
notably, structureand weight.

o
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Subtracting Lines
Tosubtract, we canfuse two boxes together, orwe can excludealineentirely,
butthisisless common due to breaking structures. Letters"J”and capital "/"
are examples of getting rid of lines since they can remove their top crossbars
and keep the integrity of the letter.

RRRR

We can do this very thing to a less intrusive degree by cutting a line down
only partially rather than fully eliminatingit. Not all letters can do this, but
you may have seen some artists cut off the lower left or upper stem of an
“R". Any time you subtract in this way you're going to lose out on tons of
structure and can easily destroy the letter.

To counter this the artist must establish

the structure by either heavily

exaggerating other key features, or

by suggesting the missing portion

using other parts of your image. This

suggested portion can be anything,

but whateveryou makeit, it needs to

successfully fill the role of the missing structure while also not destroying
the other fundamentals. In the first example we got rid of just about all of
the bottom left leg of the "R". To compensate for this we added a serif to the
"E"that shoots upward. With a little letter positioning, we can move the "R"
close sothe "E’s"serif suggests the structure of the “R’s"leg. Inthe second
example, we have alittle of the "R’s"leg showing, and this time we greatly
enlarged the bowl of the "R"to help add weight. How you balance this will
largely depend on the context of the name. Given the massive negative
drawbacks of subtracting in this way, while possible in all forms of graffiti,
itis most commonly done in pieces. Pieces offer many secondary elements
such as exterior details, elaborate extensions, 3D, and much more to help
compensate forthe drawbacks.

g
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The easiest and most common method of subtracting is to fuse two lines
together. This is the opposite of snapping, so we’d do this by writing one
smooth, rounded line with no vertex being made where the two lines would
have connected. When using this method, it's possible to eliminate a basic
box/line without eliminating any structure.

Forexample, the letter “L" requires two lines, but when fusing the lines, we
can write the letter using one line, instead of two, while also maintaining
both the stem and crossbar of its structure. This wouldn’t be the same as
using a stroke to make a variant structure. A stroke will create one letter
segment, where letter distorting i this waywill start with a base structure
and fuse two letter segments together.

Subtracting structure just about always

begins with the basic structure. The

reason is basic structures begin in their

simplest or lowest style threshold form. -
If we subtract from a variant, then we -
oftentimes end up creating a different -
stroke that simplifies the letter and

therefore transforms the variant back

into a basic structure, or a simpler

variant structure. The downside to

subtracting from the basic structure is that we risk destroying the
letter with our distortion since the basic structure already begins in
its simplest lowest style threshold form. Take the variant structure
"R"with an angle stroke bow, for example. Subtracting one line from
the bowl destroys the letter and makes it a"K". On the other hand, if
we fuse the two boxes, we just end up with a round stroke.

Lastly, we can combine both, adding and subtracting structure in a single
letter. Forexample, we could fuse two lines to subtract, thenadd anew line
toredevelop the line that was taken away. Normally this resultsin adouble
structure (i le letter that c ions of itselfor two versions
ofa single anatomy/segment).

L
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Combining any methods of distortion in a single letter can be a great way
for an artist to use one method, such as adding, to compensate for the
drawbacks ofan alternate method.

As you might imagine, there certainly are drawbacks to consider such as
flow, weight, and style thresholds, but the extent of the drawbacks will vary

depending on the implementation. Most heavily stylized works do use most
forms of distortions throughout the name, so don’t think that you have to
stick to just a single method fora whole!ag Letter distortions add tons of
styleandc: id rtistwith foc d

with any fundamental they choose. Letter distorting an "E” might allow
you to position the letter a little easier against another letter. The distorted

section could also create a new line that provides an angle for flow. This

trend of i ingthe each of graffiti’s basics,
butthere’sacatch. It’s easy to break a letter by adding too many new lines to

astructure, or taking away too many lines. In addition, key points of letters
are often much harder to letter distort. As you distort a letter, you begin to
lose structure asit’s becommg less and Iess llke its base structure with each

distortion. Foryour letter letter distortions, your
letter must be fundamentally correct before you begin stylizing otherwise
any distortion will break the letter.

Done properly, all distorted letters can be reverted into a base structure,
either basic or variant. If the distorted letter can’t be broken down into a
basestructure, thenthe letteris fundamentally incorrect.

Earlier, we spoke about how you can suggest structure after subtracting

structure. Every so often in grafiiti we'll see artists use a symbol or character

torepresentawhole letter. Ininstances like these, the character or symbol

willfollow the fits artform, Thatis tosay thatif

an artist uses a character to represent aletter then that character will follow

anatomy, gesture, pose, and expression, for example. All of thse previou sly
ftenstill

]
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grafiiti by fgraffiti’ ideli
Forinstance, acharacter might still it within the cap height, or evenwithin
the space of the ascender and descender space.

Maybe the artist decides to make s ure the character doesn’t throw off the
weight of the name by using the same weight of the average letter for the

character Doing this ke the characterfi ingthe
foundation that holds the graffm together but this also allows the c haracter
orother ind though, i letter

and replacing it with anything else is just about the most drastic distortion
an artist can execute since you've removed a whole letter structure, the
most important of graffiti’s fundamental. This could easily destroy all of
your fundamentals if you’re not careful. For this reason, we often see people
replace letters like "0", with a face or a star. Often this guarantees that the
symbol, especially character, will become the focus, so you'll want to adjust
your other letters around that motif. You'll see we did thisin our Geppetto
tag, replacing the "0"witha simple puppet’s face. During this tag, the 0"
dipsinto our space just above and below baseline and cap lines, adding lots
of weight to the right-hand side due to its size. We adjusted the size of both
"T’s"to be not only more condensed, but more hidden as to avoid excess
spaceand as a resultweight. Stylizing the "G"and making the first "E”larger
helps to add a little weight to the left, but the focus should still be on the
right as that’s where our characteris.

Now it's at point we have to address the elephant in the room when it
ccomes to characters specifically. Let me be direct and say, there is no such
thing as graffiti characters. Artforms and subgenres are determin ed by their
fundametnal set and how they use those in conjunction with the elements
of art. Graffiti has it's own fundamentals that we covered in earlier chapters,
and have their own that dont at allinclude letters.
If you replace a letter with a character, combine a character into a letter, or
simply have a character beside your letters, none of those woul d change the
artform, you'd still have graffiti, with acharacter. While there's plentymore
that goes into this topic, we'll be covering how artforms function in our style
book. Now that we understand letter destortions, we can begin talkin about
false variants, an important yet simple topic.

LETTER DISTORTIONS

1



False Variants

emember when discussing variant structures we learned that not all
different versions of a letter classify as variant structures due not using
basicstrokes, or i (0 i ic strokes)
of base structures? When we add a new line to the base structure
of a letter, this new line could result in creating one of those non-variant
structures, false variantsif you will, for example, our "&", "N" or "S". Letters
such i b ithlittl tyle than th i

P p
font, but don’t flow uni with all other base es
int d straight i lvariants d i largely
made up of structures that are made using the basic strokes, but contain just
abittoo much style to where they don’t have universal flow. This could be
foranumber of reasons such as having a stroke alter the letter segment to
apointwhereitloses the integrity of the letter segment.

Let’s turn our attention to the "E", and you'll notice the red and
blue crossbar can look like an angle stroke or even a serif in some
instances. Put simply, no matter how short or long we make the red
line, by the time we get to the blue line, the "E’s" structure is already
complete so this couldn’t be an angle stroke. Our only option is to
treat the crossbar as a letter distortion of our straight stroke or to
treat the blue line as a serif. Many letters have this occur with different
lines in their base structures and when using different strokes, so
keep an eye out as you test different letters.

Next up we have the added line that makes false structures. | wanted to talk
about this one next because ultimately this isn’t much different than the
previousscenario.

]
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Here, the added line attempts to act
asanew stem for the letter and if this
doesn’tend up as an extension then it

might lead to creating afalse variant. A

few related factors prevent these from

being a real variant, the first being,

our letter segment is either already

complete or the letter as a whole is

already complete, ingthe new line 5
there are too many strokes attempting to make the letter segment. This s
particularly an issue with letters that have low amounts of stylein their basic
form such as "0", "H", "V". Given these letters’ simplicity, they react to even
small ts of style very drastically. For thi most of
don’thavevariantstructuresbecause even addingabasicstroke has massive
effects on how those letters respond to each fundamental.

Subtracting structure is an easy one to explain when talking about false
variants. Letters have a limited amount of structure you can erase before
you no longer have a letter. Getting rid of structure tends to have a larger
impacton all fundamentals and along with that, a greater influence of style/
risk of mistakes. More importantly, remember that basic structuresarethe
letterinits simplest form or lowest style, usingonly the necessary lines/letter

ired to create th ture. If we start eliminating those lines
then we're taking away critical lines and segments that most letters can’t
afford to lose. While our "E"isnt so distorted that it's unreadable, it certainly
has far too much style to be avariant structure.
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Find & Evolve Your Style

ow thatwe've explained afew common styles, let's talk about how

to craft and evolve your own style. Throughout this chapter, keep

in mind, no matter an artist’s skill level, all progress happens in the

fundamentals. Even fine art masters such as Da Vinci understood
this, graffiti is no different. An advanced artist will still have to study the
fundamentalsto continue progressing, no artist is ever above that. However,
in addition to this, you can begin looking at your work and decide how you'd
like to alter your style. This comes down to you first of all recognizing what
fundamentals your style currently revolves around. If you’re unsure, then
grab a sheet of paper and write down all three pillars of art.

« Elementsof art: ling shape, form, value, space, color, texture
« Art form-specific fundamentals: letter structure, NSM, LNW, LNP, flow

« Technique: any techniques you consistently use such as flairs, how you
use chisel tips, and different methods of blending, and so on.

From here, seewhat your work more, andwhat

wor ally,you may
not see any, or many, results lorfundamentalsthatthe artformitself (in this
case doesn’t prioriti; use. El it hasform and value

may not play a role in something like tags, keep this in mind when analyzing
artof any kind. Regardless, when looking at fundamentally correct work, we
can go down the list to break down any styleinany art form.

Looking at the tag from Guigas,
we can see his style focuses more
on exaggerating LNW with his
larger "G", "S". Due to the large
size, he’s positioned these letters
lower than the others in the tag
so the "G" and "S" have slight
LNP exaggeration but nothing too
stylistic. When looking at all the
other letters, he tends to also go
for a tighter LNP and NSM; however,
this spacing s typical of graffitiso B
LNP and NSM wouldn't be one of

the fundamentals that he’s exaggerating. He does, however, have go the
extra mile to ensure excess amounts of flow. This flow comes in the form

Ly
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oftons of li i ity, as well as four key letter uni ity points, those
being the square top “G" and "S", and the swirl on the second "G" and
"S". Asif that wasn’tenough flow, he uses the smaller letters that aren’t as
much of afocal point to focus momentum flow through the flow of motion.
He uses base structures for just about all his letters; even so, they are still
stylized, especially the "S". For this reason, structure would also be a bit
of a priority. You would continue this process for all three pillars of art to
gain a fundamental understanding of your style. Along the way you'll find
that notstylized, suchaslinesin th i

thenyou'll find fundamentals that simply aren’t present such as "forms m
just about all tags. When an art form’s default state excludes an element of
art, the element of art generally isn't present in that art form, but it becomes
optional to include. Texture in tags is a great example of this, where most
tags don’t feature texture, but they could if the artist wanted to. All art iorm
specific p , but many tecl ti

e By WY

Once you understand that, you have a choice to make; you can either continue
to progress that style, or you can create a new style. To progress a current
style, you'd take the fundamentals your style focuses on, learn more about
those topics, then test and experiment with newwaystoaﬂect and use those

ou'’ you
can choose to keep the lesser fundamentals the same, or you can choose to
begin working on some of those as well. Changing the lesser fundamentals,
or the incorporation of them, will normally change the whole look of your
style since you're now exaggerating new fundamentals that weren’t being

utilized before.

Remember, style is not
something any artist in
any form of artis bom
with innately. Style is
something you craft
over years using your
understanding of the
fundamentals. If you
dont know the basics,
you wont be able to
craftafirststyle notto
mentionasecond.
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To begin crafting awhols style, you'd acknow ledge the basit tly
being iocused on within your work, and you 'd do one of two things. Our first
methodi d
Let's say you normlly like to exaggerate LNP with heavy amounts of overtaps;
instead, try to exaggerate LNP by altering how high or low letters are, the
tiltof the letters, or angle of your name. You're still exaggerating the same
fundamental you're used to, but now you're altering it in a way you're not
used to. When doing this, you're bound to run into new fundamental flaw,
new problems you'll have to overcome and thisis perfect, we're looking for
this exact scenario. When we’re faced with new mistakes, and new errors,
we're forced to find new fundamental solutions. These new solutions will
manifest into our new style. Going back to our past example of trying new
LNP, let’ssay and/or ,and now we've
created problematic valleys. Our job would be to find a way to fix these
valleys, so maybe we add some LNW to one or more letters to help fill the
space. Another option would be to u se different structures, or assuming you
can handle it, you could add some letter distortions to help the structure
reachinto ys. Keepin mind, thes youcando
this for any and all of the fundamentals in any of the three pillars of art so

the only limitis your imagination.

The second method of crafting a new style is far more straightforward.
Like before, we’ll want to have a clear understanding of our style and the
fundamentals we exaggerated to get to our style. Instead, this time we're

going to avoid those same and instead we'll
Feel fi y pickoneor

t ing, and one or two new ones to replace

themwith. An aggresswe approach to changlngyour styleis harder formany
artists, ed artists, butit has thy impacton yourwork.
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Wecoveredeachofthese
inthe book. Be sureto
always double check
your letters for these
problems, and if you
spotthem, trytomake
corrections.

ookatyour tags, you more than likely h ave broken structures ifyou're

new to graffiti! Most new graffiti artists have a tag full of broken letters

so let’s learn what causes letters to break. There are a few different

ways a letter can break, and all these different causes are a result of
bad fundamentals. Letters can break for the following reasons:

Lines/boxes don’t connect/align properly.

Hyperextended boxes/lines.

The structure isobscured ornot present.

There are too many distortions.

Key areas have been blocked, segmented, distorted.
« Notenoughnegative space.

Oncea letter s broken, the chances of your whole name breaking along with
itrise exponentially. On the other hand, in some cases, a letter can break to
the pointwhereiit’s nonexistent and yet the name could still be keptintact.
Mind you, this is not something to strive for, and this is by no means a good
result. Thisis importantto kn you canmore i

in graffiti.

If your graffit is kept simple enough, and you have a broken letter for any
reason, then readers may still be able to read the whole name, including the
broken letter, Using GRIM as an example, if| were to break the “R”, then the
nameis likely to still read as Grim. Whoever is looking at this would replace
the broken letter with every letter in the alphabet in a matter of seconds and
conclude that the missing letter has to be an "R"based on the "G”, "I", and
“M".Insome advanced and heavily stylized works an artist might replace a

v
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letter, oftentimes "0 ", with a character, ora symbol to suggest the
letter. Inthese cases, you'lluse the same context to piece the name together.
Thedifference here s the letteris not meant to exist and would be planned
around. When doing this, replacing the letter completely is considered the
most extensive of distortions since in many cases your distortion resultsin
a whole other art form (for example, a cartoon character). However, you
canbreakthe nameif you don’t perform the symbol or character corredly.
Therefore, the symbol or c haracter doesn’t need to follow graffiti's art form-
specific fundamentals for the most part, though it should still flow, have a
sense of cohesion, purpose or reason, and respect graffiti's fundamentals.
Thatistosay, the symbolshouldn’t destroy the fundamentalsof other letters
while also functioning within graffiti’s style threshold.

BREAKING LETTERS
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Common Mistakes

'msure you'll agree we've all been guilty of certain common mistales in

graffiti, mistakes just about every graffiti artist and writer makes. In this

chapter | want to take a second to point out some of these mistakes so

newer graffiti artists know exactly what hurdles they mlght face as they
progress. We'll les submitted to us from th to
shed light on these topics and show in practice how they negatively affect
your work.

Adding too much around thetag (exterior detail).

Biting and copying help learning.

Some letters slanted and some straight in a way that results in clashing
flow.

Forced connecting letters/one-liners.

Using style in every letter, and related to that is lack of consistency
between letters and prioritizing style over basics.

. i when it’s i inedin flow chapter).

Crowns.

Starting at the top oit he llstwnhaddlngtoo much style we haveataghere
from Enortwhere he

Ifweisolated any of these detail: 'them would bewrong. The
issue is more so the effect they have on other fundamentals such as weight.

Looking at the tag, the "E"is the largest letter by a long shot, and the "N"
has a decent bit of weight to it as well. The "RT” combo on the other hand
doesn’t have nearly as much weight as the left side.

v
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Now, factori i theheavyleftside, the
the arrow suspended in midair with nothing under it and what you have is a
heavy left side that wasn't planned for. This results in the tag looking weak
due to some structures lacking weight. Before we move on though, notice
the large gaps between each letter. While this causes many other flaws, |
wanttofocus on how this hurts weight. Since the letters are positioned so
far from one another, letter groupings can’t effectively or easily help carry
the weight of other letters i their group. In addition to that, the enlarged
valleys allow for some letters to appear asif they're suspendedin air, drifting
off, or about to fall over. The "E”, "N", "0" are all examples of this.

Next up, copying, also referred to as biting, is rampant in graffiti. Plenty of
graffiti artists credit all of their progress to biting, saying things such as,
“You getinspiration from others’ work, slap it onto your work, and change
itto make it your own.” All this resultsin s the artist spending the next few
decades continuously doing this, relying on other people’s work to fuel their

and ontrol style, them justas
knowledgeableorln somecasesess knowledgeable thanwhen they started.
Whyis thisthe case when copymgcanaauauybeareally greatlearningtool?

ls(he firsttime many of these concep(s have been talked about.

Therefore, when graffiti artists copy, they're not thinking of the science behind

why or how certain stylistic choices affected the fundamentals. Rather, they
simply bite what they like, slap it on their work without ever thinking why or
how that detail works. Worse yet, plenty of times people copy details that
aren’tcorrect to begin with and this leads to practiced bad habits. To make
matters even worse, ifthey happen to copy something thatis correct, then

they copy itand useitin the wrong way. Copying correct parts of peoples’
work is the equivalent of taking a math test, and seeing your friend has 2
+2=4, and you copy their answer despite your equation being something
totally different. In other words, you've copied an artist’s correct ans wer,
and you placed it on the wrong problems. Remember, sometimes it’s not
the styleitself that'sincorrect, butinstead it's the implementation that's the
problem. So how do we copy correctly to get better?

Fine art does this amazingly through master studies. A master study is
when you sitand recreate a master’s work and all the while you're critically
analyzing all three pillars of art, or, if you're choosing to take a more focused
approach then you might study just a few fundamentals. Some artists take
thls a step further and instead of recreating an exact copy, they recreate

usingon Graffitiartists cando
the exact same thing, the issue is, to do this you have to first know of the
fundamentals so you can study them.

S
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Without! do aproper
master study and this brings us right back to the atart of this convereation
where copying became rampant.

Nowto beclear,afullon master study pieces,
and not nearly as necessary for hand styles. However, any artist can still
learn plenty from other peoples tags by breaking down the fundamentals
in the handstyle.

P4
'

Let’s continue on with letters that don’t flow, normally from the letters leaning.
inways that clash. An example of this could be seen in Sly’s handstyle here
where his baseline has a serious lean toit. On top of that, he sits the "S" on
the baseline but since the baselineis slanted, the "S"takes on the same slant
that forces the "S"to lean to the left. From there he takes the "L"and forces
ittolean hard to the right-hand side. Now that we have at least two letters
tocompare, we can see how any opportunity he might have had to flow the
top ofthe "S"with the "L"was lost due to the positioning. Even though the
bottom of the "S"does flow with the "L",it’snot enough to compensate for
the lack of flow everywhere else in the tag. Once we get to the "¥" the style
changes, and the "¥" doesn’t share the lean of the “L"so any hope of flow
has been lost at this point.

Both artists Gawks and Here27 do great work with leaning letters and line
uniformity/similarity.

te
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We can easily change this by repositioning the overlapping letters by moving
any ofthe letters up or down, and even changing the amount they overlap.
Doing this allows us to keep the key structures integrity, and/or find a better
location to flow. Regardless of your reasonings, make sure to plan and work
around the weight and negative space this creates.

Squash and Stretch

O O

An effective way to bring your graffiti to e isto give your letters avariety of
different sizes! Thisis an extremely effective way to add style butifyou're not
careful you could end up with amess on your hands, so we're going to talk
about the potential obstacles this presents and how to handle them. Really,
we only have a few options to skew size: we can squash the letters inward
to make them thinner, or shorter, and we can stretch the letters outward to
make them wider or taller.

Remember in our weight chapter, we briefly mentioned how you can create
equally sized sections for each letter to exist within to help ensure weight?
When we squeeze or pull our letters, we're more so talking about changing
the size of the letter’s allocated zone i t can encompass. Each of these com es
withits own obstacles to overcome so let’s go over some of them.

Squashinga lettertomake it shorter will create negative space under and/
or above the letter. Since the letter is shorter, it’s going to lose out on letter
weight, and we’ll even lose negative space within any counters of the letter
since the counters will be smaller due to the letter’s size.

]
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These are the initial effects of our

actions, but the side effect is now

we may cause a flow issue due to the

enlarged negative space surrounding

the letter, and we're going to have a

letter positioning issue as well. Our

goal should be to use our knowledge

of the fundamentals to balance the

shortened letter, fill the space if needed, and create flow within the shrunk
letter. Ifyou think back to ight chapters, you'll that letter
higher up have more weight due to anticipation, and you'll remember that
letters can hold one another’s weight as well.

Knowing this, one of the infinite

solutions we can use s to raise our

“A"letter higher to counter its lack of

weight. Then, using the neighboring

letter, we can either lean the letter to

fill space and hold the raised letter,

or we could also simply move the neighboring letter closer to overlap, or
we can do both at once. Doing this compensates for the shortcomings of a
shrunken letter, not to mention the added bonus of additional flow from line
uniformity of the diagonal line from the "C"serif leading into the “A" serif.
When done correctly, it can b ecome an effective stylistic tool.

Mane does this in his tag where he c the "A'andthe "N

Notice how the "E"isn’t as small as the “4" and “N" and instead it reaches as
far down as the "M"; this creates a valley under the "4” and "N"that Mane
notices and ills with an exterior detail. The exterior detail helps not only to
fill the space but also to lighten the load of the "4”and "N".

kK BB

However, if we squish the letter atits sides, suddenly we don’t h ave to worry
about negative space directly above and below the letter since our letter will
still reach the cap line and baseline. Instead, we have to worry about losing
letter structure from a lack of negative space in the counters or having a
weak letter structure due to the thinner compression.

Ly
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Here27 takes a very simple approach to the handstyle, opting for base
structures with very parallel lines. Though you don’t have to be uniform
with your lines, what's important to note is that he’s still able to realize large
amounts of flow despite his letters being further apart.

With spacing this large, flow was really only possible by using uniform leans
on the letters so that the lines could be uniform too. In the case of Gawks, |
thought h»stag made for a perfect example since it features transitional flow,
afeat ould be harder in tags d fewer lines to transition
with. Knowing his name, he understands he wants to begin with a slight left
lean and he wants to transition to a right lean part way through the tag, He
looksatthe tools he has and decides the "W"is the perfect place to change
the lean. Not only does the W provi

left and right sides, but the "W"happens to be in the middle of his name!
With this, he can easily swap from the left lean to th e right and mamtam flow
through the whole tag. | you don’t need a i me,
you don’t need a "W", or an "M", and you don’t need anything o!her!han
practice with any name to be able to transition. All names are capable of

ioning flow though ight be easier hers. The point being,

the moreyou s(udyyour name, the moreyou’ lunderstand Hs strengths and
weaknesses and the better you'll become at working with those qualities.

Connecting letters can be easy but that doesn’t mean that you have to
connect, or even that you should connect whenever given the chance. An
issue often seen in newer artists’ work and even some intermediate artists’
work is when they force letters to connect for little to no reason. This can
end up having the reverse effect of decreasing flow, and it can make two
connecting letters look asif they don’t mesh with the other letters that don’t
connect. In the case of TBone's tag, he has great letters, but forcing them
to connect only creates unnecessary linework that only serves to clutter,
decrease negative space, distort structure and decrease letter uniformity
resulting in negative amounts of flow. Notice how the "T" is really sharp
then suddenly, at the top right, it curves to lead into the "B’s"” bowl. The "B"
then takes on an extremely rounded structure, and despite using an angle
top variant for the "B", the top is still rounded due to the prominent hairpin
curve that helps make the bowl.
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This "B" then fails to connect to the "0" so the "0" stans awhole new line

thatcurvesandi a sharp "N" Asid f
7E7 2llof the indi greatif in different tags, but
together i f cohesion. i lett d givi h

of them room to establish their structures would go a long way to help this tag.

Look at the tags submitted by Weak and Guidas. Starting with Weak,
each letter connects to another, creating what is known in graffiti
as a one-liner (a tag done in one line). Each connecting line is for
the most part hidden, and his structures are well established even
though his positioning is really tight. This is a prime example of how
to successfully connect your letters, by having them connect in a
way where no fundamental is being destroyed due to the connection.
Certainly, Weak could have written each letter separately from
each other and the letters would have looked exactly the same,
but connecting them provides a smooth, faster execution of the
tag while also boosting flow. Flow benefits not only from the tight
positioning for line uniformity/similarity but also from small bursts of
the first method of momentum flow, particularly in the rounded areas.

h onnectsmany of hi but

notice how notall of them connect. Animportant skill for connecting your
linesis to be able to distinguish when it's necessary to conn ectand when it’s
not Thisisa skrll Gulgas has he connects when |t benefits his tag, there’s
eating. ders. That's really a
hldden culprit oﬂhls topic, llne order. When forcing connections, it can be
p complicated paths asyou’re writing, These unnecessarily
complicated paths change the orderin which you write your lines, and this
changes structure along with every other fundamental. Guigas doesn’t fall
into thistrap, no line is wasted.
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Notice, when he doesn’t connect, for example, his “s”, he still manages to
flowjust fine using line and letter uniformity and similarity.

Style can be a lot of fun to work with, but it's often not needed in every
single letter. You've seen before how Guigas was able to have tons of style
in a tag while focusing most of his style on the first and last letters. Adding
styleto every letterin atagcan easily cause a cascade of issues. Each letter
inits base structure begins with a certain level of style, and each letter has
a different sensitivity to how it reacts to style. For example, some letters

like "X"and a variant "E"begin with a large amount of style, and therefore
smallstylistic changes don’t have huge impacts on the letter. However, with
avanan(s(ruclure "A", or base structure "D", these letters don't have much
hel andrasticallyimpact

of style they have. When we look at the tag by Maxed, we see how addlng

style to every letter may not always be the bestidea.

| changesto

Looking at the hand: quickly jumping from low
styleto high its of styleand as aresult none ofthe letters
fittogether. Being base and variant structures, you'd expect themallto flow,
butinstead the difference in style from one letter to the next breaks the flow.
Now remember, style can be more than just structure, its size, possition and
every other fundamental. Just like our past example in this chapter, each letter
would workﬁnemseparatetags buttogethertheylose their flow. Without
hatand hoy arebeing affected by the stylistic
changes, anartistcan't keepthefundamentals intact. In other words, all of
the fundamentals fall apart if you're not careful when adding style to each
letter. Keep in mind, we're not saying you shouldn’t or that it’s impossible
to add style to each letter. Rather, we're saying that when you do add style
toeach letter, be very aware of whatyourstyleis doing to the basics soyou
can ensure your work remains fundamentally sound.
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Take the tag from Rento as an example. We end up seeing a very similar
scenario to the Maxed tag, what’s different here thoughis Rento considers
the effect of each letter being stylized. He’s careful to look at the similarities
each letter has and tries to style each letter to capitalize onthese similarities.
His "EN"and "T"areall pand straight "0"is
round and the "R"has both round and sharp/straight lines. Knowing this,
he decides to change the "R" to a variant square bowl "R" to reflect the
angular nature of the "E", "N", "T". The "E" gets a small serif to add more
verticality to the right side that helps flow with the "N". Not much happens
on the "N", but the "T"not only has a lean to it but this lean helps the top of
the "T"to flow with the bottom line of the "E"through line uniformity. Not
only that, this slant also helps to flow with the top of the "0 as well. The
top right serif of the “T"then slants down to flow with the diagonal angle
ofthe "0".Rento’s "0" has lots of style added to it, but since he stylized the
other letters and he went so far outof his way to make the "0"flow that his
letters still flow with one another.

Now something seen all too often in graffiti is the use of crowns by new
graffiti artists. Crowns in graffiti represent a title that is passed down and
earned by writers and earning the title of kingis no easy task. Understand,
illegal graffitiis 100 percent about giving and getting respect, and writersin
the community hold one another to this truth. Most writers will write their
whole life and never come close to becoming king. To be a king you must
getyour name up more than mostif notall other writers in the area, and you
have to maintain a leading presence in these areas for an extended period of
time. Not only that, but your skills also have to be at a certain level to even
be considered a king.

Even though amateurs who getupa lot might get respect lrom afew people,

your presence. Th ly comes
downto ifyou're atoy who gets up a lot and presents as a king, then you'll
havetoc t othertoysas well writers.
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since this hypothetical toy king is still new, the other amateurs are stiff
competition for the toy king, but none of them are worthy of the title el(her
When two toys g their

will see this as equal ition. However, if an i , seasoned
writer were to be crossed out by a toy, no seasoned writer would look at
that as equal competition; even onlooking amateurs would see this and
know the toy is out of line.

I! anythmg. the toy would be seen as disrespectful by experienced writers, and

would be | wouldn't be taken seriously. This
|swhy skillis necessary to maintain the title because your skill determines
how others perceive your challengers, and you only gain the title if others
perceive you to be worthy of it. If others don’t feel you’re worthy of the title,
thenyou're no king at all. All of this means the following:

The mle of kmg, and crowns, are veserved exclusively for writers (people

ing. havingalarge
social media following will notmakeyoua king/queen.
. Ifyoudografitii beir i i thing
asthere’: ition, likely no kings to pass i 1, and no
credible it ifyou’refit 19 thetitle.

Amateurs (even inbig cities) carit be a king due to lack ofskill and lack
oftime in graffiti.

Puttingac nd;
among those whoyou re attempting to impress with the crown, but it also
is a sign of disrespect. Only because | know that many new graffiti artists
getseduced by theallure of graffitiand they letit consume their entire life.
Remember, you don’t have to do graffitiillegally. Enjoy the art form legally
ifyou’d like, but any experienced, mature-minded writer will tell you doing
thisartformillegallyis not atall worth it. Anyone who says otherwise doesn’t
have your best interests at heart Those who do it llegally understand every
writer gets caught at intifyou doit h; the

it no matter how good you think you are.
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Roadmap of Progression

ike anything in life, it takes time to become better and, in that time,

you'll have plenty of ups and downs. There will be stretches of time

progs kets, thenyou'll h oftime

it ’renot making any at all. Inthischapter|

Want to explain what you can expect as you go through the different phases

of your art journey. Normally, beginners in just about anything see lots of

rapid progress so long as they have two things: first is good information

about the fundamentals, and two, disciplineto practice that information.

n are

overarching, and very general mistakes. Say, for example, they wanted to

begin doing graffiti and they write the letter “W,” they may mess up and have

shaky lines, they may not adhere to the structure properly. These mistakes

aren’t small, so when they fix these, the improvement is a stark upgrade

that's clear to see. However, as you continue, you'll have learned and fixed

these overreaching issues, and as a result your mistakes will become much
smallerand harder to notice to theinexperienced eye.

It'sat this pointthat many artists (even professionals and masters) begin to
feel like they've plateaued, and they may even become confused as to what
needs to be done to get better. One of a few things could be causing this
plateau, and one of these s not only a good thing, but it's necessary. The first
reason plateaus happen is that the artist hasn't been taking in new, credible
information. If you're not actively studying good quality information then your
knowledge and progress will s!agnate andin my lwenty years of teaching,
thisisby far for: . T

for plateaus is when you've taken in plenty of new, qualty information, and
yourmind needstimen ot
i, but you need time to practice that information to learn how to applyit.
Without this plateau you'll likely forget all that new information, and you
won’t be able to use most of it. This period actsas a (oadmgscreen soyour
skilland an catchup and fthe Both
plateau periods are commonly mistaken for “artist’s block,” but despite
the fact | named my company after that, artist’s block doesn’t exist. No

artistwith a professional skill and knowledge level ever suffers from artist's
block, and this is because they continuously learn, then practice that new
information, and they know enough about the fundamentals to generate
qualityimages consi Any artist: from this either
lacks knowledge of the fundamentals, hasn’t enough skill, or they’re lazy.

Inspirationisa luxury, motivation is a privilege; don’t focus on these two,
they’re excuses for procrastination.

9
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If you manage to draw even when you aren’t motivated, you'll notice you
quickly become much better than you otherwise would have been. Doing
this also gets you backinto the loop of p . Once this plateau period
has ended, you'll continue this cycle for the restof your art career. It really is
just a constant circle goingfrom progress > the new
information) > progress, and so on. The only things that can break this cycle
are if you stop practicing or if you stop learning new information. Building
your skillin your sketchbooks is a great place to practice, but expect a dip
in quality when switching to any other specialty medium. Let me explain.
In art we have typical mediums such as pencil, pen, markers. These tools
don’trequire you to learn new muscle memory orlearn how they function.
They have a relatively lower bar to entry since there s asense of familiarity
with them. However, specialty mediums either require you to build a whole
new muscle memory, oryou have to learn tons about the medium to know
how it functions. Spray paint, watercolors and oil paints are great examples
of specialty mediums. If you learned every single lesson in this book, and
you mastered all of it, then you declded to use a speualty medlum you've
neverused, you'regoing 't
have. Let’s imagine we resurrected Leonardo Da Vinci and we puta spray
canin his hand; his lines may not be straight, he might not be able to blend
convincingly. Maybe his can controlisn’t the cleanest and he’s not able to
paintrefined, expertly executed anatomy. Clearly amaster such as DaVinci

pract pecialty
lowers the quality of his work, and the same will happen to all artists when
they begin with a new specialty medium.

Ishould also note, this downgrade doesn’t mean they’re bad artists, they
still have all the same knowledge and skills to be a professional after all.
They simply just haven’t learned that medium. While masters and pro-
level artists are still affected by this, the downgrade is minimized smcethey
canlean on their knowledge and skils n thefirst two pillars. Nowif you're
hityou hardersince your and
skill can’t compensate as much for the lack of technique with the specialty
medium. If you're an amateur, this downgrade may not be all too noticeable
sinceall of your mistakes are still overarching, and all of those mistakes are
moreimportant than the issues with technique.

Examine your work. Are you new to art, graffiti as well as the medium? If so
then study all of the three pillars of art, including techniques for the me dium
you're using, Are you experienced n graffit, you know the basics, but you're
new to the medium? If so, then study about th tice
fundamentals in the first two pillars (elements of art and art form-specific
fundamentals) to help yourself get acclimated to the new medium. For
example, an experienced artist using anew medium might practice forms,

Ly
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Closing Chat

ow that we've reviewed the basic science of how graffiti works, let
me start by thanking all of you who've not only picked up this book,
but those of you who invested your time to read it. To those who
submitted their work to the book, | give a special thanks, as your
graffiti helped immensely in teaching many of these topics. As you continue
your graffiti journey, always remember, no matter how advanced, all progress
happensm the fundamentals I!you re just s!amng in graffiti, you now have
toreach
l 've laid out the comprehensive guide and the full science of how graffiti's
fundamentals work, all you need to do now is study and practice and you’ll
realize your full potential in graffiti. With that said, graffiti is still a young
art form with plenty of room to grow and much to discover. Keep arefined
focus on the fundamentals to uncover more of what graffiti has to offer, so
you can push the art form forward. Our next books will expand on these
very fundamentals to teach the science behind throwies and pieces, and a
fourth separate book will explain the science of style in all art forms (this
includes graffiti). My hope in writing this book was to help more people than
I ever could through classes and individual cnthues Over twenty years of
graffiti and teaching, I've helped f artists, but
plenty more | couldn’t respond to due to only having so many houvs in the
day. Now with lhls resource available, anyone can get the best and most
credibleil they need right here in this book. If you’d like to sh
your progress with me, always feel free to reach out and share pictures. |
love seeing your work, and even though | can’t always respond to all of you,
I do try and take an hour or so each day to connect with as many people as |
can. Attheend of the day it all comes down to practice, study and patience,
and with that you now have all the tools you need to get started with graffiti.
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Basic Structure / Skeleton Hand

heseare the structures you'll practice and use as anew graffiti artist.
Study and practice the information in this book using these letters
and if you can learn and master these, then you can move on to
variantstructures.

OB bCDJdE

XT3 =Z=— D> =i
~<O>=S7]"M
~X—Oor—-b
N—+Tv—®
Co <
CO3T
<>
=N H
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Variant Structures

When demonstrating different variants we will not be showing letters that
havenovariantssuchas "0", and false variants wont be included either. Once
you've learned graffiti's fundamentals u sing basic structures, lear graffiti's
fundamentals using variants. Variants will introduce new challenges, and
iables with th h les will cause new
issues in your work. This will give you the opportunity to apply the same
lessons in the book to more difficult structures, and if you've learned the
science of the fundamentals we taught, then you'll handle these letters
just fine. If you struggle, then go back to the chapter of the fundamental
you're struggling with to practice and study a bit more. You dont have to
fearn and use, each of these, because similar to math, if you've learned the
fundamentals/formula, then you'll know how to use all of them.

asrvOo ™
Do sl
Qb
aad
QI
(ul ok |ab)
Ao
AJAAm

Lo

d

Remember, you can
remove structure serifs
from square strokes,
and you can even add
extension based serifs
to structure based
serifs.However,youcan
notaddstructurebased
serifstoextensionbased
serifs
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CIOKICIEICIU <C

The angle back "C"
needs the serifs to be a
variant structure. The
square "C"can detatch
both serifs, or we can
detatch the bottom serif
while maintingits variant
status. Detatching the
top, while keeping the
bottom makes the
structureclosertoa 6",
rather than the original

oo QWW
vV N{valny)
(AN YAV AV Y)
ocWmmw
TWwWaw
rwnaw

wRaw

WV

L g
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value, and lines and such to get familiar with that medium. Doing this will
ensure you're comfor gh with the medium t 1l of your
skill and knowledge in that domain.

Now most graffiti artists who’ve existed until now have practiced
predominantly by trial and error, meaning most \f notall of their progress
camefrom line, shape, letter

numattertheamorm slmply
due to the iact that we have to use lines and shapes to draw most things.
Evenifyou never study these topics adayinyour life, allartists willinevitably
make tiny bits of progress in these topics. Techmques on the other hand,
whetherit’s using pens, markers, or spray paint, are what graffiti arti
to focus on. Technique alone won’'t make someone a good or bad artist,
but it can certainly make good art look better. However, having all of your
progress hinge on just these few fundamen tals will cause you to miss outon
reaching your full potential. Due to the lack ofinformation about graffiti, and
the loose nature of their practice, they more so gain an intuition for all other
fundamentals within the three pillars of art. This leaves plenty of room for
practiced bad habits and misinformation to slow down the learning process
by years or decades. In my experience I've found if you keep it simple, and
practice the fundamentals, then you can expect to reach a professional
skill level within three to five years rather than the one to four decades it
normally takes graffiti artists. It's worth making note that how much you
practice can change this.
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FFEP

Allof these are variants
o the lowercase "F",
asthe miniscule has a
rounded top portion
thatdirectlyconnectsto
thestemwith novertex.
‘This allows us to create
the top and stem with
new strokes. However,
becasueminisculeand
majiscule *Farealmost
the same structure, these
variants can work for
uppercase”F",

DAoL caaPIAOD
DN A0
DWW cad 114D
QA <ag? 010D
Qe NIQD
QcAcs VDG
cAse GG
Dica WO

Ly te
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Unlike the lowercase [ H .
"N', therightsideof "H" q d J
has to reach the mean

line. This makes certain
strokes less viable to
usesincetheydonthave
the space to develop
theirshape. Thisiswhy
miniscule "H" doesnt
have the same variants
as"N".
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similar to what we
saw with “F", the
"P's" variants can be
interchangedbetween
theupperand lowercase
versions.

52
==
=
=
=

T O
A
~D
T
<D

L g
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ton of structures that
are common yet not
variants. However,
many ofthese comevith
plentyofstyle,and asa
result, plenty of contrast.
Also, keepin mind, many
ofthesquaretopvariants
needtheseriftoprevent
them from turning into
a"s"

S
3
S

L L
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WWWw

The letter "W has a
higher base style than
M" 50 even though
they're similar, the "M"
hasdifferentvariants.

Vinpis
(dnfd
CeC
e

is 28 cc—C
cs esle T
cCecc

Al

L e

186 ULTIMATE GRAFFITI GUIDE BOOK BASE STRUCTURES BASIC/VARIANT 187



Glossary

1. Straight stroke: A line with little to no bend used in graffiti to define
andcreatebase structure.

2. Round stroke: A curved line usedin graffitito define and create base
structures.

3. Angle stroke: Acombination of twolines coming togetherat an acute
feiea s b

4. Style threshold: Used to describe either th g e aparti funda-
formcan itin I, specific, or personal
style. Can also refer to the aaceptable range of style for aparticular subject
matter/image in the context of other elements in the same piece of work.
Example: A pi ly be imple before it be
straight letter,and it can only beso advancedbefore itbecomesa wild style.
This range is a piece’s style threshold.

5. Basestyle / Natural Style: Refersto thestartingamount of stylea base
structure has before the artist exaggerates and fundamentals.

6. Square stroke: A combination of 2-4 lines that come together in a
square line shape used to define and create base structures.

S Acormbination of ight and one cur ved line
dto defi b

The mai

8. Key : the letter
tial anatomy. Normally refers to all base structures but can include higher
style threshold non-variants’ structural makeup.

9. Key point / critical area / critical point: Sections of a letter crucial to
defining the letter’s structure. When obscured or eliminated the letter falls
apart.

10. Nib width: Refers to the size of your writing tool.

11. Suggested structure: Indicating a letter’s structure without show-
ing the normal structure.

12. Suggested line: Refers to the ability to define the direction of a cov-
ing at its trajectory itwas obscured.

v
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13. Total space: Entire allocated space your graffiti fits within.
14. Positive space: Area that is occupied.
15. Negative space: Empty area that is not occupied.

16. Valley/cup/pocket: Negative space created by the outermost edge
of your graffiti.

17. Basic. A g i irsimplest
form/lowest stylethreshold.

18. Base structure: Category of letters made using only the basic strokes,
consisting of basic and variant structures.

19. Variant structure: Alternate versions of the basic structures made
using different basic strokes.

20. False/fake variants: Letters that appear to be base structures but
function on too high of a sty ‘tuse the 3
typically due to containing an extension-based serif.

21. Elements ofart: Fundamentalcomponentsessential for the creation
of allart. Line shape, form, value, space, color, texture.

22. Art form-specific fundamentals / fundamental set: A list of basics
thatgovern, define and categorize aparticular form of art.

23. Technique: A method usedto create or perform an artistic tasksuch
as the tools you use and how you use them.

24. Three pillars of art: Categories of fundamentals that allow for all
i Consi t, artform-specific

andtechniques.
25. Vertex: Point where two lines meet.
26. Bisector: Linethat divides anangle into two equal parts.
27. Connecting line: an extension used to connect two letters.

28. Practice: The process of studying, andlyzing and learning thebasic
science and formula behind the fundamentals.

Ly
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29, Exterior detail: Additional elements that typically aren’t attached
to the graffiti.

30. Extension: Additional parts attached to the structure that are not
necessary to create the base structure.

31. Extension (c i ion): Larger ti parts added
to graffiti whose main anatomy is its travel distance.

32. C ion: Smaller parts to graffiti whose
main anatomy is their origin and destination resulting in little travel distance.

33. Origin: Beginning anatomy of an extension.

34. Travel distance: A section of an extension’s anatomy between the
originand destination.

35. Destination: The ending area of an extension. This includes things
such as arrowsor other details added at the end of extensions.

36. King: A renowned title given only to those who do graffti illegally,
control a large area for a prolonged time and also have enough skill and
experience to earn the title.

37. Get up/Getting up: Putting your tag name around illegally.

38. Toy:Amateur graffiti artist wholacks skill, knowledge ofthe history
ofgraffiti, lacks respect, or any combination of the three.

39. Writer: A person who does grafiti illegally

10, Grafftiartist: A p £ s

41. Philly handstyle: A regional form of graffiti.

42. Tag/handstyle: A graffiti artist’s signature.

43. Throwie / throw up: A category of graffiti typically featuring larger,
fatter, rounded letters used as a quick method to get a name on a surface

in away that is easy to spot yet completed in a timely manner.

44. Piece (category): One of the three major forms of grafiti that allow
formore detail andstyle.
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45. Piece (subcategory): One of the three forms of pieces that allows
for letter distortions while remaining legible and under the style threshold
of wild styles.

46. Strai y): i (categ
whose structures remain as base structures and function under the style
thresholdof pieces (subcategory).

47. Wild style (subcategory): The most advanced form of pieces (cate-
gory) that functions above the style threshold of pieces (subcategory) with
no limit to the amount of style that can be added.

48. Negative space The ible for orga-
nization and control of all empty areas in and around. gmff fiti. This includes
closed and open counters, valleys, kerning, and total space.

49 Lettername weight: The ibility for
the attention of differentcomponentsin graffiti.

50. Letter name it ible for how one
positions the different characters of graffiti and the wordas a whole.

51. Letter structure: Theanatomy of graffiti.
52. Flow: Refers to the cohesiveness of your graffiti.

53. Momentum flow: The illusion of movement throughyour letters.

54. Line uniformity/similarity: A method of flowis achieved

55. i ity,/simil methodof
making larger anatomical motifs of graffiti more alike to create cohesiveness.

56. Basic boxes: Refers to each individual lineand part of a letter’s struc-
ture. Most often used to refer to pieces and throwies.

57. Breaking letter: ing graffiti
addingstyle.

58. Hyp ion: Bending or inga basic box/li ide its
range of motion.

L

ULTIMATE GRAFFITI GUIDE BOOK

59. Range ofmotion: The distance a line/box of structure canrotate on
its axis before breaking.

60. Letter distortion: Amethod of addi byadding
basic boxes/lines.

61. Two-story letter: A letter with two counters on top of one another,
such as “B” or lowercase “a.”

62. Starting/ending flow line: Two strokes that are used to initiate link-
inglines.

63. Linking line: A stroke used to bridge the gap of flow between a start-
ing and ending flow line.

64. General letter shape: Refers to the overall shape of a letter’s anat-
omy. Square, triangle or circle.

65. Point of contact: Amethod used to help determine a letter’s gen-
eralshape.

66. Letter groupings: Amethod of organizing your name to pan out fun -
damentals in a more methodical manner.

67. Visual weight: Refers to the amount of attention an element within
apiece ofart attracts attention.

68. Biting: To copy or steal other’sart.
Tools

69.T and
techniques familiar to the average person, even those who have litle to no
artistic skill or pens, markers, ¢ il:

70. Specialty mediums: Tools that require the artist to learn a whole
new set of skills through new muscle memory, learn how the tool functions
orboth. Example, spray paint, oil paint, watercolor.

71. Color: An element of art dvalue.

72. Hue: Refers to the p or

73. Saturation: Refers to the intensity or purity of the color.

74. Value: Refers to how much white or black (how light or dark) a color is.

N
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75. Taper: The transition from thick to thin.

76. Extension formula: The process that allows extensions in graffiti to
function as a detail without dlm:mshng fundamentals. Flaw atthe origin,
for flowat

77. Extensic tomy: The different sections that act asa
middle and end, and make up allthe details of this kind. Origin, travel dis-
tance, destination.

78. Origin: The start of an extension normally determines the initial
direction ofthe extension.

79. Travel distance: The middle of an extension.

80. Destination: The end of an extension. Normally concludes the objec-
tive of the travel distance.

81. Double structures: A method of letter distortion where one single
letter contains multiple versions of a single letter segment, or results in a
single letter that combines two structures. Example, double structure “I”
where the tittle is added, but the top crossbar is removed, or an R with both
atwo-boxleg and aone-box leg where neitheris an extension.

82. Master study: The process of reproducing a piece of work while study-
ing how the artist used each fundamental of the three pillars.

83. Anchor letter: A heavier character used as a focal point that helps
balance and carry the weight of the name.

84. Uppercase (majuscules): Larger, taller version of a letter that typi-
cally weighs more than the lowercase letters.

85. Ascender height: Space between the cap line and the ascender line
reserved for extra details.

86. Ascender line: Imaginary border that defines the uppermost limit
ofyour letters.

87. Baseline: Line on which all lettersrest.

88. Mean line: The center border between the cap line and baseline.

N
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89. X-height: The space between the baseline and mean line.
90. Cap height: The space from the baseline to the cap line.
91. Cap line: A border where the tops of capital letters will reach.

92. Descender height: Space between the baseline and the descender
linereservedforextra details.

93. Descender line: The lowest border your letters will reach.

version ofa letter.

94.L, i P

95. Segment: The process of detaching parts of letter structure. Normally
done unintentionally and often breaks the letter.

96. Style: The exaggeration of the fundamentals.

97. Letter anatomy/segment: Different structural pieces that come
together to create an individual letter.

Letter anatomy definitions

98. Vertic the x-height.

99. Bow!: Elliptical or rounded form that creates the main stroke of a
letter while creating a closed counter.

100. Counters: Negative space enclosed or otherwise, created by the
structure of aletter. Counters can beclosed, such asthe letter D, 0, or open,
such as the letter C and G.

101. Crossbar: Horizontal stroke that makes up a part of a letter struc-
ture, typically connecting two stems or two parts of a letter.

102. Crossstr iz pi psthe stem.

103. Partofa letterthat baselir

104. Finial: Curved ending of a letter.

105. Shoulder: A cur from the stem.

106. Spine: Main curved stroke of a letter.

N
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ofthe structure connecting backtoit.

108. Serif: Extra stroke at the start or the end of the letter structure’s
stroke. Ingraffiti thesecan be ized ir ion-based
serifs or structu ifs. Stru it made whenusing .

109. Stroke: A line used to define letter structure.

110.

111. Terminal: The ending of a stroke.

112: General Shape: The vague form of a letter indicated by how and
where the letter interacts with the cap and base line. F

EEEEMEEEEEEEEEEEHEE

196 ULTIMATE GRAFFITI GUIDE BOOK GLOSSARY & CREDITS 197

Anuncio Descarga para leer sin publicidad

Anuncio X

Date de alta en solo 5 pasos

@ +120 afos de historia Més informacion

3K CaixaBank




GUIDE BOOK




