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iii.  Abstract in English

The aim of this thesis is to study English inscriptions in public spaces in France,
using Bordeaux as an example. The study focuses on graffiti and tattoos (written in
private spaces, but visible in public spaces). The aim is to study the interactions
between French and English and the appropriation of English by French speakers.
Recent research suggests that the phenomenon of borrowing between languages is
becoming increasingly frequent. As a result, it is necessary to study the reasons why
English is chosen over French and to explore hybrid words and expressions, words
and phrases that are a mixture of English and French, such as "Pichouline forever".
The question of the prestige of English is addressed: a language perceived as
prestigious is a dominant language; borrowings are most often made from dominant to
recipient languages. But other reasons, just as subjective, are identified through
surveys and interviews. The fact that English is present in the public space is proof that
the use of English is increasingly becoming a habit for French speakers. The question
is: what process is at work in this flow between languages? Is it a question of
bilingualism? These questions prompt others: is it simple contact between languages

or a mixture of languages and cultures?
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iv. Résumé en Francais

Cette thése se propose d’étudier les inscriptions en anglais dans I'espace public
en France, en prenant 'exemple de Bordeaux. L’étude se concentre sur les graffiti et
les tatouages (espace privé, mais visibles dans I'espace public). L’objectif est d’étudier
les interactions entre francais et anglais et I'appropriation de l'anglais par des
francophones. Des travaux récents suggérent que le phénoméne d’emprunt entre
langues devient de plus en plus fréquent. En conséquence, il nous apparait nécessaire
d’étudier pour quelles raisons I'anglais est choisi par rapport au frangais et de nous
pencher sur les mots et expressions hybrides, mélange d’anglais et de francais,
comme « Pichouline forever ». La question du prestige de I'anglais est abordée : une
langue ressentie comme prestigieuse est une langue dominante ; les emprunts sont le
plus souvent faits dans ces langues. Mais d’autres raisons, aussi subjectives, sont
identifiées grace a des enquétes et des entretiens. Le fait que I'anglais est présent
dans I'espace public est la preuve que l'utilisation de la langue anglaise devient de
plus en plus une habitude pour les francophones. La question est alors : quel
processus est-il a 'ceuvre dans ce flux entre langues ? Peut-on parler de bilinguisme
? Ces questions en suscitent d’autres : simple contact entre langues ou mélange de

langues et de cultures ?
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IMAEZE 38 Graffili D357 .. ueiiiiciiii ettt e et e e e ste e e e st e e e e s bt aeeeeabaeeesnbaeeeasraeeeennreeas 179
IMAZE 39 Graffili DBL6.....cccecueiiieeciiie ettt ecte e et e e et e e e e et e e e eeabeeeeeabeeesenteeeeesnsaeaeennsenas 179
IMAgE 40 Graffiti D13 2....cii i ciiee ettt e e st e e e st e e e st ae e e e bbae e s s nbaeeeesraeeeennreeas 184
IMAZE 41 Graffili D3B......eeieeciiiieecieie ettt et e ettt e e et e e e e et e e e e e tbeeeeesbeeasenteeeeennraeaeeanseeas 184
IMAgE 42 Graffiti CLBL....ccie e iiiee et e ettt e et e e e e ab e e e e e tb e e e e etbeeeeenbeeeeennsaeaeennsaeas 184
IMAZE 43 Graffiti DATA....coooeeeee ettt e e e s be e e e st ae e e e tbae e e e nbaeeeenssaeeeennreeas 186
IMAZE 44 Graffiti CL25 .. .t e et e et e e e et e e e e e tb e e e eeabaeesenteeeeesnraeaeeensaens 186
IMAGE 45 Graffiti D85......cceiiiiie ittt e et e e e st e e e e s bt a e e e e bbaeessnbaeeeesraeeeennreeas 186
IMAGE 46 Graffiti T26 ... .oeeiiiiiie e et e e e st e e e e abe e e e s nbaeeeesbaeeeennreeas 187
IMAgEe 47 Graffiti TLO-TLA .. ..ottt e e e e e e e e e e e et e e e e e e e e s s nnreeaeeaeesesnnsnsraaaeens 187
IMAZE 48 Graffiti D749.....cco e e et e e e s e e e e st a e e e e abae e s s nbaeeeennraeeeennreeas 187
IMAEE 49 Graffiti D57 1. ... ittt e e e e e e e e e e et e e e e e e e e e e e nareeaeeeeessensnrraaeeens 187
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IMage 50 Graffiti DAS0........uuuieeeeeee ettt e e e e et e e e e e e e e eanbraeeeeeeeesssatesaeeaeeesensnrranaeens 187

IMAZE 51 Graffiti D135, . cii et e et e e et e e e st e e e e s bt a e e e e tbaeeesnbaeeeenraeesennsenas 187
IMAge 52 Graffiti DO8.........uuiiiiiiee ettt e e e e e e e e e e st ra e e e e e e e e s s aareeaeeeaeeeensnsraaaeens 187
IMAZE 53 Graffiti D12......coii et e e e e s te e e et a e e e e abae e s e nbaeeeenraeeeennrenas 190
IMAgE 54 Graffiti CL24.....ooo e e et e e e e te e e et a e e e e aba e e s e nbaeeeennraeeeennrenas 195
IMAgE 55 Graffiti DB33....ccii it s s e e s s e e e s bbe e e s s abe e e e ennreeeeenareeas 195
IMAgE 56 Graffiti T1O ... .ueiiiiiii e e e e e e s e e e et re e e e e bt e e e s e nbaeeeenraeeeennreeas 195
IMAGE 57 Graffiti C248.....coo et e e s st e e e s abee e s e bee e e e nnreeas 196
IMAgE 58 Graffiti CLA......coiiiiiie et s st e e e st e e e st e e e s s sabeeesesbeeesenarenas 196
IMAge 59 Graffiti D790......ccccuiiieeiiiie ettt e et e e et e e e s e e e e et ba e e e e abaeesenbeeeeenraeeeennseeas 196
IMage 60 Graffiti D1B3.....ccii it e e s e e e st e e e s bbee e e s abeaesensbeeesenarenas 196
IMAage 61 Graffiti C2L0.....ceieiiie et e et e et e e e s te e e et e e e e e bbeeesenbaeeeenreeeeennsenas 196
T g E Yot l Y A € =Y i 1 T 0 PR 196
IMage 63 Graffiti D210.....ccccciiiiieiiie e e e e s e e e e s be e e s s bbe e e e s nbeaeeenreeesenareeas 196
T g Yot N Y O] =Y i 1 o L AR 196
IMAGE 65 Graffiti DBBA......ccceeieeieiiiie ettt et e e st e e et e e e s abee e e s nbeeesenreeesenareeas 199
IMAZE 66 Graffili D37 2....ccee ettt e et e e et e e e s tte e e e e bt e e e eeabaeeeenteeeeensaeeeennsenas 200
IMAge 67 Graffiti TASB .....ooei it e e e e e s te e e et te e e e e bt ae e e enteeeeensaeeeennrenas 200
IMAgE 68 Graffiti DBAL......cccuvieiieiiiee ettt e st e e et e e e s bbee e e s abeaeeenreeesenarenas 202
IMAZE B9 Graffili DB36.....cccccuriiieeiiieeecieee ettt e ettt e e e tre e e e stre e e e s abe e e eetbaeeeessaeeeenteeeeannseeeeennsenas 202
IMage 70 Graffiti D193.....co i e e e st e e et e e e e e bbee e e s nbee e e enraeeeenaraeas 202
IMAGE 71 Graffiti DAS ... .coi ettt e e st e e e st be e e e s bbee e e s sbeaeeesraeeeenareeas 202
T g Y=t I A O =Y i o T I R 202
IMAGE 73 Graffiti D8B......cceiiciiiiieciiie ettt e et e e bee e e s bt e e e e s abe e e e enreeeeenareeas 202
IMAZE 74 Graffili CLOB.....cccceeiee ettt e e et e e e s tte e e e e tb e e e eetbaeesenteeeeennseeeeennsenas 202
IMAZE 75 Graffiti DI02.....ccccceiie ettt et e et e e e tre e e e et e e e e e tbeeeeeabeeeeenseeeeenseeeeennsenas 202
IMAGE 76 Graffiti CL72...ueei ettt e e e s e e e st e e e s bbae e e s ateeeeesraeeeennseeas 205
IMAZE 77 Graffili CLAB.....oco ettt e e e e et e e e et e e e et e e e e eabaeeeenteeeeensaeeeennsenas 205
IMAgE 78 Graffiti D24 L.....ccccueieeeeiiie ettt e s e e e st e e e e bbae e e s nteeeeesbeeeeennreeas 205
IMAgE 79 Graffiti C20......eei it e e st e e et e e e e bbae e e s nbeeeeesbaeeeennreeas 205
IMage 80 Graffili T33 .....ociii it e et e e e et e e e e e bt e e e e e abeeeeentaeeeenraeeeennsenas 206
IMAZE 8L Graffiti T2 .ciieciiie i e et ee e e e bt a e e e s nbe e e e esbeeeeenareeas 207
IMAgE 82 Graffili D789....ccccciiieeeiieee ettt et e e et e e e e et e e e e e tbaeeeeabeeesentaeeeensaeeeennrenas 207
IMAge 83 Graffili D21 L. ..ccccciiieeeiiie ettt et e et e e et e e e et e e e e e tb e e e eeabeeesenbeeeeensaeeeennsenas 208
IMAGE 84 Graffiti DATL....ccoo ettt e e e e st e e e e st e e e e s abee e e s nbeeeeensseeeesnnseeas 208
IMAgE 85 Graffili C284.....ccc ettt et e et e e et e e e et e e e e et e e e eeabae e s enbeeeeensaeeeennrenas 208
Image 86 Graffiti D19 and D20 ........cooiiiiiiiiiiiieeciiiee et et e e e srre e e e sabre e e s eabe e e e e arae e e eenraeas 208
IMAgE 87 Graffiti D26 ... .cccccuiieeeeiiie ettt e st e e s e e e e st e e e e e abae e s s nbaeeeesbaeeeennreeas 208
IMAgE 88 Graffili D760......ccccuieeeeiiiieeeeiiee et e e ettt e e e e tte e e e s tte e e e e eabeeeeetbeeeeesseeeseanteeeeennsaeaeeansenas 210
IMAZE 89 Graffili D352....uiii ittt et e e e e sae e e e sabe e e e s bbaeeeesbaeesenbaeesensaeeeennrenas 210
IMAge 90 Graffiti CT78 ......eee ittt e et e e e are e e e e b e e e e e ab e e e e enteeeeeentaeaeennseens 211
IMAge 91 Graffiti C8B......cooe it e et e et e e e et e e e e e tbe e e e e abee e e e nreeeeesnsaeeeennseeas 211
Image 92 Graffiti €83, C84, C85.....cocuiiirieiiiieeriee ettt ettt ettt e st e e sate e sbte e sabeesbaessabeesbaeenans 212
IMAge 93 Graffiti DI28.....ccc ittt et e e et e e e et e e e e et e e e e e abaeesenteeeeensbaeaeennsaeas 213
IMAZE 94 Graffiti DAT0.....ccoc ettt e et e e e st e e e e s bt a e e e e abaeesenbaeeeannsaeeeennrenas 213
IMAZE 95 Graffiti D538....cciicciieeieiiiie ettt et e e e e sbre e e e stbe e e e s atbaeeeesbaeeesnbaeesesraeesennsenas 213
IMAgE 96 Graffiti D392.....ccc ittt e et e e et e e e e ab e e e e e abeeeeeabeeeeeateeeeennsaeaeeanreeas 214
IMAZE 97 Graffiti D536....ueeiiciiieieiiiie ettt e e et e e e re e e e sabe e e e s bt aeeeesbaeessnbaeesannseeesennsenas 214
IMAgE 98 Graffiti D5A5..... . eeiiiiee ettt e e e e e e e e e e e e e abr s e e e e e e s e s s sareeaeeeeeeesnsnsreaaeens 214
IMAEE 99 Graffiti D735, .. ittt e e e e e e e e e e e e et r e e e e e e e e e s e aareeaeeaaeeesnsnrraaaeens 214
IMage 100 Graffiti D297 ...ccceeieeeecieiee ettt e et e e e s e e e e st e e e e e abae e s s nbaeeeennraeeeennseeas 215



IMAge 101 Graffiti CL2. ...t e e e e e e et e e e e e e s e s aaba e e e e e e e e eennnnrraaeeens 215

IMAZE 102 Graffiti TL7 ...oeeeieiiei e e e e e s e e e e st e e e s e abae e s s nbaeeeenbaeeeennsenas 216
IMAge 103 Graffiti CAB ...t e e e e e e e e e e e e e e e s aareeaeeeaeeeennnnrraaeeens 216
IMAgE 104 Graffiti C25....cei ettt e st e e s te e e e et a e e e e tbae e s e nbeeeeensaeeeennsenas 216
IMage 105 Graffiti CLBL....cccuiiieeeciiiee ettt et e e e s te e e et e e e e e bbeeesenbaeeeenraeeeennsenas 216
IMAge 106 Graffiti C30 .. .ueiieciiieieiiiieieiiite et e e s sre e e e st be e e s s abeeeesnbeeesesreeessnnsenas 218
IMage 107 Graffiti C312...ccc et e e e et e e et be e e e e bba e e s e nbaeeeenraeeeennrenas 218
IMage 108 Graffiti CLL3 .. .o e e s e e e e st e e e s bbe e e s s nbeeeesnsbeeessnnrenas 218
IMAge 109 Graffiti CLO....iiiiiiiiiiieciiie e s e e e st e e e s abe e e s snbeeesesbeeeesnarenas 218
IMage 110 Graffiti C21L...ccc ettt e et e e e s te e e e et re e e e e abee e s enbeeeeensaeeeennsenas 218
IMABE LLLGraffiti C2LO...ceiiiuiiieieiieee ettt e e e s e e e e s e e e e s bbee e e snbeaeeesbeeessnarenas 218
IMage 112 Graffiti D299 ....cceiie e e s e e s e e e et e e e e e tba e e s e nba e e e enraeeeennreeas 218
IMage 113 Graffiti D149 ..cooeeiie ettt e et e e s te e e et e e e e e bba e e s e nbeeeeesbaeeeennrenas 218
IMAGE 114 Graffiti DB8.....cciiciiiiieiiiiie ettt sre e e e st e e e s s bbee e s s nbeaesesbeeessnareeas 219
IMage 115 Graffiti D360 .....cc.ueeieeiiiieeeiieee et e e e et e e e sare e e e st e e e e s tbaeeeesbaeesenteeesensaeeeennsenas 219
IMage 116 Graffiti D512 ..ccicciiieieiiiieeeiiiee e ectee ettt e et e e st e e e st be e e e s bbeeeesnbeeeeensraeeesnnsenas 219
IMAZE 117 Graffiti D5....uieieeiiiie et e et e e et e e e st e e e e e bt e e e eeabaeeeenteeeeenseeeeennrenas 222
IMage 118 Graffiti D573-D756.......uuiieeiiiieeeciieeeecitee e ecte e e eete e e e s te e e e e tbae e e esabaeeeeenseeeeennsaeeeennsenas 224
IMage 119 Graffiti D280 ...ccccuvieiieciiieeeiiee ettt e e s e e e st e e e s bbee e e s nbeeeessbaeeeennreeas 225
IMage 120 Graffiti D281 ....ccueiieeeiiie ettt e et e e e st e e e et e e e e eabae e s enteeeeenraeeeennrenas 225
IMage 121 Graffiti D258 ...cccuiiiiieiiiee ettt e e e e e e e e e e s bbee e e s nbeaeesnbaeeeennreeas 226
IMage 122 Graffiti D533 ..o e e e s e e et e e e s rbae e e s nbe e e e e nrae e e eaaraeas 226
IMAZE 123 Graffiti D576 ..ececeeieeeeiiiie ettt ettt e e e e st e e e st e e e e bbaeesetbaeeeenteeesansaeeeennrenas 226
IMage 124 Graffiti D198 ...ccccuvieiieiiiee ettt e e e s e e e e e e s bbee e e s nbeeeesnbaeeesnnreeas 226
IMage 125 Graffiti DALS .......uveiieeiiie ettt e e et e e e et e e e et ae e s eabee e e enteeeeennsaeeeennrenas 226
Image 126 Graffiti T8 @Nd T ...cic ettt e e e et e e e e nbe e e e enrae e e eenraeas 227
IMAge 127 Graffiti T20 ....ccei e et e e et ee e e e ba e e e s abeeeeesbeeeeennseeas 227
Image 128 Graffiti T21 and T22 .....ooeieeiiee ettt ettt e e et e e e e sabae e e e eabe e e e enaaeeeenareeas 227
Image 129 Graffiti D19 @and D20 ......ccoocuiiieiiiiieee ettt e e ree e e e sbee e s sbee e e enbae e e e earaeas 228
IMage 130 Graffiti D134 ..ccoeeieee ettt e e st e e et e e e s e abae e e s nbaeeesnraeeesnnseeas 229
IMage 131 Graffiti D194 ..ottt e et e e e st e e et b e e e e e bt ee e e e nbaeeeenseeeeenrenas 229
IMAage 132 Graffiti D507 ..cccccuvieeeeiiiie ettt s et e e et e e s sabe e e e st aeeessbaeeesnbeeeeessaeeesnnseeas 230
Image 133 Graffiti D433 aNd DA34.... ...ttt e e ree e e et ae e e e te e e e enrae e e eearaeas 230
IMAge 134 Graffiti D535 ..oiiciiieeeciiiee ettt et e e ettt e e e et e e e e abe e e e e tbeeeeeabeeeeenteeeeanseeeeennsenas 230
IMAgE 135 Graffiti DB37 ..ceeceiiiee ettt et e e e e e e et e e e e bba e e e s abaeeesnbaeeeennseeas 230
Image 136 Graffiti D136-D138........coiiiiiiieeeiiie ettt et e e s re e e e e tb e e e e sabae e e e abeeeeenbaeeeeensenas 232
IMage 137 Graffiti D189 ...cccuiiii ettt e e e st e e et e e e e et a e e e s aba e e e esbaeeeennreeas 232
IMage 138 Graffiti D137 ..cceceiiieieciiee ettt e e s e e e e st e e e e e tb e e e s e nbaeeeennraeesennrenas 232
Image 139 Graffiti D230 aNd D231 ....c.uviiieeiieee et ettt et e et e e e et ae e e e be e e e eenaae e e e earaeas 232
IMAgE 140 Graffiti D267 ..cccceeeeeeeiiiiee ettt et e et e e e s be e e e st ae e e e abae e e s nbaaeeennsaeeeennsenas 232
IMAZE 141 Graffiti DBBA .......uveeeeeiiieeeeeee ettt e e ettt e e et e e e e be e e e e abe e e e e abeeeeenteeeeensaeaeennseeas 232
Image 142 Graffiti DB21 anNd DB22 .........veeeeiiieeeciieee et et e e e et e e e e ebae e e e ebe e e e eeabaeeeeenreeas 232
IMage 143 Graffiti D352 ..cciceiiieieiiiie ettt et e et e e e st e e e e st ae e e e abaeeesnbaeeeennraeeeennsenas 232
IMage 144 Graffiti D125 ..ooceeeeeeeceeee ettt e e e et e e e st e e e e et e e e e e abaeesenteeeeensaeaeennsaeas 233
IMAGE 145 Graffiti D177 .oeeeeeiee ettt e et e e s te e e e st e e e e e aba e e e e nbaeeeesbaeeeennseeas 233
IMage 146 Graffiti D133 ... e et e e et e e e e et e e e e s nbaeeeenbaeeeennraeas 233
Image 147 Graffiti D294 and D295 ........ovii ettt e et e e e etae e e e ta e e e e eaaae e e e araeas 233
IMAge 148 Graffiti C215...cci i iiieieciiee et e e e s e e e e st e e e e e tba e e e s nbaeeeessaeesennsenas 235
IMAge 149 Graffiti C219... . e e e e e e et e e e e e e s e s aataeeeeaaeeeennnnrraaeeens 235
IMAge 150 Graffiti DB73 .....uuiiiiiee ettt e e e et e e e e e e e et e e e e e e e e e s nabeeaeeaaeeesnnnsraaaeens 239
IMAge 151 Graffiti 58 .....cciciiieeeiiiie et e e e s e e e et ba e e e e bbae e e s nbaeeeenbaeeeennreeas 239



IMAge 152 Graffiti T23 ... . e e e e e et e e e e e e e e e nare e e e e e e e e eennnnrraaeeens 239

IMage 153 Graffiti C370 . .cccceiieeieciiie et e e e s e e e et e e e e e aba e e e s nbaeeeenraeesennsenas 240
IMAgE 154 Graffiti D279 ...t e e e e e e et e e e e e e s e e e aabeeaeeeeeeesnnnnrraaaeens 240
IMage 155 Graffiti DB53 ....c.eiiieieiiieeect ettt e et e e e s te e e et e e e e e tbae e s enbeeeeenraeeeennrenas 240
IMAgE 156 Graffiti D327 ..oocceiiie ettt et e e e e e s re e e e et ba e e e etbee e s e nbeeeeenraeeeennrenas 240
IMAgE 157 Graffiti D755 .oeiiiiiiiieiiie ettt e e e s e e e s bbe e e s s abee e e s sbeeesenareeas 240
Image 158 Graffiti C394, C395, C396 anNd C397.......uiiviiiiiiieiiieeieeenieesreesieeesveesteeenaeeesveeenaees 241
IMage 159 Graffiti D223 ...t e e et e e e s bbe e e e s abe e e e e nree e e e nareeas 241
IMAgE 160 Graffiti D546 ..ccceueieiieeiiiieieiiiee ettt e e e s e s s sre e e s s bbe e e e s bbeeessnbeaesssbeeessnnsenas 242
IMage 161 Graffiti DA03 ........oooiiiiiiie et e et e e e s ae e e et e e e e e bbae e s enbeeeeenraeeeennrenas 242
IMAgE 162 Graffiti D579 .ueiiiciiiiieiiiieeeitee sttt e e s e e e s e e e s bbee e e s abeaeessbeeessnarenas 242
IMage 163 Graffiti DB ....cc.uiiiiieciiiee ettt e et e s te e e e et e e e e e tbae e s e nbeeeeenraeeeennreeas 243
IMAge 164 Graffiti TL8 .....cccciiiie e e e e et e e et ee e e e bba e e s e nbeeeeenraeeeennseeas 243
IMage 165 Graffiti D705 ...cocciiiiieiiiieieiiee ettt e e e st e e s s abe e e s s abeaesssbeeessnnrenas 243
IMAZE 166 Graffiti D756 ...ccccuveieeeiiiieeeiiee e et e ettt e ettt e e e ette e e e s tte e e e attaeeeesbaeesenteeeeenseeeeennrenas 243
Image 167 Graffiti D235 aNd D236 ..ccccuviiieiiiiieeiiiie et esree e e st e e sree e e s bee e s s sabee e s s snree e e s nareeas 243
IMage 168 Graffiti D159 ..cccccuiiiieeiiiee ettt e e e e e et e e e e s te e e e e tbaeeeeabaeesenteeeeannreeeeennsenas 244
IMage 169 Graffiti D510 ...ccccuviieeeiiiieeciiie e ettt e et e e e etre e e e st e e e eeatbeeeeesbaeesenbesesenseeeeennsenas 244
IMAZE 170 Graffiti DBT77 .oeeeeeeiie ettt ettt et et e e st e e e st e e s s bbee e e s nbeeeessbaeessnnreeas 244
IMage 171 Graffiti D298 .......uuiiieeiiie ettt e e et e e e st e e e et e e e e e abe e e e enteeeeennraeeeennrenas 245
IMage 172 Graffiti CLLO....cci ettt e e s e e e st e e e s bbe e e e s abeeeesnbeeeesnnreeas 246
IMAge 173 Graffiti D371 .oeeeiiieieciiiee ettt et e e e st e e e st e e e s s bbee e e s nbeeeessbeeessnnreeas 246
Image 174 Graffiti D764 and D765 .........uiie ettt e et e e tre e e ra e e e enaae e e e earaeas 246
Image 175 Graffiti C258, C259, and C260...........uuveeieeeeieiiiiiieeeeeeeececiirreeeeeeeeseearrreeeeeeeesennsraeeeeas 248
IMage 176 Graffiti D580 ....cccuviieeeiiiieeeiieie e et e ettt e et e e e etre e e e s abe e e e ttaeeeesbaeeeentesesenseeeeennrenas 248
IMage 177 Graffiti D700 .........eeiieiiiiee ettt e ettt e e et e e e st e e e e abe e e eeabeeeeentesesensaeeeennsenas 249
IMAgE 178 Graffiti €365 .. ciiiiiiiiieiiiieicitee ettt e e s e e e st e e e e bbae e e s nbeeeessseeeeennseeas 250
IMAgE 179 Graffiti CLO6...cccceeiie ettt e e e e e et e e e et e e e e e abee e e enbeeeeenraeeeennreeas 252
IMage 180 Graffiti D185 ...ccccuviiieeiiiie ettt e et e e e sbe e e et e e e e e bbae e e s nbeeeesnraeeeenaseeas 252
Image 181 Graffiti CLA7 and CLAS.......ooviiiiieieeeerieerte sttt ettt se e st st be b e saeesaeesnseensees 255
IMAge 182 Graffiti C307 ...eeeceeiie ettt ettt e et e e e et e e et e e e eeabeeeeenteeeeensaeeeennseeas 255
IMAge 183 Graffiti TL......ceiiiiiiiee e e e e e et e e e e bba e e e s nbaeeesssaeeeennseeas 256
IMAge 184 Graffiti D127 ..oocceeeeeeeceee ettt e et e e et e e e s te e e e et e e e e e abaeeeenbeeeeensaeeeensenas 256
IMage 185 Graffiti CLOZ2.....ccceiie ettt et e e e e e et e e e e et e e e eeabeeeeenbeeeeensaeeeennrenas 256
IMAgE 186 Graffiti C55 ... iiii it ettt e et e e e sae e e e st e e e e s sbaeeesnbeeesesreeeesnnsenas 256
IMAZE 187 Graffiti T4 .....oeeieeiee ettt e st e e e st e e e et e e e e e abee e s e ntaeeeensaeeeennrenas 256
Image 188 Graffiti C165 @aNd CLOB.......c.uveieeceiieieeiiieeeecree e et eesre e e e ree e e s sbae e e e eabae e e eenbaeeeeenreeas 257
IMAgE 189 Graffiti C336...ciiicuiiiiieiiiieeciiee et e e e s e e e e st e e e e s abee e s s nbaeeeesraeeeennrenas 257
IMAZE 190 Graffiti C85 .. .eiiiiiiiiieeiiiie ettt et e ettt e e et e e e et e e e e e abe e e e e abeeesenteeeeennsaeeeeanseeas 257
IMAge 191 Graffiti C252...cci et s e e et ee e e e aba e e s s abae e e enbaeeeennreeas 257
IMAgE 192 Graffiti C70....ceei ettt e et e e e st e e e et e e e e e abeeeeenbeeeeenbaeaeennseeas 259
IMage 193 Graffiti DBO3 .........oeiieiiiieeecieie ettt e ettt e e e et e e e st e e e e e abeeeeeabeeesenteseeensaeeeennseens 259
IMage 194 Graffiti DBIL ....ccuviiiieiiie ettt e et e e s e e e e st ae e e e abae e s s nbaeeeennraeesennsenas 259
IMAgE 195 Graffiti C328...cc i iiiieeiiiie ettt et e et e e et e e e e et e e e eeab e e e s enteeeeensaeaeeenseeas 259
Image 196 Graffiti CE67 and CB8........ccccuviieiiiieieeciee ettt e e s e e s e rabae e e e rabe e e e esabaee e eeareeas 260
Image 197 Graffiti CE5 @and CBB.......cccccuiiiieiiieieeiiiie e et ettt e e e e e e e sabae e e e sabaee s enbaeeeennreeas 260
IMAge 198 Graffiti C21.....ccie ettt et e et e e e et e e e et e e e eeab e e e e enteeeeensaeaeennseeas 262
IMAgE 199 Graffiti D227 ..ccoceeeeeeeciiee ettt e e e st e e et ae e e e abae e s e abaeeeensbaeesennreeas 262
IMage 200 Graffiti C31d......uuiiiiieeee et e e e e e e e et e e e e e e e e s nnreeeeeeaeeeennnnrraaaeens 262
IMage 201 Graffiti D328 ......uiiiiiie ettt e e e e e e e et a e e e e e e s e e nareeaeeeeeeesesnrraaaeens 262
IMage 202 Graffiti CLOL....cccciieeeeiiiie ettt e et e et e e e s abe e e e s tba e e e etbaeessnbaeeeensaeesennsenas 262



Image 203 Graffiti C278 and C279......uuuiieie ettt et ree e e e e e e e ra e e e e e e s nnrraaeeeas 262

IMAge 204 Graffiti CL34...cco et e et e e e s te e e e st e e e e e bbae e s e nbeeeeensaeesennsenas 263
IMAge 205 Graffiti C386......uuiiiiieeeiicciiiieie et e e e e e e e e e et e e e e e e e e s e nabeeeeeeaeesesnnnsraaeeens 263
IMage 206 Graffiti CL35. ..o iiiii ettt et e e e st e e e s te e e e e tbe e e e e tbeeesenbeeeeenraeeeennsenas 263
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This dissertation explores the use of second language (L2) English in France
through the medium of graffiting and tattooing. It will be studied from a corpus-based

analysis of script tattoos and graffiti inscriptions collected by the researcher.

The study took place between 2019 and 2023 and was inspired by the combination
of the continuation of my master’s project and my interactions with L2 English language
users in France. During my master’s, | discovered that there was limited research
analysing English language graffiti in France and therefore decided to pursue this line
of inquiry. The addition of English script tattoos to my research project came when |
was asked to check the English for a tattoo by an acquaintance. This instance will be
explained in more detalil in section 3.5 Tattoo Study and 5.9.1: Sara — Tattoo Bearer.
Script tattoo is the term used in this study to refer to tattoos contain text and graffiti
inscription is the term used for all graffiti, tag, and street art pieces that contain text.
The script tattoos and graffiti inscriptions in question contain at least one word written
in English and are found on the bodies of first language (L1) French speakers or on
public surfaces in Bordeaux, France.

One of the aims of the project is the issue of linguistic identity through the use of a
foreign language. This study focuses on linguistic identity through graffiting and
tattooing. It builds upon previous studies about informal L2 English use in graffiti and
tattoos (cf. AbuJaber et al., 2012; Alwarashdeh, 2021; Krawiec, 2007; Mangeya, 2014,
Mora et al., 2014). Krashen (1976) contrasts formal or artificial environments, such as
a classroom, with informal, or natural environments, such as a playground,! the
informal or natural environments used for the data collection are the streets, toilets,
desktops, and bodies of L1 French speakers. Yibokou (2023) defines individual
informal contexts as being a person’s home, leisure purposes, and as a result of online
communication. These informal environments contain evidence of English language

use, language hybridity, and language flux. Language hybridity refers to the words and

1 The only example of an ‘informal environment’ given by (Krashen, 1981) is a playground, therefore
in this study the informal environment is expanded to everywhere but the teacher-led classroom
language.

25



phrases that contain more than one language, or words and phrases that include

symbols or numbers.

The analysis of the graffiti inscriptions and script tattoos offers a new, alternative
angle approach as most academic literature is focused either on the deviance or the
artistic nature of graffiti and tattoos. Andron (2016) writes that both

‘...graffiti and street art have been researched as aesthetic categories, urban
cultures, legal contentions, cultural commodities and place-making tactics —
but that they are also, perhaps fundamentally, localized inscriptions. They
take place in precise locations within the built.” (p. 71)

Both script tattoos and graffiti inscriptions are often considered marginalised
behaviours and are studied by criminologists, sociologists, and psychologists
(AbuJdaber et al., 2012; Alonso, 1998; Mangeya, 2014; Ruggs, 2013). There is little
research on the linguistic content written, and even less on the L2 languages being
used in graffiti inscriptions and script tattoos.

The primary focus is on language use and language identity, the artistic elements
of the inscriptions have been acknowledged but are not the main aim of this research
project. The inscriptions are observed as linguistic acts on two levels, both private and
public. A study of linguistic acts of identity through the medium of script tattoos and
graffiti inscriptions is an understudied area within linguistics, and the study of the use
of English in these instances is also lacking in the field of English studies. Previous
studies that have focused on the linguistic elements of these inscriptions were often
limited to the semantic content of the inscriptions rather than the syntax and
morphology of the inscriptions themselves. Tools and methods from five of the main
branches of linguistics are used in the analysis of the inscriptions where appropriate.
Finch (2000) describes the core areas of linguistics as phonetics, phonology, syntax,
semantics and pragmatics. In this study, the terms linguistic analysis and language are

used to refer to lexis and grammar.

By following theories that are data focused, such as linguistic landscape (Landry
& Bourhis, 1997) and grounded theory (Glaser & Strauss, 1967), the data are meant
to be a window into the usage of English in France and provide information in
understanding the relationship between L1 French speakers and English. The
occurrences of English language studied come from two categories of participants: the
tattoo bearers who volunteered their time to answer an online survey and/or take part
in an interview, and the anonymous graffiti writers who left their marks around the city

of Bordeaux, on its walls, doors, desktops, and in its toilet cubicles. The tattoo bearers
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were all L1 French speakers and have at least one script tattoo in English. The number
and identity of most of the graffiti writers will remain a mystery, however, as the
inscriptions were written in France it is likely that the majority of writers spoke French
as an L1. The data will enable me to understand the English language usage in
Bordeaux, the linguistic identity of the tattoo bearers, and the linguistic identity of the

anonymous graffiti writers.

Study Outline
The study is structured in eight sections. This part has introduced the study

explaining its origins and the overall aims and objectives of the study.

The first chapter, Research Questions and Objectives, introduces the
hypotheses and the objectives of this study, which are to demonstrate English

language use and its relationship to L1 French speakers’ language identity.

The second chapter, Literature Review, presents a review of the literature that
informed this study. The existing research on tattoos and graffiti are presented
separately as well as the links between them as two forms of text art (Jaworski, 2014).
The notions of language flux and hybridity will be explored as well as the factors that
contribute to both processes such as language status and English as a global
language. Linguistic identity will be explored in relation to language expression through
both graffiti inscriptions and script tattoos. The final section in the literature review is
dedicated to the comparison of graffiti and tattoos, in particular the areas that link the

two mediums: taboos, linguistic practice, and communities.

The third chapter, Methods, introduces the approaches and theories that have
influenced this study. An outline of the research design and data collection is given (an
online survey, interviews, and fieldwork). This chapter also evaluates the strengths and
limitations of the methods, including but not limited to, photographic quality and the
ethical implications. It also provides general background information concerning the
topic of the research site itself.

The fourth chapter, Graffiti Inscriptions, presents the three types of graffiti
inscription data, followed by both quantitative and qualitative analysis of the data. The
data are presented in tables, figures, and graphs. Some graffiti inscriptions are also
presented in photographic form to accompany the analysis. There are also four

interviews with graffiti writers in relation to the study.
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The fifth chapter, Script Tattoos, is dedicated to the presentation of the script
tattoo data and a detailed analysis of the data. The data includes a corpus of English
tattoos taken from an online survey and interviews with tattoo bearers and artists. As
with the graffiti section, the tattoo data is also presented using tables, figures, and
graphs. A number of script tattoos are used to accompany the analysis in photographic

form.

The sixth chapter, Graffiti Inscriptions and Script Tattoos, Private Text in
Public Places, considers the similarities and differences between the two corpora as
distinct datasets. Examples of repeating lexis and themes will be given as well as the

shared characteristics of the two mediums.
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1 Research Questions and Objectives
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1.1 Introduction

Previously, tattooing and graffiting have been studied from both artistic and
sociological perspectives, focusing on the negative correlations and reactions to
tattoos (Dukes, 2016; McCarty, 2019; Mun et al., 2012). For example, past research
suggested that tattooing among young people was linked to drug abuse as well as an
interest in the satanic (Braithwaite et al., 2001; Farrow, 1991), whereas more recently
the way we view visible tattoos in the workplace has intrigued present day philosophers
(Ruggs, 2013). McCarty’s (2019) research focuses on the role that tattoo narratives
can play in a counselling session rather than focusing on the content of the tattoos
themselves. Graffiti, in pictorial or lexical form, has been an important resource for
linguists, historians and sociologists (Menis, 2002). Mangeya (2014) writes that in the
past the study of graffiti has been focused on criminality or on the artistic value of the
inscriptions, therefore one of the motivations for this study is to analyse the inscriptions
as an expression of identity and linguistic ability. The key question that this study aims
to answer is: what can we learn about L2 English use through graffiti inscriptions
and script tattoos in France. The inscriptions were found on alternative canvases
which are innumerable: skin, desks, walls, roads, bins, toilet doors, post boxes and so
on. To answer the main research question other questions will arise: What words are
being written and used by these L2 English speakers?? What can this show us about
the relationship French speakers have with English? How can language used in this
way be an indicator of language flux and hybridity? To answer these questions, this
present study is centred around a corpus analysis of the script tattoos and graffiti
inscriptions collected during the fieldwork stage of this study. The study shows how
English words were used in both graffiti inscriptions and script tattoos, how often, and

by whom.

2 | have chosen to use the term L2 instead of LX as most of the participants write that English is
their second language (section 5.4) and because most French students learn English as a second
language in France (section 2.7.3).
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1.2 Research Objectives

The primary objective of this study is to learn about English language use through
the mediums of graffiti inscriptions and script tattoos. In particular, how L2 language
identity can be researched using a sociolinguistic perspective through the study of
occurrences of English present within the public linguistic landscape in France, and
more specifically Bordeaux.

This study has an eclectic approach using both qualitative and quantitative
methods as well as tools from ethnography to answer the research questions. The data
consists of personal accounts from tattoo bearers, a corpus of their respective script
tattoos, and a corpus of graffiti inscriptions collected by the researcher. As well as the
creation of the two corpora, eleven interviews were conducted for this study. The
ethnographic tools used to create the tattoo corpus allowed for extensive questioning
of certain participants as well as the opportunity to verify the data itself.

Lawson (2015) argues that the researcher position is not always a clear-cut
‘insider’ or ‘outsider’ dynamic. This is true of my case: | am British but live in France. |
am neither a tattoo artist nor a graffiti writer, but | have tattoos. My own experiences of
being a second language user also initially guided my research into language identity.
No researcher is completely impartial as their own perceptions and world views are
based on individual experiences that are unique to each person. This study, if led by
someone else, would not have followed the same twists and turns, or amassed the

same data and found the same conclusions.

In keeping with the methods and approaches which are presented in chapter three,
the initial analysis of each medium emerges from, and is tailored to, the individual
datasets in chapters four and five. Further analysis comparing and contrasting the data

and the results is presented in chapter six.

1.3 An Interdisciplinary Study

This study is eclectic in its field, theories, and data collection. It was made possible
by a variety of theories and tools which will be presented in more detail in chapter 3:
Methods. It is situated between the fields of English Studies and Sociolinguistics.
English Studies is the name given to the educational process of understanding English
as a subject matter (Pope, 2014). Whilst Sociolinguistics is ‘the field that studies the
relation between language and society, between the uses of language and the social

structure in which the users of language live’ (Spolsky, 1998, p. 3). Therefore, this
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study analyses occurrences of English language using tools and approaches present

in Sociolinguistics.

The datasets are also interdisciplinary as graffiti and tattoos are normally studied
for their artistic merit rather than their linguistic content. In this study, the graffiti
inscriptions and script tattoos are analysed in a similar fashion to other written texts.
Firstly, there is a corpus-based analysis of the language used on bodies and in the
streets, both morphosyntactically and semantically. Secondly, there is an analysis of
the reasons why the tattoo bearers chose English, and this reveals how they relate to

other people and themselves through use of a second or third language.
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2.1 Introduction

Chapter one introduced this study and its origins. This chapter reviews the current
literature and research available on graffiti and tattoos as both art forms and
communicative tools in order to highlight the gap in knowledge that this study intends
to address. There has been little research, firstly, connecting the two art forms,
secondly, the linguistic aspect of the inscriptions, and finally, the use of these mediums

in a persons’ L2.

2.2 Graffiti
This subsection presents graffiti. There is a brief presentation of the history of
graffiti and the origins of the word graffiti, definitions of graffiti styles are also given, as

well as an exploration of the functions of graffiti.

2.2.1 Historical Definition

According to the Online Etymology Dictionary, the word graffiti is considered plural
but used with singular agreement and is used to describe ‘words or images marked
(illegally) in a public place especially using aerosol paint’ (Harper, 2020). The word
graffiti originates from the Italian word graffiti which is the plural of graffito meaning a
scribbling (Menis, 2002). Graffiti is the noun from the Italian verb graffiare meaning to
scratch (Plesch, 2002). Graffiare is originally from the Greek word graphein which
means to scratch, draw or write (Cappelli, 2020; Casino, 2019). Elkins (1999) explains
that the Greek concept graphein (write, draw, and scratch) groups the three writing

styles together:

‘Together, gamma and graphein preserve a memory of a time when the
divisions we are so used to did not exist, and they help us remember, when
we need to, that picturing and writing are both kinds of ‘scratching’ — that is
marking on and in surfaces.’ (p. 83)

This could explain why graffiti is used as an umbrella term for a range of writing
inscriptions, the different forms of graffiti are presented in section 2.2.3: Defining
Modern Day Graffiti. From 1977, the usage of the word graffiti began to be used to

describe ‘crude drawings and scribbling in public places’ (Harper, 2020).
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Figure 1 Basic Timeline of Graffiti Writing

Ancient Graffiti

* Pompeii graffiti inscriptions dated from 1st Century BCE and * 1967 Name writing begins in Philadelphia

e Inscriptions found in Lascaux estimated to be from 15,000 BC * 1970s Tagging begins in New York

o All graffiti pre-1960s * 1983 Graffiti expands accross the USA and to Europe
#2000 Use of the internet to share graffiti art

Sources: Beyaert-Geslin, 2019; Chiavia, 2002; D. Smith, 2004; Bloch, 2016;
Gorman, 2016; Novak, 2017; Viitanen & Nissin, 2017 and the Straat Museum Blog

As demonstrated in the basic timeline above, there are two distinct periods in
graffiti. There is ancient graffiti that was drawn or scratched into surfaces with simple
tools such as rocks, then knives and simple writing implements. Throughout history
mankind has written and drawn on a variety of surfaces: trees, caves, pottery, leather,
stones etc. (Fischer, 2003; lljadica, 2016). Fischer, (2003) suggests that slashes and
notches in trees to convey a message may predate the drawings found in caves.

The Rosetta Stone is arguably one of the most famous examples of writing where
the same text is carved into one stone in three languages (Dalby, 2019). Graffiti, being
one form of writing, dates from the beginning of societal living, cave drawings in
particular are often understood as the earliest examples of graffiti (Andron, 2018;
Guthrie, 2005; Hanfling,1992; Megler et al., 2014); it has been found on Egyptian
monuments and on walls in Pompeii (Cappelli, 2020; Stowers, 1997). Viitanen and
Nissin (2017) found that certain graffiti inscriptions found in Pompeii resembled early
forms of political campaigning as well as social networking. Records of pre-1960s
graffiti are scarce due to their age and reliance on paper copies, Sage (2016) explains
that a fire at a French police station in 1871 resulted in the loss of any record of graffiti
inscriptions before that time. According to Abel and Buckley (1997), the first serious
book published on the subject of graffiti was in 1935 by Allen Walker Read (1935), in

which the graffiti inscriptions were found in 1928.

2.2.2 The Origins of Modern Graffiti
Itis generally accepted that modern graffiti started in the United States in the 1960s
(Cappelli, 2020), most notably in the cities of Philadelphia and New York, where the
graffiti tags started to move away from marking gang territories (Hedegaard, 2014;
Novak, 2017). The modern manifestation of graffiti writing primarily took place in the
disadvantaged communities in the United States (Zieleniec, 2017). Graffiti continued
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to grow during the hip-hop movement, as it was another medium for highlighting the
relationship between the powerful and the powerless, showing how marginalised
people interacted with said power structures (Cappelli, 2020). Alvelos (2004) suggests
that while tagging started in the United States of America, situationist-inspired graffiti

started in the Paris riots in May 1968.

Hip-hop can be defined as having four key elements: MC-ing (or rapping), DJ-ing,
break-dancing, and graffiti writing (Pennycook, 2006, p. 86). According to the Hip
Hoptionary, hip-hop is defined as:

‘the artistic response to oppression. A way of expression in dance, music,
word/song. A culture that thrives on creativity and nostalgia. As a musical art
form it is stories of inner-city life, often with a message, spoken over beats
of music. This culture includes rap and any other venture spawned from the
hip-hop style and culture.” (Westbrook, 2002, p. 64)

In the 1980s, perceptions of graffiti began to change as did the words used to
describe it; academic and art enthusiasts began using the terms ‘street art’ and ‘post-
graffiti’ (Bloch, 2016, p. 440). It is at this time that modern graffiti writing also spread to
Europe after the publication of two influential art books and the release of a
documentary film on graffiti (Hedegaard, 2014),° and the first graffiti art gallery in
France in 1984 (Obouronanga, 2022).

2.2.3 Defining Modern Day Graffiti

One of the problems with modern day graffiti is that it is difficult to define: artists,
authorities and academics seldom agree, and the lines between graffiti and art are
often blurred. According to Cappelli (2020), graffiti scholars have decided that the term
graffiti can cover a wide range of markings, for example: scribbles, drawings and
messages. One idea is that graffiti is the word used to describe the way in which people
change, by painting or writing on, public surfaces (Quintero, 2007).* In simple terms:
‘What is graffiti but a hijacking of public space - a street, a urinal, a street lamp - in
order to make that space do something different than originally intended?’ (Sage, 2016,
p. 859). Plesch (2002) echoes this definition: ‘the surface [the graffiti] was placed on
was not originally meant to receive it and thus was turned into a surface for writing’ (p.
168).

3 In section 4.10.4: Pascal, the graffiti writer Pascal mentions a television series named H.I.P.H.O.P.
which aired in France in 1984. This show introduced many people in France to hip-hop culture.
4 Quintero used the definition used by a Dutch graffiti artist called Zedz.
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As graffiti can be written on any surface, it has become omnipresent, and it can be
argued that graffiti is a ‘symbolic phenomenon present on a variety of surfaces in any
city of any size’ (Gross & Gross, 2016, p. 342), which means that everyone has seen
at least one piece of graffiti in their lives (Andron, 2016; Menis, 2002). Laurence (2005)

describes graffiti as the ‘syntax of street activity’ (p.71).

Graffiti comes in many forms, and the means to define it are as varied as the forms.
In order to avoid entering into the nomenclature debate, (Merrifield, 2002) and later
Sage (2016) used the term ‘jaytalking’ which was used to describe ‘popular [...] urban
speech in Paris during the fin-de-siecle, the usual form of which was graffiti written on
the streets and other public spaces of the city’ (p. 859). Moran (2016) describes

‘traditional graffiti [as] spontaneous, anonymous, and without authorization’ (p. 178).

In this study | identify three distinct types of graffiti inscriptions as: slogans, street

art, and tags. Halsey and Young (2002) write that:

‘Slogans range from the personal (‘Jane loves Ted’, or ‘J. Kaminski is a slut’),
through the gamut of political issues (environmental concerns, feminism,
state politics, international relations and so on), but all share the common
feature of being in nature, expressing a view to an audience.’ (p. 169)

Tags are defined as words, letters, numbers, or figures which are used by graffiti
writers (also known as graffitists or taggers cf. Macdonald, 2001, Moreau & Alderman,
2011, Moehkardi, 2022) as a signature to leave their name, alter ego, or nickname in
different places or next to their work (Macdonald, 2001; Menis, 2002; Moran, 2016;
Stowers, 1997). Mendonca (2020) expands this definition of a signature to include
stickers, drawings, stencils, and posters as artists’ marks and/or signatures. Street art
is a broader term that can be used to define pictorial artwork in the streets; this can
include commissioned or illegal pieces. Bloch (2016) writes that the term ‘street art’ is
used to describe more acceptable forms of graffiti in society and also used by

academics in an attempt to ‘gallerize’ graffiti in New York (p. 440).

There are many ways of creating graffiti: stencil, spray can, pen, marker etc. The
tool used can depend on the size or location of the graffiti, for example, the use of felt
tip pens is often seen on small areas and inside, whilst spray cans are used on large
areas and outside (Blume 1985). Banksy explains that one can of paint can allow an
artist to produce 50 A4 sized stencils and therefore cost as little as ten pounds,
therefore, graffiti remains a cheap option for public expression. Sage (2016) describes

graffiti as:
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"...Street behaviour, a form of speech that occurs in the space between two
rows of building, encompassing the sidewalk and the traffic pavement, as
well as all the other public spaces and fixtures found alongside or on city
streets: stoops, doorways, alleys, plazas, café terraces, bridges, quaysides,
market stalls, trees, flower boxes, benches, lightposts, urinals, and
signposts.’ (p. 856)

Graffiti collages, also known as throw ups, wheat pasting, fly posting, wild posting, or
bill sticking (J. Becker, 2019; Salim et al., 2016), involve writing a message on A4
pages, one page per letter, and sticking the message to the wall, the technique is used
and recognised in both marketing and graffiting. The name wheat pasting comes from
the adhesive made from water and wheat flour to stick the posters to the wall. Holmes
(2014) notes that it is a preferred technique of activists as it does not cause damage
to property permanently and ‘is not illegal in every city’ (Salzman, 2003, p. 253).
Stickering ‘involves the use of existing stickers (e.g. “Hello, my name is” conference
labels or express post labels) applied to street furniture or other urban fixtures’
(Carrington, 2009, p. 416).
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Table 1 Styles of Graffiti

Style Source
(Lado, 2011, p. 143)
Slogans [Valencians forever speak
Catalan]

Tag (Carrington, 2009, p. 413)
Street Art (Carrington, 2009, p. 414)
Stickering (Carrington, 2009, p. 416)

Graffiti Collage (Lombard, 2020, p. 11)
Stencil (Skulte and Ké)zz)lovs, 2020, p.

Menis (2002) divides written graffiti into three categories: tags, slogans and
monologues, and conversations. The difference between the latter two are that slogans
and monologues are written by one person whereas the conversations are sequences
whereby two or more people have contributed to the written graffiti (Menis, 2002).
Whether it be graffiti or street art, both are a means of creating a relationship between
‘the viewer, artist, and their worlds’ (Casino, 2019, p. 225).

For the purpose of this study, | will be using the following definition of graffiti from

Menis (2002) as an umbrella definition:

‘Graffiti are any writing or drawing, which may be written, sprayed, painted,
drawn or etched in on or any publicly accessible surface, e.g. walls, windows,
desk-tops, etc, for which no official provision is made, which are largely
unwanted, and which for the major part are anonymous.’ (p. 44)
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In addition to Menis’ (2002) definition, this study includes graffiti examples from areas
where it is accepted, such as on some toilet doors, or encouraged, as is the case in
the legal graffiti area. The words used to describe the people writing and drawing on
the walls also vary between academics and the writers themselves. McAuliffe (2012)
uses the terms graffiti writer and street artist as synonyms: ‘these two graffiti
writers/street artists’, and also as separate terms: ‘not all graffiti writers and street
artists were criminals’ (p. 16). McAuliffe (2012) explains that some writers prefer one
term over another, he cites Beastman, who ‘doesn’t describe himself as a graffiti writer,
but as an artist’ (p. 16). As this study focuses primarily on the words written, the term
graffiti writer will be used unless specified otherwise during an interview or through

contact with a writer/artist.

2.2.4 The Function of Graffiti

Graffiti is a genuine form of public expression as it is written anonymously in the
public domain (Sage, 2016). The content of graffiti can be as simple as the words |
was here, to fierce political debates on society’s problems, or expressing love for
another person (Menis, 2002; Plesch, 2002). Graffiti can reveal the population’s true
feelings about a situation (Bushnell, 1990). In Blair's (2015) opinion, graffiti is often
used as a communicative tool to let others know that an alternative position to the
current status quo exists. Graffiti is a way of expressing ‘dissatisfaction, anger, or signs
of value to’ its creators (Brown, 1995, p. 116). According to one of the students in
Brown’s (1995) research: ‘real graffiti has a punch line and announces the thoughts of
the twentieth century’ (p. 116). As well as announcing the thoughts of the writers, graffiti
has a ‘powerful way of evoking thought and emotion in the viewer, holding within it joy,
pain, love, hate, and life waiting to be consumed, or a person’s hope to speak in ways

he or she could not manage otherwise’ (Boldt & Paul, 2010, p. 14).

The use of graffiti as a means of expression is not supported by all academics. For
example, Mangeya (2014) argues that graffiti is for ‘cowards who lack the courage to
openly and publicly air out their sentiments’ (p. 264). However, it can be argued that
graffiti is seen as an anonymous means to express oneself in the public domain. Graffiti
is an anti-institutional act of defiance, whether it is in the street against the president
or the police, or on a desktop against the place of education. For example, ‘jaytalking
on city streets may have helped ordinary people make the city - or at least city streets
- their own, a place where they had some type of voice.’ (Sage, 2016, p. 858). Bushnell
(1990) suggests that ‘graffiti writers want to play a role on the public stage denied them
by official institutions’ (p. 813). This explains why graffiti is one of the means of
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communication for the marginalised - as it is uncontrolled it gives them power outside
of institutions. Coupland (2012, pp. 22-23) writes that ‘governments and their agencies
have had the institutional means to imprint their own current language-ideological
visions on public spaces, but they are not the only agents in the process’; it could be
argued that the graffiti writers are also agents using language in public spaces. Moran
(2016) writes that graffiti can ‘explore the political role of space in the “public sphere”

of the city as a site for alternative conceptualizations of “the public” in this case giving

an alternative platform for the voices of the graffiti writers (p. 191).

The other means of expression available to members of the public and graffiti
writers alike depends on each country, and could even depend on each city and the
means of communication that are available (regular town meetings, access to a hotline,
anonymous contact, the possibility to vote etc.) Ouaras (2018) found that graffiti writers
in Algeria felt ‘powerless and voiceless’, the writers explained that they wrote in the
public domain to express their anger towards the political authorities that control the
public space and the means of public expression and used street art as ‘a way to say
NO with colour’ (p. 186). This echoes the findings of Jaffe et al., (2012) who wrote that

in Kingston, Jamaica:

‘For those excluded from formal structures of power and voice, graffiti can
represent an alternative sphere for (cultural) political influence, in effect
giving voice to the voiceless and producing new, broader publics.’ (p. 20)

Through structured interviews with graffiti writers, lljadica (2016) also finds that
graffiti writing gives a voice to those that are economically voiceless. Peteet (1996)
describes the inhabitants of Palestine as ‘thinking out loud in graffiti’ during times of
unrest (p.141). Valesi (2014) in his thesis on street art, noted that in Mexico, Brazil, the
United Kingdom, Italy, France, and the United States, street-urban art ‘remains a vital
instrument of protest to bring about social change for communities of people who have
no voice’ (p. 20). Hamzah and Letmiros (2021) quote one of the protestors in the Arab

Spring saying “the walls” were a voice of democracy’ (p. 635). According to Sage
(2016), ‘... graffiti [is] inherently meant to be public, [it] is the written equivalent of
speaking out loud, albeit a less risky form of publicly and audibly announcing one’s
opinions’ (p. 856). This is supported by (Madsen, 2015), who writes that written
language is a physical representation of ‘public discussion’ and is used to claim and
appropriate public space (p. 99). In Ghana, students are often involved in politics, and

yet are excluded from political activities, therefore they turn to graffiti to voice their

42



opinions (Obeng 2000). This suggests that graffiti, or street art, is the written voice of

the voiceless.

Despite this initial critique of graffiti users, Mangeya (2014) concedes that the use
of graffiti can also be linked to a lack of a platform for people to speak out on. This
once again supports the idea that graffiti is an essential means of communication for
those who have no other voice. Menis (2002) writes that graffiti not only illustrates
ordinary events but also the significant topical events present in society, this is echoed
by Gasparyan (2020), who writes that ‘the walls being a unique medium of people’s
imagination and their pictorial reproduction silently bore much information concerning
different problems and events happening at the times those pictures or writings
appeared on them and only centuries later they were observed theoretically and were

named as “graffiti” (p. 39).

Graffiti is an omnipresent part of the cityscape. However, it requires a viewer in
order for the image or text to be meaningful (Cappelli, 2020). The graffiti inscriptions
are created by the writers, but are read by passers-by who have their own political and
cultural identity (Holt, 2017; Sturken and Cartwright, 2009). According to Lewisohn
(2008), the viewer of graffiti plays a vital role in the interpretation of the graffiti whereby
the viewer’s position and world view aids in such interpretation. Baudrillard (1993)
describes graffiti as having ‘neither connotation, nor denotation, they escape the
principle of signification and, as empty signifiers, erupt into the sphere of the full signs
of the city, dissolving on contact’ (pp. 78-79). Barthes (1977) writes that there are two
interpretations of an image: the denoted and the connotative message (pp. 17-19).
The denoted message is the literal message whereas the connotative message
includes the viewer's background including their social, political, psychological

associations of the viewer (Cappelli, 2020).

Toilet graffiti is particularly interesting as the closed nature of the cubicle offers the
writer ‘almost complete anonymity’ (Trahan 2011, 2). Abel and Buckley (1997) note
that people write graffiti in toilets because they: ‘feel the need or the compulsion to
express [...] their frustrations, hatreds, fantasies, desires, wit, wisdom, their innermost
secrets, [and] things they would not ordinarily reveal to their closest friends or loved
ones[.] (p. 3). Green (2003) describes ‘toilet graffiti [as] a unique window into the
relationship between gender, language, and social context’ (p.282). Moehkardi (2022),
who studies toilet graffiti in female cubicles, finds that graffiti is ‘one way of letting
problem[s] go and from the language the female students used, not only do we know

how they expressed their feelings, but also how they interacted with other female-
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graffitists’ (p. 130). Bartholome and Snyder (2004) suggest that toilet graffiti can be
particularly useful to researchers giving them ‘an insight into the psyches of the authors
and the society to which they belong’ (p. 86). Whilst the aim of tagging, for example, is
for graffiti writers to ‘symbolically claim [...] territory and advertis[e] themselves to their
peers, gaining fame and status by the omnipresence of their signature’ (Alvelos 2004,
p. 18). That said, the presence of graffiti and whether or not it is cleaned for example,
can provide insight into the political and social rules regarding graffiti in that area.

2.3 Tattoos
This section presents a brief history of tattooing and explores the definitions of the
words that will be used in this thesis. The function of the tattoos found by previous

researchers will also be discussed.

2.3.1 History of Tattoos

Tattoos have coexisted with humans from as early as 3,300 B.C.E. (Sanna, 2016).
The “lceman” mummy was discovered in Europe in 1901, and his tattoos have been
dated back to 5,300 years ago, there are also records of decorative Japanese tattoos
which date back to 247 C.E. (Ghosh, 2020). More recently, tattoos have been found
on the 5,000-year-old mummies in the British museum thanks to infrared technology
(McCarty, 2019).

In medieval Europe, tattooing was used as a means of punishing criminals by
branding (Fisher, 2002). According to Pesapane et al. (2014), tattoos were officially
banned in 787 C.E. and this led to a decline in the practice. The act of tattooing was
reintroduced to the western world after the expeditions in the 18™ century (Pesapane
et al., 2014), William Dampher returned to the United Kingdom with a Polynesian who
had many tattoos (Ghosh, 2020). Tattoos became a popular means of linguistic
expression throughout North America and Great Britain from the mid-1880s (DeMello
& Rubin, 2000), this popularity was particularly present in the upper classes (Csesznek
& Stemate, 2019). The wealthy upper classes used tattoos to impress other people,
whereas in the working classes the tattoos were to express the bearers themselves
(Fisher, 2002; Swami & Harris, 2012). Despite the upper and lower classes both having
tattoos, the wealthy tattooed classes viewed the tattooed lower classes as being
deviant based upon their tattoo imagery and tattoo designs (Fisher, 2002). This is just
one paradox present in tattooing. Tattoos at that time were used by two distinct groups

for two opposing goals: either to impress others or to express oneself.
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The popularity of tattoos in the United Kingdom and the United States continued
from the mid-1880s for the next decade or so (Fisher, 2002). Miller (2012) writes that
up until the late nineteenth century, tattoos were used by corporate workers and
craftsmen, as a symbol of belonging to their respective guild or of their respective
activity. Tattooing culture became an ‘increasingly prosaic phenomenon in
contemporary American culture’ (Kosut, 2000, p. 80), whereas in France, tattooing was
reserved for criminals, just as it had been for 2000 years (Fisher, 2002). As tattooing
grew in popularity, the number of people who were tattooed grew. This meant that the

people who earnt a living in the circus by being a ‘tattooed “freak™ had to reveal more
skin to attract crowds; the attraction died out by the 1940s (Fisher, 2002, p. 96). This
was followed by the military opposing tattoos, due to both the erotic content and the
perceived health hazards (Fisher, 2002). However, tattooing in the military was seen
as an important part of bonding for soldiers, but when returning to civilian life soldiers
found that their tattoos had ‘negative social value’ (Governar, 2000, p. 229). Muller
(2012) explains that sailors and soldiers often spent time in the red-light districts and

as tattooing was not a lucrative business the studios were often situated in those areas.

Tattooing re-emerged as a phase during the late 1960s and 1970s® as a part of
hippie and rock star subcultures (Fisher, 2002). Miuller (2012) notes that tattooing
became popular significantly faster in the United States of America, whilst in France
the first official tattoo salon opened in 1963. Tattooing has also become popular among
‘celebrities’ including, but not limited to, Tsar Nicholas Il and Sir Winston Churchill
(Pesapane et al., 2014). Around the same time, researchers, particularly sociologists,
started to observe tattoos being used as a form of protest within the punk and gay
communities to speak out against capitalism and conservatism (Csesznek &Stemate,
2019). At the start of the twenty-first century tattoos started to become more
mainstream in Western culture, eventually being viewed as an art form, or at minimum
body art (M. Atkinson, 2003; DeMello, 1993; DeMello & Rubin, 2000; Irwin, 2001,
Kosut, 2006; Vail, 1999).

2.3.2 Definitions of Tattoos
According to the Online Etymology Dictionary, the word tattoo has two different

origins: in the 1680s, tattoo was used to refer to the way of signalling soldiers or sailors

5 The same time that modern graffiti started, but it was coincidental.
45



to quarters at night (Harper, 2001). It originates from the word taptoe coming from
Dutch and meaning the shutting off of a faucet, and in 1755 the idea of drumming was
added to the word tattoo (Harper, 2001). In 1769, the usage of the word tattoo to refer
to pigment design in skin was first attested in Captain Cook’s writing from his travels
around Polynesia; he brought the tattooed Tahitian Prince Omai back to the United
Kingdom with him (Kosut, 2006). In Polynesian, the word tatu means to mark or to
strike (Plesch, 2002).

The word tattoo is used as both a verb and a noun to discuss the procedure and
result (Goldstein, 2007). According to (Oxford English Dictionary, n.d.), the earliest use
of the word tattoo as a noun to refer to skin modification was in 1769, as a verb it was
firstin 1777. In this study, | will be using Ghosh’s (2020) definition of tattoos: ‘a process
of marking almost indelible designs on the human body by inserting pigments into the
skin’ (p. 295). Blanchard (1991) describes tattooing as a ‘socially significant practice’
which is ‘absolutely context specific. There is no tattooing on stone, paper or
sheepskin’ (p. 11). Tattoos can be applied by modern and traditional methods. Kosut
(2006) describes traditional tattooing as a ‘quintessential folk art tradition’ (p. 88); the
word folk is used to describe tattooing as a craft, handed down from generation to
generation. Modern tattooing started in the late 1880s with the invention of the electric

tattoo machine and stencils (Fisher, 2002).

Research in the past has had a tendency to focus on the negative aspects of
tattooing. For example, in the 60s, researchers such as Yamamoto et al., (1963) and
Post (1968) wrote that tattoos indicated homosexual desires and an attempt to
suppress them. Hamburger (1966) suggested that prisoners had tattoos due to a lack
of ego and a desire to establish identity. In the 90s, the motivations for getting a tattoo
were considered negative. Copes and Forsyth (1993), and Favazza (1996) all argued
that tattoos were evidence that the bearers needed constant stimulation and had low
levels of cortical arousal. In Hewitt’s (1997) book, people with tattoos are stereotyped
and inferences are made about their psychological states of mind. Tate and Shelton
(2008) also found that in the past tattoos were once regarded as a marker of a
personality flaw or social nonconformity. Kosut (2000) also notes academic papers and
books focus on the negative aspects of tattooing, failing ‘to account for the diversity

and richness of contemporary tattoo cultures’ (p. 80).

2.3.3 The Function of Tattoos
Blanchard (1991) and C. Sanders (1989) identify four primary functions of a tattoo

that overlap. The first is as a ritual practice, this could be as a rite of passage or a
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physical marker of a life event (Fisher, 2002). The second function is as a means of
identification, within a romantic relationship or within a larger community, this could
also be described as a means to strengthen a person’s social ties (Blanchard, 1991;
Csesznek & Stemate, 2019; C. Sanders, 1989). The third as a protective talisman, and
the fourth as a piece of body decoration (Blanchard, 1991; C. Sanders, 1989). In their
study on tattoos as expressed identity, Csesznek and Stemate (2019) find a further six
reasons for being tattooed: beliefs and ideologies, the strengthening of identity, as a
tribute to a social model, out of curiosity, in memory of a lost loved one, and as
emotional support. Krutak (2015) would add that tattoos can also function as a marker
of status and position within a community or for therapeutic reasons. These functions
and motivations will be discussed in relation to the data in this study in section: 5.6

Themes and Meanings and section 5.7 Reasons for Being Tattooed in English.

Tattoos can be considered, on a simple level, body-decoration and on a more
complex level a ‘surface [...] filled with hieroglyphs telling one of the stories of
corporeality in history’ (Falk, 1995, p. 95). However, tattoos can also be considered a
means for the bearer ‘to construct one’s body and self in one’s own desired image’
whilst also being ‘a phenomenon that reflects cultural influences’ (Kosut 2000, p. 80).
The stories that people choose to tell in their tattoos are as individual as the tattoos
themselves. There can be external factors such as commemorating events, life
experiences, or human relationships (Forbes, 2001; Horne et al., 2007; Woodstock,
2014). Then there are the people who choose to externalise internal thoughts or
feelings such as personal growth, their collective identity and/or individual identity or
personality (M. Atkinson, 2003; L. F. Dickson et al., 2015; Forbes, 2001; Woodstock,
2014). Kirkland (2009) describes tattoos as an alternative literary practice and
considers them as literacy artefacts. Nevertheless, not all tattoos are linked to a story;
in one study a third of the participants cited that they have a tattoo as they ‘just wanted
one’ or as they ‘like[d] the looks [sic] of it’ (L. F. Dickson et al., 2015, p. 108).

2.4 Art
This section focuses on the relationship between graffiti, tattoos, and art. There is
a discussion of what constitutes art, the links between art and language, as well as a

presentation of the existing literature on graffiti and tattoos as art forms.

2.4.1 Defining a Work of Art
Much like the definition for graffiti, art itself is difficult to define. What is clear, is
that the perceptions of art and beauty differ from culture to culture and evolve over time

(Casino, 2019). The art historian Tatarkiewicz claimed that the modern concept of art
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is a ‘confluence of concepts’ that is to say ideas and opinions inherited from the
previous generations as far back as ancient times (Tatarkiewicz, 1980, quoted in
Hanfling, 1992, p. 3). One definition popularised by Tolstoy (1930) is that art is:

‘a human activity consisting in this, that one man consciously, by means of
certain external signs, hands on to others feelings he has lived through, and
other people are infected by these feelings and also experience them.’
(p. 123)

Casino (2019) explains that there are many qualifiers for what can be described
as art; this often depends on who is asked and when they are asked, she writes that
‘art exists where and when inner meaning becomes intelligible’ (p. 277). One response
to the lack of a universally accepted definition is that there cannot be one single
definition. There needs to be an ‘open concept’ of what is art and how we interpret it
(Casino, 2019, p. 227).

According to Kosut (2006), ‘art is produced by individuals who are influenced by
ideological, historical, material, and structural forces’ (p. 77). Kosut's definition
encompasses the identity of the artists and their background, whereas the following

definition focuses on the artwork and the effect it has on the beholder:

‘A work of art is either a reproduction of things, or a construction of forms, or
an expression of experiences such that it is capable of evoking delight or
emotion or shock.’ (Tatarkiewicz, 1980, p. 38)

If we apply Kosut’s or Tatarkiewicz’s definition to graffiti and tattoos, both can be
considered as art forms. Both tattoos and graffiti are produced by individuals who have
their own context and background, and both can evoke an emotion in the people that
see them. Neither definition asks for the artwork to be well received by the public. This
therefore removes all doubt that tattoos and graffiti can be art forms whether they are

liked or not.

Banksy, a worldwide renowned graffiti artist from Bristol UK, speaks publicly but

anonymously about the art world and graffiti’s place within it:

‘Art is not like other culture because its success is not made by its audience.
The public fill concert halls and cinemas every day, we read novels by the
millions and buy records by the billions. We the people, affect the making
and the quality of most of our culture, but not our art. The Art we look at is
made by only a select few. A small group create, promote, purchase, exhibit
and decide the success of Art. Only a few hundred people in the world have
any real say. When you go to an Art gallery you are simply a tourist looking
at the trophy cabinet of a few millionaires.” (p. 170)
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This view is echoed by Heidegger (2008) who believes that ‘we read, see, and
judge literature and art the way one sees and judges’ (p. 164), suggesting that we all
appreciate the same artworks as we are told to appreciate them (Thomson, 2019).
Matthews (1979) suggests that ‘most of us do not know an artwork when we see one
we have to be told by someone — an expert — who is going on something more than
the accepted usage of the expression’ (p. 46). H. S. Becker (1982) suggests that art
can be any object or action that is legitimated as art depending on the institutional
context and the rules of legitimation. Kosut (2006) suggests that the definition of art is

a contextual decision:

‘The creation and reception of art (who gets to make it, who gets to see it
and in what context it is exhibited), along with the perceived inherent cultural
value of the objects (authentic or inauthentic high or low) are processes that
are embedded within the social world.” (p. 77)

Casino (2019) echoes this view explaining that we only understand art ‘within the
context of the art world’ (p. 227), that is to say that something must be already accepted
within the art world, i.e. art critics and museums, for it to be considered mainstream
art. When an object or action is displayed within a museum or gallery context, its
meanings and functions are officially recognised as holding value, and aesthetic value

in particular for tattoos and graffiti (Kosut, 2006).

2.4.2 Text Art

This thesis defends the argument that graffiti inscriptions and script tattoos are
examples of text art. The definition of text art® that will be used in this thesis is that of
Jaworski (2014), who writes that text art consists of: ‘...works of art in which some form
of language is the sole or key component of its visuality or performance’ (p. 138).
Beyaert-Geslin (2019) writes that the study of graffiti offers the opportunity to study the
semiotic systems of both texts and images, as the tattoos are often artistic and
accompanied by images the same opportunity applies. The data in this study, graffiti
inscriptions and script tattoos, all contain at least one example of language - be it a

word or an acronym.

Drawing and painting are some of the original means of communication which were

first seen in cave paintings (Hanfling, 1992). It can be argued that the cave paintings

6 The equivalent term in French could be considered I'image du texte coined by Souchier (1998,
2007)
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are also the earliest examples of graffiti (Andron, 2018; Megler et al., 2014). Some
anthropologists speculate that some of the prehistoric cave paintings are occurrences
of graffiti (Guthrie, 2005; Megler et al., 2014). Furthermore, if drawing is a form of
communication, and drawing is a form of art, this would mean that art is equally a form

of communication.

In addition to text art containing language, Casino (2019) suggests that art is a
language, describing it as ‘visual vocabulary that conveys meaning in a way separate
and distinct from that of the verbal or written’ (p. 223). Casino (2019) writes graffiti can
be described as a pictorial means for sharing information. It could be argued that this
definition could also be applied to tattoos. Dillon (1999) wrote that images could be
considered a second communicative system: he argues that images are as expressive
as natural language, but exist parallel to it. Natural language, which is human created
language as opposed to an artificial language or computer code, is an example of
objective and quantifiable behavioural data (Ireland & Mehl, 2014). | consider the script

tattoos and graffiti inscriptions to be occurrences of natural language.

It can be argued that these definitions can also be applied to graffiti and tattoos. In
keeping with Jaworski (2014): text art is where ‘language is the image, or a dominant
element in the visual field’ (p. 140). The ‘visual fields’ in this study are the city of
Bordeaux and the skin of L1 French speakers. The visual fields could be considered a
synonym for ‘linguistic landscape’ (Coupland, 2012); Jaworski (2014) explains that text
art is a part of the linguistic landscape. Whenever someone leaves their home ‘they
step into the linguistic world’ (Demska, 2019, p. 2), and it is in the public domain that
examples of ‘public use of written language’ can be seen (Pavlenko, 2010, p. 133), in
this thesis the focus is on two elements of the linguistic landscape: graffiti inscriptions
and visible script tattoos. The concept of linguistic landscape will be explored in section

2.5.3 of the literature review and 3.2.1 of the chapter on methods.

2.4.3 Graffiti and Tattoos as Art

Many people do not accept graffiti as art on the basis that it is an individual
interjection in a public space without permission from the relevant authorities (Keough,
2010). Tattoos are also often viewed as eyesores or as curious exotic pieces; people
outside of the tattoo culture community do not often see tattoos as art (Kosut, 2006).
However, attitudes are changing, for example in 1999, Vail classified tattoos as
‘fine-art’ (p. 263). Greenberger (2002) noted that newspapers and magazines used the
term skin-as-canvas in order to justify the body as a legitimate artistic medium. More
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proof that attitudes towards tattooing have changed is that the professionals once

called tattooers and tattooists are now referred to as tattoo artists (Kosut, 2006).

Tattoos and body modification exist in all countries and cultures, however, the idea
of the human body as a canvas and object to be worked on is often difficult to
understand from a western perspective (Falk, 1995). Nevertheless, stigmatisation of
body-marking is decreasing while the positive body image movement is gathering
speed (Falk, 1995). The negative stereotypes associated with tattoos may decrease
as the number of people with tattoos increases and then in turn the number of people

in power who have tattoos increases (Ruffle & Wilson, 2018).

One of the arguments against tattoos being art is that they are unnatural. Falk
(1995) however, explores the idea that ‘the human body is never found in its ‘natural’
state — except for a short period after birth’ (p. 95). Baudelaire (as referenced in
Thévoz, 1984) remarks that babies are attracted to loud colours and artificial forms,
this proves that there is an innate desire for the unnatural. Mauss (1973), cited by Falk
(1995), explains that each culture has its own techniques and traditions that are applied
to new-born babies and that our bodies are ‘the corporeal aspect of socialization’ (p.
95). The idea of ‘the natural’ in Western culture has its origins in the Greco-Roman era
and Judeo-Christian teachings, whereby make up and body decorating that enhance
the natural were allowed, but that permanent body markings were disapproved of and
were stigmatised (Falk, 1995). Falk (1995) writes that:

‘Irreversible moulding or marking of the body is often conceived of as a
profanation of the image of God and decorating or painting as shameless
articulation of the flesh. As is well known, the glaringly painted whore is
originally a biblical motif.’ (p. 100)

Not all cultures view tattoos and body modification in such a negative light, ‘in many
traditional and archaic cultures the unformed and unelaborated body is considered
imperfect, unfinished, and even ugly’ (Falk, 1995, p. 98). In some cultures, for example,

in Maori (Pritchard 2000), tattoos are considered an art form (Vail, 1999).

Likewise, the popularisation of graffiti started in the 20th century as it became part
of the art world being labelled as contemporary art (Casino, 2019). This is evident due
to the museum exhibitions and art installations being held worldwide. One of the
earliest and most well-known exhibitions was held at the Museum of Contemporary Art
in New York. The Museum held a three-month show in 2011 named Art in the Streets
displaying work from the 1970s as well as the history of graffiti and its modern day

presence (Casino, 2019). The French stylist Agnes B opened the first art gallery
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dedicated to graffitiin 1984 (Obouronanga, 2022). Similarly, in the tattooing community
a pivotal moment came when the Soho Drawing Center held an exhibition featuring
Western flash tattoos in New York (Kosut, 2006). Gasparyan (2020) writes that despite
its age, graffiti has come to be the focus of some scientific attention in recent years,
this is mainly with the aim of examining socio-political issues of the present day. In
2005, the Graffiti Research Lab (GRL) was founded in New York. The founders explain
that the online website was aimed at encouraging people to rethink preconceptions
towards graffiti (Keough, 2010). GRL is an ‘open source technology’ database which

is available for public use via their website http://www.graffitiresesearchlab.fr/.

Tattooing and graffiting are artistic mediums that use alternative canvases: the
skin and walls (or any other available surface). According to Falk (1995), using the
body as an artistic canvas is a way for humans to express themselves. Gell (1993)
describes tattoos as the trace created during the process of tattooing, tattoos leave an
indelible mark, not unlike the engravings on walls and other surfaces left by graffiti

artists, where the pictorial layer has been scratched (Plesch, 2002).

One of the links between graffiti and tattoos is that some artists practise both art
forms. They tattoo by day to earn a living and write graffiti at night as a passion. There
is also a trend of academy trained artists entering the tattooing community and
academics that are also graffiti artists (Kosut, 2006). Graffiti writing and tattoo bearing
are both methods of continuing a person’s story away from the traditional page and
onto an alternative canvas (Kirkland, 2009). Graffiti writers prefer walls and doors
whereas tattoo bearers (and artists) prefer skin. When tattooing, one body is the
canvas and another body the creator of the tattoo: ‘In the story to be told the body has
a double role; as a visual gestalt, which is the raw material to be worked upon, and as
the performer of the action’ (Falk, 1995, p. 96). In the case of graffiti writing there is
one body (the writer) and the surface. The practice of tagging in particular, can be seen
as a ‘projection of the body, the agents, the actors’ [les signatures-graffitis sont des
projections du corps, des actants, des acteurs] (Beyaert-Geslin, 2019, p. 120). In this
example, the tags represent both the identity and the body of the writers.

The human body can be seen as a canvas or ‘communicative tissue’ that social
power can be displayed upon (O’Neill, 1986, p. 71; Falk, 1995); the word ‘display’
suggests a public reading of the body. This can be considered a continuation of
Foucault’s (1977a) writings whereby he asserted that ‘the body is the inscribed surface
of events’ (p. 148). However, a British performance artist described body art, including

tattooing, piercing and branding, as a ‘private diary’ (Plesch, 2002, p. 188) which
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suggests that body art is not public. Goulding et al., (2004) consider tattoos as being
both ‘public and private statements about the individual's identity’ (p. 280). The
contradictory nature of tattoos being both private and public will be explored further in

the thesis in section 6.2.8: Public Spaces and Private Places.

Baudelaire, (cited by Steele, 1985), believes that fashion was the result of
modern-day habits and traditions: he described fashion as a ‘deformation of nature, an
unceasing and repeated effort to reshape it’ (p. 127). Therefore, it could be argued that
body art and tattoos are also a deformation and an attempt to reshape nature. This
definition could also be used when describing graffiti, depending on the placement it
too could be used as a means to deform and reshape nature. Krutak (2015) writes that

tattoos and graffiti go from cult to art particularly when art meets fashion.

The placement of graffiti can influence how it is perceived by the public and the
authorities. In places of worship, graffiti can be seen as a testimony to the popularity
of the site. The more marks left by visitors, the holier a place is considered, the more
it attracts visitors, who in turn leave more marks (Plesch, 2002). According to Zurawski
(2019), graffiti writing for the purpose of devotion is a widespread practice. Cruz-Uribe
(2010) found Greek graffiti inscriptions in the temple in Deir el-Bahri in Egypt, and
posits that they were from worshippers using the abandoned temple over a 30-year
period. During medieval times a person’s name was considered an extension of their
personality: by writing one’s name in a holy place the person’s ‘presence’ remained as
long as their inscription (Zurawski, 2019). A comparison between keeping oneself in a
place through graffiti and keeping another person alive in a tattoo is explored in section

6.3.4: Grief and Homage.

When artists choose public and private property for their pieces, this can cause
financial battles between the street artists and the property owners (‘When “Artists”
Tag Your Building’, 2018). According to Lombard (2020), the ‘focal point of contention
internationally was balancing the rights of property owners affected by the works and
the artist who created it’ (p. 43). In the United States of America the Visual Artist Rights
Act (VARA) protects graffiti writers and their work (‘When “Artists” Tag Your Building’,
2018).7 If graffiti has ‘recognised stature’ it is protected by copyright law and this can

”The VARA of 1990 was amended to include ‘work of visual art’. The amendment allows the author
to claim authorship if the work is displayed publicly and prevents destruction, mutilation, distortion or
harmful modification to the work (Rep. Kastenmeier, 1990).
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override it being created illegally (‘When “Artists” Tag Your Building’, 2018, p. 15).
Obouronanga (2022) explains that when graffiti began appearing on trains in Paris this
opened a platform for controversy, through the cultivation of the ambiguity between art
and vandalism: the non-standard, illegal practice revealed the writer's desires to
distance themselves from other traditional cultural practices. In an interview with graffiti
writer M. Liberté, he explains that he often writes on bins to avoid trouble with the law
because it is unlikely to offend most people, see section 4.12.1: M. Liberté for more

detail of his interview.

When asked if graffiti are art or crime, Andron (2018) replies that they are neither,

she writes that they are:

‘...Inscription[s], communication, engagement, urban language, spatial
practice, cultural production, multimodal expression, emplaced occupation,
public discourse, networked semiosis, surface politics — all of these and
more, just not art, nor crime.’ (p. 191)

Obeng (2000, p. 338) also holds this view, as he focuses on ‘the content of the graffiti
and not the act of the writing graffiti itself’ in his research. Not unlike Obeng’s research,
this study intends to look further than the question of art or crime and focus on the
inscriptions as linguistic acts. This will be discussed further in the next section.

2.5 Communication and Linguistic Practices
This section focuses on the existing literature that addresses communication and
linguistic practices that can be compared to graffiti inscriptions and script tattoos. As

Gasparyan (2020) writes:

‘...it is necessary to study graffiti texts as a model of communication, this
point is rather crucial, for in order to find out and explain the communicative
aspect of a certain piece of graffiti text, firstly one has to find out the function
that piece of writing performs and in order to understand that function one
has to carry out a scrupulous analysis on each of the linguistic element
making up a graffiti text, since the latter is mostly created by anonymous
authors and under unknown circumstances. [...] The language in this case
can be a “witness”, some kind of a “betrayer” of the author that can tell the
story of the reasons and purposes underlying the text’ (p. 42)

Therefore, this study considers both graffiti inscriptions and script tattoos as modes
of communication. The following subsections explore areas of language that have

influenced this study of graffiti inscriptions and script tattoos.

2.5.1 Communication
This thesis builds upon the proposal that tattoos and graffiti are a form of

communication and linguistic interaction that uses forms, symbols, signs, and
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language to express the thoughts and feelings of the writer or bearer. The tattoos and
graffiti included in this current study all contain one or more words that are identified
as being part of the English language and are seen as communicative tools and modes

of communication.8

Luhmann (1992) suggests that the definition of communication changes between
fields of research, maintaining that ‘only communication can communicate’ (p. 251).
Craig (2006) writes that the term communication is ‘used to refer to a range of activities
— communication practices — that involve talking and listening, writing and reading,
performing and witnessing, or, more generally, doing anything that involves
“‘messages” in any medium or situation’ (p. 39). According to Back (2007), the human
body can be seen as ‘a medium of communication’ (p. 75). C. W. Martin (2018) adds
that in a metaphorical sense, ‘tattoos can be considered a medium of communication,
a message, a genre, a text, and a language’ (p. 40). Textual communication and

interaction exist in the form of symbols, signs, and language (Denissova et al., 2019).

The graffiti inscriptions and script tattoos used in this study all contain one or more
words from the English language. The definitions of language are as varied and
disputed as those relating to art. According to Casino (2019), ‘language is defined as
a system of abstract codes which represent antecedent events and concepts’ (p. 228).
For Hepburn and Potter (2004), language is active and alive. Hall understands
language as a construction which is developed by the community that uses it to
produce meaning through agreed definitions and grammatical rules (Hall, 1997).
According to Spender (1980), ‘one of the crucial factors in our construction of this
reality is language. Language is our means of classifying and ordering the world: our
means of manipulating reality’ (p. 2). Otheguy et al., (2015) describe named
languages, such as French, English, or Chinese, as ‘social construct[s] (p. 283),
whereas Delbecque (2002) considers language as a creative thinking tool (un outil
d’idéation (p.1), and as a tool it is able to shape and influence thoughts and behaviour
(Sunderland, 2006). Kelly (1979) also defines language as a tool explaining that
language is ‘the entity which forges human relationships, which forms human beings

by giving [them] the tools to express their experiences of the real’ (p. 26).

8 In the methods section | explain how words are determined as English or not using dictionaries
and context.
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Tattoos and graffiti can both be defined as a type of visual language (Belkin and
Sheptak, 2018) and ‘the function of a language is to convey meaning; even more than
that, it should convey the inner thoughts and feelings of the individual person’
(McDougall, 2012, p. 328). The decision to have a tattoo on one’s body or write graffiti
on a wall, desk, or door, is often motivated by a message that the writer wants to share
within their linguistic landscape. This message can be conveyed through an image,
words, numbers, or a mixture of all three. Tattoo bearers and graffiti artists often
choose messages which are symbolic and/or meaningful in their social and cultural
worlds (M. Atkinson, 2003; L. F. Dickson et al., 2015). Tattoos are both a means of
body decoration whereby the body can be ‘filled with hieroglyphs telling one of the
stories of corporeality in history’ (Falk, 1995, p. 95) and also a means for people to
express themselves after ineffable experiences (Armstrong et al., 2002; Greif et al.,
1999; Sanna, 2016).

Cappelli (2020) considers graffiti to be ‘visual rhetoric’ as it has the power to
communicate ideas to the public. Holt (2017) argues that for something to be visual
rhetoric it must be symbolic, have human interaction, and have a communicative
element. It can be argued that both graffiti inscriptions and script tattoos fit this
definition. Mangeya (2014), writes that ‘graffiti presents a situation whereby discourses
lie both physically and symbolically side by side’; he explains that graffiti inscriptions
are often found physically next to the place of dominant discourse whilst having
conflicting content (pp. 193-194). Andron (2018) suggests that ‘many street art
compositions are based on symbolic language, and they deliver one-liners whose
meaning is limited to deciphering the symbolic convention’ (p. 39). The brevity of both

script tattoos and graffiti inscriptions is explored further in section 6.2.3.

Technology has changed the relationship between spoken and written language.
In the past, the spoken word was fleeting and temporary (V. J. Cook, 2014), now it can
be filmed and recorded (G. Cook, 1989). In the past, society saw the written word as
the more permanent means of expression (Cornbleet & Carter, 2015), writing was
considered more formal as it was permanent (Hilton & Hyder, 1992). The English
expression ‘it's not carved in stone’ suggests how written language can be viewed —
as a finite decision. Whereas now the written word can be physical, digital, temporary,
modified and erased. It should be acknowledged that there are both permanent graffiti
pieces that are etched into the surfaces and temporary ones that are covered by the
next writer or removed by the local council for example. Gade (2003) argues that the
longer the writing is meant to be visible, the more formal it will be, therefore the
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informality of graffiti is well suited to its ephemeral characteristics. Moran (2016) notes
in his thesis, that as graffiti can be overlapped in the public space this is testament to
its ephemeral and unpredictable nature. This is in contrast to tattoos which are
generally considered permanent and therefore by Gade’s (2003) definition a higher
level of formality language should be present in the script tattoos. However, technology
has also impacted our relationship with tattoos: once permanent marks on the skin, the
advances in lasers have rendered the removal of tattoos a possibility.

2.5.2 Multimodality

Both graffiti and tattoos can be examples of multimodal writing. Multimodal writing
Is when a visual medium incorporates several design features from a variety of semiotic
systems, including, but not limited to: choices about font, script, typeface, colour, and
execution (Kress, 2010; Jaworski, 2014; Paudel & Neupane, 2019). In their study of
stencil graffiti in Latvia, Skulte and Kozlovs (2020) describe their data as having
‘multimodal complexity and [...] laconic multilayered expressivity’ (p. 75). Tattoos can
also be created with or without a stencil and, like graffiti inscriptions, are often laconic.
Lemke (2009) and Ngrgaard (2009) write that the multimodal signifiers present in
graffiti inscriptions and script tattoos, include language, typography, pictorial display,
letterforms, and colours. Lemke (2009) argues that very few texts are unimodal, apart
from when they are extracted from the original text. Not unlike graffiti inscriptions, script
tattoos are also an aesthetic vehicle of language, they are perfect examples of
multimodality as they combine letters, numbers, colours, font choices, and drawings.
Goldstein (2007) argues that tattoos are also multimodal as they turn bodies into
canvases. The same logic can be applied to graffiti which renders any surface a

canvas: toilet walls, desks, bins, post boxes, and so on.

Graffiti can be considered a multimodal tool for displaying, spreading, and
communicating ideas (Birdsell and Groarke, 2007; J. Blair, 2012; Cappelli, 2020;
Fleming, 1996; Pennycook, 2006; Roque, 2015), Alonso (1998) adds that graffiti is a
‘tool of communication’ (p. 2). C. W. Martin (2018) writes that tattoos ‘maintain a
distinctive sense of multimodality (read multiple meaning-transmitting forms or modes)
in the way that the visual, linguistic, spatial, and cultural components of one tattoo all
speak to the meaning of that sign’ (p. 138). Rowsell et al. (2013) describe tattoos as a
core example of social semiotic multimodal process, and therefore tattoos are
considered complex inscriptions displayed and inscribed on the body, for example, as
‘multimodal artefacts’ that are marks of the bearer’s identity (Koller & Bullo, 2019, p.
3).
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According to Kress (2003, 2010), social behaviours and language(s) cannot be
isolated from each other as well as from other social semiotic systems, as the
combination allows for a wider approach to multimodality. Mora et al., (2016) use
multimodality to ‘study literacy practices that, despite favoring the print word, also
prompted an analysis of spatial modes (e.g. the location of tattoos in the body or the
geographical areas where graffiti became more evident)’ (p. 6). The spaces within
multimodal studies can be defined as ‘constitutive in organizing patterns of agency,
voice, identity and multilingual and multimodal practices’ rather than an objective
neutral sociolinguistic variable’ (Witbooi, 2020, p. 79). Mejia-Vélez and Patifio (2014)
posit that multimodality in the creation of texts can facilitate the internalisation of
concepts and integration of skills, ultimately building a person’s knowledge of
themselves and allowing them to look at the world more deeply. Koller and Bullo,
(2019), referring to (C. W. Martin, 2013), describe tattoos as a means to connect with
other people but also with oneself. When graffiti writing and choosing a script tattoo,
there are many choices to be made and each one reveals more about the writer or

bearer.

2.5.3 Linguistic Landscape

Linguistic landscape serves as a tool for providing information about ‘the
sociolinguistic composition of the language groups inhabiting the territory in question’
(Landry & Bourhis, 1997, p. 26), in this case the graffiti writers of Bordeaux and a
sample of the tattoo bearers in France. Ouaras (2018) writes that ‘graffiti tagging in a
public space [is] not simply a marking of territories, but a linguistic and aesthetic act
connected to systems of knowledge and power in society’ (p. 173). Gorter (2013)
argues that the linguistic landscape reflects the ‘relative power and status of the
different language groups in a specific context’ (p. 202), for example, as a

‘manifestation of power in space’ (Jaffe et al., 2012, p. 3).

According to Gorter (2013), ‘the study of the linguistic landscapes has added an
innovative and captivating approach to the mapping of language diversity and
multilingualism in urban settings’ (p. 201). The term ‘linguistic landscape’ was initially
proposed by Landry and Bourhis to cover textual inscriptions found in urban areas
(1997). Other terms also been suggested to refer to text in public spaces including
‘semiotic landscape’ (Jaworski & Thurlow, 2010), ‘displayed language’ (Eastman &
Stein, 1993), ‘discourses in place’ (Scollon & Scollon, 2003) and finally, ‘staged
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linguistic performances’ (Bell & Gibson, 2011).° In this study | will use Landry and
Bourhis’ term: linguistic landscape. One of the advantages of using linguistic landscape
as a research tool is that it focuses on multilingualism in written forms rather than in
speech (Ben-Said 2011). Demska (2019) writes that the globalised linguistic landscape
can actually be considered a hybrid linguistic landscape. The notion of hybridity will be

explored in sections 2.5.4, 3.2.4, and 4.7.

According to Landry and Bourhis’ (1997) definition, it can be argued that visible
graffiti inscriptions and script tattoos are part of the linguistic landscape as they are
textual inscriptions and can be seen in public areas. Demska (2019) explains that
‘humans do not only know and speak a language, but they also live in a verbalized
space, especially in the contemporary city’ (p. 1). Graffiti inscriptions are often found
in the city on walls, doors, and bus stops; therefore, they are a part of our linguistic
landscape. Landry and Bourhis (1997, 29) write that ‘graffiti campaigns can provide a
dynamic portrait of both current and past conflicts over the language of public signs
within a given region or administrative territory’. It is important to point out that Landry
and Bourhis study graffiti which defends minority languages, this study focuses on
English which, despite not being an official language in France, cannot be described

as a minority language.

Alongside the omnipresence of graffiti inscriptions, tattooing is becoming
increasingly mainstream, and visible tattoos can be seen more frequently in public
(Fisher, 2002). Therefore, it can be argued that script tattoos are an ephemeral and
nomadic element of the linguistic landscape in a similar way that t-shirts were included
in Coupland’s (2012) study of the linguistic landscape in Wales. Peck and Stroud
(2015) agree, writing that ‘just as a linguistic landscape may be carried on placards
and t-shirts, so can landscapes be carried on the surface of the skin’ (p. 3). This is
supported by Roux et al. (2018), who write that the human body is ‘authored’ by tattoos
and can be ‘read’ like a ‘classic’ linguistic landscape (p. 5). Pritchard (2000) argues
that tattoos are ‘neither purely one’s own nor another’s, but rather a kind of split

between the individual and the general’ (p. 332). Tattoos are on the skin of one person,

9 These terms can also be applied to the use of text in public places, this will be analysed in section
4.7 Hybridity.
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but are often seen by others more often than the bearer themself depending on the

placement of the tattoo.

Graffiti inscriptions can at the same time belong to everyone and no one, the public
space is the communal interface between graffiti writers, the public, and the institutions
of the city (Moran, 2016). The surfaces in the city are not just a canvas for writing on,
Moran (2016) believes that the surfaces of the city can inspire the graffiti themselves;
in the same way positive or negative events in the city can also be the motivation for
graffiti inscriptions. Lynn and Lea (2005) write that the “local context” is all-important
for two reasons. Not only can it be seen as prompting or inspiring the graffiti in the first
place, but it also emerges as the key to subsequent interpretation of meaning’ (p. 59).
This was the case in the Arab Spring protests where the street art functioned as a
commentary of the Egyptians’ lives during the protests (Tripp, 2013). The same graffiti

messages would not have the same power or relevance in a different time or place.

During times of political conflict, graffiti and tagging can bring a touch of humanity
to the situation. Akram Safadi and Amer Shomali Safadi are both Palestinian visual
artists; they were positive about the graffiti and tags that could be seen on the wall
separating Palestine and Israel, Safadi says: ‘It's adding something human, warm, to
the inhuman background the wall constitutes’ (Fieni, 2016, p. 356). Moreau and
Alderman (2011) believe that graffiti wholly changes the visual aspect and connected
representation of the area whereby it is found, in Safadi’s case it was from inhuman to
human. Shomali, however, felt that the artists using the wall as a canvas should use it
for a political agenda: ‘...when one does something on the wall, it should be like a

protest against it, not a piece of art’ (Fieni, 2016, p. 356).

Another means in which graffiti is linked to politics and humanity is through the
murals, which could be considered lieu de mémoire (Nora, 1984), the term refers to
places that were made in order to preserve a memory. Plesch (2002) argues that the
term lieu de mémoire was intended for sites of religious worship or to remember the
people lost in wars. It could be argued though, that in public spaces, street art and
graffiti murals for the deceased are also lieux de mémoire as they serve the same
purpose to mark a significant event and/or person. One of the most recent and famous
examples of street murals are those created in the memory of George Floyd, his death
followed several cases of alleged police brutality towards black Northern Americans,

and he became a symbol for the Black Lives Matter movement (Cappelli, 2020).
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Image 4 George Floyd Mural

(BBC, 2021)

Other notions linked to the linguistic landscape such as the sound landscape, the
skinscape and the corporeal linguistic landscape are also found in this study. The
‘sound landscape’ refers to everything that can be heard in the linguistic landscape
including but not limited to movies, music, games, television series, and videos on
social media (Yibokou, 2023). In this study, the data does not come from the sound
landscape, however, the participants mention the sound landscapes in their answers,
see section 5.7.1: English Aesthetics. Peck and Stroud (2015) consider the body ‘as a
corporeal linguistic landscape, or skinscape’ and apply the tools in linguistic landscape

to analyse tattoos (p. 3).

2.5.4 Hybridity and Language Flux

As this thesis focuses on language flux and hybridity the terms must be considered
and discussed. Stewart (1999) suggests that the term ‘bricolage’ has been employed
to replace words such as ‘hybridity’ and ‘creolisation’ which have had negative
connotations in the past. In this study, | choose to use the terms language flux and to
describe the flow of lexical items and hybridity to refer to the creation of new words and
phrases through language contact. | find the term ‘bricolage’ does not do justice to the
linguistic ability of some of the tattoo bearers and graffiti writers.
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2.5.4.1 Language Hybridity
Language hybridity itself can be defined as a ‘historical fact and theoretical tool’
(Demska, 2019, p. 2) and Kraidy (2006) argues that it has now become ‘one of the
emblematic notions of our era’ (p. 1). Demska (2019) supports this idea, explaining
that ‘contemporary hybridity/cultural hybridity has shifted from the periphery into the
centre of human life’ (p. 8). Demska (2019) explains that ‘language makes cultural
hybridity visible while also being an element of it' and therefore ‘linguistic hybridity
should be treated as a part of cultural hybridity, rather than as a separate phenomenon’
(p. 2). Hybridity is present in the streets, it can be seen on signs, in business names,
and in graffiti.
‘The linguistic picture painted by all of these signs depends on the time and
place; on the history of the region, state and city; on cultural and language
policies; on the type (official, commercial, private); and on the values,

education, native language and bi-/multilingualism (or lack of) of the author.’
(Demska, 2019, p. 2)

It is argued that language is not a part of culture that can be removed: language and
culture are interdependent and interconnected (Tinker, 2011). Bakhtin (1981) defines
linguistic hybridity as:
‘a mixture of two social languages within the limits of a single utterance, an
encounter, within the arena of an utterance between two different linguistic

consciousness, separated from one another by an epoch, by social
differentiation or by some other factor.” (p. 358)

Simply put: for language to be hybrid, there must be two distinct languages which
are being consciously used together (Bakhtin, 1981). Fjeld et al., (2019) give the
example of fuck op [up], to mean mess up, as a hybrid phrase containing English [fuck]
and Danish up]. Bakhtin (1975) categorises hybridity as either implicit or explicit.
Explicit hybridity can be either conscious or unconscious and is normally viewed as the
beginning of hybridisation as it can affect the language users, whereas implicit hybridity
tends to be unconscious and is organically present in language (Demska, 2019).
Hybrid phrases can also be considered microtexts where there is a mixture of two or

more languages (Demska, 2019).
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Due to the effects of globalisation, language hybridity and flux are increasing as
the frontiers between countries, and therefore communities of practice,'° are
continually being diminished by the internet (Eckert & McConnell-Ginet, 2007). Given
the nature of public spaces, which are affected by both immigration and globalisation,
they are often linguistic landscapes shaped by hybridisation (Demska, 2019). In fact,
this globalised world has meant that all linguistic landscapes are hybrid landscapes
(Demska, 2019).

Therefore, language hybridity can be considered a display of cultures mixing.
Stewart (1999) describes cultures as ‘porous; they are open to intermixture with other,
different cultures and they are subject to historical change precisely on account of
these influences’ (p. 41). Cumont (1906) piloted the idea of syncretism at the beginning
of the 20™ century suggesting that cultures are not pure they are mixed. Das (2006)
argues that syncretism ‘has always been a part of the negotiation of identities and
hegemonies in situations such as conquest, trade, migration, religious dissemination
and intermarriage’ (p. 34). Stewart (1999) suggests that syncretism is ‘the process by
which cultures constitute themselves at any given point in time’ (p. 41). It could be
argued that the datasets in this study, the graffiti inscriptions and script tattoos, are
perfect examples of syncretism as they combine English-speaking culture with French
writers and tattoo bearers. As early as 1987, Hannerz (1987) identified that western
culture had begun spreading around the world. Gérlach (2002) suggests that ‘the high
degree of exposure to English in popular culture and the media would seem, if
anything, to speed up the pace of borrowing’ (p. 79). Chesley (2010) writes that
borrowing is both a linguistic as well as cultural phenomenon. This is supported by the
work of Lazarev (2017) who identifies eight key ways that anglicisms enter into French

language.

10 Wenger (1991) introduced the concept of community of practice to refer to educational and
professional contexts. This thesis focuses on informal language environments and therefore the
community of practice framework is not used as a key tool.
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Table 2 Means that Anglicisms enter French

Means of entering French Example
Words that are related to modern technology
and social networking

Poster; spam; captcha; troll; netflixisation

Concepts related to the entertainment fake news; magazine people; fashionista; look;
industry made for sharing
Words that are isj?lfrlsted with popular street art; buzz; tag; fashion week; star; casting

Le Festival OFF d’Avignon; ONLYLIGHT; Against

The names of cultural events The Wind:; PARIS DRONE FESTIVAL 2017

Concepts that describe social aspects Manspreading; squatter; street pooling
Words that describe elements of food service fast-food; snacking; cake
Phrases and words that come from business made in France; burnout

Hybrid phrases used in everyday
communication

tes off; il n’est pas clean
(Table adapted from Lazarez 2017, p. 189)

This is supported by both the literature review and the data in this study. For
example, the literature review revealed that modern graffiti started in Philadelphia and
spread to the rest of the world, and this was reflected in the data. For example, the
graffiti writers interviewed mentioned a connection to the United States of America, as
well as North American culture, such as music, television and films, being the most
referenced popular culture in both the graffiti inscriptions and script tattoos. Music and
television are examples of stimuli heard in the ‘sound landscape’, which is a term that
refers to everything that can be heard, for example, music, television series, movies,

games, and videos on social media (Yibokou, 2023).

As languages and cultures are not mutually exclusive, languages cannot be said
to be pure either. In the past, the mixing of cultures was due to invasions, trade,
migration, and is now accelerated by the use of the internet and globalisation. Demska
(2019) argues that ‘the lexicon of any language is always hybrid, created by native and
alien elements; furthermore, natural language is the product of this hybridization, the

end point of this process’ (p. 3).

As ‘language is social’ it behaves like humans: it lives alongside other languages,
evolves, and travels across borders (Denissova et al., 2019, p. 23). The artistic
practices of graffiting and tattooing have also travelled across borders. Modern graffiti
migrated from the streets of Northern America to the capitals of Europe (Pereira, 2005)
and tattooing has also travelled around the world changing and adapting to the local
cultures and languages, as well as exchanging practices and designs (Galliot, 2017).
Sometimes the tattoo or the graffiti is the link to hybridity and globalisation: when it is

written in one language in a country with a different official language.
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In this thesis, the term hybridity is used to refer to words and phrases that were
created using more than one language, for example, two or more languages, or a
combination of language, numbers, and/or symbols. Multilingual speakers can speak
two or more languages, whereas hybrid speakers can be monolingual but have
adopted certain loan words that they have incorporated into their own personal
vocabulary. In this thesis, examples of language hybridity are not restricted to a mixture
of languages. Examples of hybridity in graffiti inscriptions and script tattoos will be
presented in section 4.7: Hybridity and in section 5.7.5: Hybridity and Word Play.

In order to give a visual representation of this complex linguistic situation, | have
devised a metaphor for hybridity. Imagine a pot of blue paint, poured over part of a
canvas, this represents a person’s L1 language. As the person learns another
language another colour is added to the canvas alongside the blue paint. This could
be a second L1 or a foreign language to the speaker. The area where the paint touches
and mixes would be referred to as the outdated terms of Franglais and Spanglish for
example, with the two languages mixing, or explicit hybridity. The red dots within the
blue dots represent words and phrases from a second language that the speaker has
learnt without actively studying the language and therefore the speaker considers the
words as synonyms. A third language, represented by the colour yellow, is added in
the form of droplets over one or both colours. This paint does not mix in as easily and
is not connected to the other points. This third colour represents implicit hybridity. The
speaker has not necessarily tried to learn these words, they have ‘appeared’ in their
language as they do on the canvas. If the speaker has tried to learn the language or
has a good level of ability in the third language this would be represented by the yellow
at the bottom. The liquid nature of the paint represents the ‘fluid use of multilinguals’
entire linguistic repertoire’ (Garcia & Kleifgen, 2019, p. 2) as the colours and languages

run into one another.

Figure 2 Abstract figures created by J. Peake

Monolingual L1 Implicit hybridity of | Multilingual speaker | Implicit hybridity of | Multilingual speaker
speaker an L2 L1 and L2 an L3 of L1,L2,and L3
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In the metaphor for language hybridity, as seen in Figure 2, the difference between
a hybrid speaker and a multilingual speaker is determined by two factors: quantity,
intensity, and position. For example, in the second image there are only four red dots
to show that the speaker regularly uses four words or phrases from the L2 language.
The intensity of the red dots shows that the words and phrases are not mixing with the
L1 language in the way that bilingual and multilingual speakers code switch. The
position of the dots shows that for the L2 speaker, the words are not connected to each
other and this would suggest that the speaker does not consider themself to be

bilingual.

In the third image, there is a clear section where the L1 and L2 mix. The quantity
of red has increased suggesting that the speaker knows more of the L2 than in the first
image. The intensity of the red section suggests that there are parts of the language
that the speaker knows better than others. The section in the middle represents code-
switching between the ‘named languages’ as well as the parts of the L2 that are

affected by the L1 and vice versa (Garcia & Kleifgen, 2019, p. 5).

Image four represents a multilingual speaker who is acquiring a third language. As
in the other images, there are few dots to suggest that the language has not been fully
acquired. The intensity of the colours is strong as the words are not confused with the
other two languages, as they could be examples of loan words or implicit hybridity. The
position of the dots suggests that the L3 could be used when the speaker is speaking
either their L1 or L2.'! Image four represents a multilingual speaker who speaks three

languages and has some language interference in their L1 and L2 languages.

2.5.4.2 Language Flux
Language flux can be defined as the increase and decrease in use of certain words
in one language and their replacement with an equivalent translation from another
language (Mahwasane, 2020). The individual words and linguistic items that fluctuate
between languages are often referred to as loan words and the process is sometimes
referred to as language borrowing (Haugen, 1950; Hoffer, 2002). This study focuses
on the presence of English in French, whereby there is an increase in the English

words and terms being used in French, whilst the use of the French equivalents are

11 For more studies using colours to represent language see Busch (2012) and Reynolds (2016).
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decreasing. The reasons for this direction of flux will be presented in the following

sections.

| use the term language flux to cover the process of borrowing from one language
to another, from initial use as a loan word to full integration and acceptance in the
language. Borrowing can be defined as ‘the process of importing linguistic items from
one linguistic system into another, a process that occurs any time two cultures are in
contact over a period of time’ (Hoffer, 2002, p. 1). Goérlach (2002) explains that ‘modern
borrowing is most often straight from English- whether from BrE or AmE, and from
written, spoken, or electronic sources’ (p. 5). Davletbaeva et al. (2019) suggest that
‘the most common processes for the formation of new words are: borrowings from
other languages’ (p. 2). Doi (2014) writes that ‘all languages we can think of have more
or less borrowed words, or loan words, in their vocabulary’ (p. 674). When a loan word
comes from English, it can be referred to as an ‘anglicism’ (Hoffer, 2002; Onysko,
2007). Gorlach (2002) writes that:

‘All commentators agree that the recent influx of English words is
unprecedented in European history - although it can still not compare with
the massive impact of French, especially in the eighteenth and nineteenth
centuries. It is very likely that Anglicisms will continue to increase, not only
in countries that have been retarded by political and ideological restrictions,
mainly in Eastern Europe’. (pp.11-12)

This study, which takes place 20 years after Gorlach’s publication, is evidence that the
use of anglicisms in French graffiti and script tattoos is present. Lazarev (2017) writes
that the increasing use of anglicisms in French can be observed from the beginning of
the 215t century. Lanvers and Hultgren (2018) predict that ‘the dominance of English is
likely to be continually strengthened, in that the more people speak a language, the
more people will want to learn it’ and therefore there will be more anglicisms present

in recipient languages (p. 2).

Diez-Arroyo (2016) writes that given ‘the leading role of English, specialists tend
to favour anglicisms over possible native alternatives because these borrowings are
regarded as a guarantee to accuracy and precision’ (p. 611), as can be seen the case
in the fields of Science, Business, and Technology (Gryshkova 2023). Lazarev (2017)

identifies four groups of anglicisms present in French:
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Table 3 Anglicisms in French

Group Examples
Words that describe objects and concepts that Cowboy; bump-stock
do not exist in France
Loan words that are necessary for everyday or Parking; gif; agenda
professional communication
Anglicisms that have French equivalents, but Vintage; patchwork du paysage; melting-pot
there is a semantic or stylistic difference
Loan words that Lazarev considers Feedback; voiture low-cost; box wi-fi
‘unreasonable’

(Table adapted from Lazarev 2017, p. 189)

One of the words Lazarev uses as an example is the word parking. Maniez (2020)
summarises past research on loan words concluding that the -ing morpheme is one of
the most productive sources of borrowing from English into French. Another reason for
the high level of borrowing from English to French is the language use of French
youths. Davletbaeva et al. (2019) describe French youth vocabulary as being ‘open,
its vocabulary is constantly increasing owing to various borrowings and the expansion
of the meanings of words, as well as very active processes of word-formation’ (p. 3),

they write that most of the loan words in French youth slang come from English.

According to Chesley (2010), there are more loan words in French from English
than from any other language, as well as all other loan words combined.? Table 4

gives examples of loan words used in French today.

Table 4 Loan Words in French

Donor Language Loan words in French English Translation
English Tee-shirt, week-end T-shirt, weekend
Hindi Shampooing, bungalow, bandana Shampoo, bungalow, bandana
Chinese Ketchup Ketchup
Gaulish Ruche, chemin, tonneau, mouton Beehive, path, barrel, sheep
German Guerre, gant, salle, écharpe War, glove, room, scarf
Arabic Algébre, toubib, bled, méchoui Algebra, doctor, small town/homeland
Hebrew Chérubin, séraphins Cherub, seraph
Turkish Caviar Caviar
Spanish!3 Vanille, caracoler, moustique Vanilla, prance, mosquito
Portuguese Marmalade, paillote, piranha, Marmalade, straw hut, piranha, creole
créole
Bantou Banane, macaque Banana, macaque
(Examples taken from Pruvost, 2012; Sorbet, 2015; Stewart, 1999; Walter, 1999,
2007, 2008)

12 | have chosen to write loan word as two words rather than one as seen in A Dictionary of
Linguistics and Phonetics (Crystal, 2008).

13 Sorbet (2015) explains that there is some debate as to whether some loan words come from
Spanish or Portuguese as they resemble one another (mangosta and mangusto -mongoose) or are
even spelt identically (albino and albino)
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According to Bogaards (2008), English lexical borrowings account for
approximately 1.7% of vocabulary types in French. Chesley (2010) explains that the
term vocabulary type refers to lexical items, types do not take frequency of use into
account. Blanche-Benveniste et al. (2002) found that the percentage of anglicisms in

spoken French was up to 2.6% of vocabulary types in French.

Hoffer (2002) writes that languages have varied levels of resistance towards loan
words. Nuhiu (2008) suggests that languages with fewer speakers succumb more
easily to the flux of ‘foreign language elements’ (p. 116). According to Statista.com,
(2023) there are 1,500 million L1 and L2 speakers of English versus 274,1 million
French L1 and L2 speakers.

According to Onysko (2007), the closer the pronunciation of a potential loan word
is through its grapheme and/or phoneme to the recipient language, the more likely it is
to be used and adopted. This can be calculated through the foreignness index, which
is also referred to as the Levenshtein distance (1966). The foreignness index, in simple
terms, is the minimum number of changes (insertions, deletions, or substitutions) of a
single character to transform one word into another (Goéren, 2013). For example, in the
word love, the foreignness index counts each letter phonetically, for example: /I/-/u/-Iv/

= 3, from English to French only the vowel changes, e.g. /A/ to /a/ = 1. One divided by

three gives a foreignness index of 0.3 for the word love. The overall closeness in
pronunciation between English and French is a factor that encourages language flux
between the two languages.

As shown above, currently, the direction of flux and borrowings is often from
English to other languages. This is in part due to English being seen as a global
language. This phenomenon will be presented and explored in the following section.

2.6 English-Speaking Context

This thesis is in the category of English Studies and explores the use of English in
graffiti and tattoos. The results will later show that the words in the script tattoos and
graffiti inscriptions often come from an English-speaking context. The references to
popular culture and the internet in this study are in English and are often not country

specific, therefore a global term of ‘English-speaking’ is applied to these examples.

In general, the term English-speaking is used to refer to countries where English
is an official language. In this study, I intend to use the term English-speaking to refer
to content that is in English. For example, a North American television show in English

would be classed as English-speaking and in the same way the band Burning Heads
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which is from Orléans, France is also considered English-speaking as their music is in
English. Therefore, the fact that the band is from France is irrelevant, what counts is
the language of the content of the stimulus i.e., music, poetry, film, literature, online

media content and so on.

The examples of English-speaking contexts will be assessed in more detail in the
chapters on the script tattoos and the graffiti inscriptions. The English-speaking
contexts are often examples of manifest intertextuality or constitutive intertextuality.
Manifest intertextuality is ‘the explicit or obvious presence of other text(s) in another
through discourse representation (direct or indirect speech) (Ellah, 2022, p. 13;
Fairclough, 1993) whereas constitutive intertextuality denotes ‘the configuration of
discourse conventions that implicitly contribute to the production of text’ (Fairclough,
1993, p. 105).

2.6.1 English as a Global Language

Garley and Hockenmaier (2012) describe English as a ‘global lingua franca’ and
add that ‘many languages are currently undergoing a process of introducing new loan
words borrowed from English’ (p. 135). Lingua franca is used to refer to speech,
whereas this study is concerned with occurrences of written language and therefore |
will use the term global language, which is often used in studies of written language
(cf. Gorter, 2006a, 2013; Huebner, 2006).

Rao (2019) describes English as a global language, as ‘a tool of communication’
and that it is particularly useful in the world of business (p. 74). Alrawashdeh (2012)
finds that English is associated with modernity and internationalism and is therefore
perceived as being a means to communicate with everyone. This is supported by
Pennycook (2017) who suggests that English is ‘the neutral language of
internationalism’ (p. 246). Toenjes (2015) finds that ‘the substantial use of English as
the language of expression is one of the most telling indicators that the intended
audience of the graffiti is transnational’ (pp. 58-59). Diez-Arroyo (2016) writes that
‘English has become key to international communication, a fact largely motivated by
the US political, economic and technological hegemony’ (p. 609). For example, France
and Germany adopted many English terms in the domains of sports and technology
(Gorlach, 2002). Gryshkova (2023) writes that English is ‘the most useful language
from the stand-point of business, politics and science’ (p. 141), and that it can be
referred to as a global language due to its widespread use, explaining that there are
more examples of academic research, television programmes, and newspapers in

English than in any other language.
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Fjeld et al. (2019) attribute the worldwide use of some English words, such as
swear words, to the ‘global cultural hegemony won by the Anglo-Americans after World
War II' (p 108). This global rise in the usage of English is one of the reasons for the
level of borrowing seen in Western Europe (Furiassi, 2012; Gorlach, 2002). Gérlach,
(2002) explains that ‘the periods of massive impact of English on lexis (and in culture
in general) are, first, after the Second World War (for all countries outside the
Communist sphere of influence) and then from 1990 onwards when the eastern
regimes crumbled, western influences came to flood various domains’ (p. 3). The North
American military presence in France after WWII led to several Americanisms being
adopted in France such as: tank, jeep, flash, top model etc (Pruvost, 2012, p. 19).
Kuisel (1993) argues that ‘the French could no longer ignore America because the
United States began to exercise a certain hegemony over France. This hegemony has

had social, economic, and cultural, as well as political-strategic, features’ (p. 2).

In the past, France resisted the arrival of North American culture. The vocabulary
used to describe this period is testimony of the negativity and apprehension felt. One
example being the ‘coca-cola affair’ which illustrated and dramatised the French’s
resistance to North American popular culture; it became known as ‘coca-colonisation’
(McKay, 2008, p. 58). Kuisel (1993) uses the term ‘American domination’ to describe

the cultural colonisation in the ‘political, economic, and cultural sense’ (p. 68).

According to McKay (2007), the features of North American that culturally
colonised France included ‘hot jazz, gangster films and gun culture, streamlining, soft
drinks, comic books, juvenile delinquency, rock ‘n’ roll, pop art, LSD, fast food, video
nasties, gangsta rap [..], both jogging and obesity’ (p. 58). Kuisel (2013) writes that in
the 1980s American culture was considered chic, for example, Ralph Lauren fashions,
Hollywood movies, and wine from California, this continued into the early 1990s. Not
all North American popular culture appealed to the French public: there was a
preference for films, food, sports, clothes, advertising styles, art, literature, and sports,
but music was perceived as being more ‘divisive’, and television programmes were

considered ‘invasive’ (Kuisel, 2013, p. 9).

At the same time, graffiti culture was also making its way across the Atlantic, and
in the early 80s, the tagger Blando started writing his name on trains in Paris
(Obouron