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“IT’S BIGGER THAN HIP HOP”: POPULAR RAP MUSIC AND HE POLITICS OF
THE HIP HOP GENERATION

Derek Evans
Dr. Ibitola Pearce, Thesis Supervisor

ABSTRACT

A number of authors and supporters of hip hop celttave suggested that rap
music has the potential to serve as a vehicle lier next stage of the Civil Rights
Movement. However, the extent to which rap musis la@dressed political issues
important to post-Civil Rights Black Americans, thie “Hip Hop Generation”, has gone
unexamined. This study attempts to do that by fletermining which political issues are
most important to this group and, then, analyzimg éxtent to which the most popular
rap songs — those heard by the largest audienbase-addressed those issues. Results
show that popular rap music in its first years gsogular musical form and in present
years fails to address these political issues yos@nificant degree, though in past years
popular rap music addressed these themes sihtly greater frequency. Suggestions
are given for why this decrease occurred and foy Wiere exists such a dearth of
political rap music in all of the years from whidongs were sampled. Lastly, the
implications of the widespread existence of rag tlees not address issues important to

the Hip Hop Generation are provided.



Chapter 1 - Introduction

“Black music has been a collective cry of discohfenas long as there
have been situations and conditions in need ofgdfan
- Mary Ellison (1989, p. 145)

The sons and daughters of the Black Americansstinagigled through the turmoil
and celebrated the triumphs of the Civil Rights emast, today, navigate a radically
different social landscape than that which theirepts faced 40 and 50 years earlier.
While, on paper, members of the Civil Rights getierawere granted the same legal and
human rights that White Americans had enjoyed fentaries, members of the next
generation — what Bakari Kitwana has labeled thg “Hop Generation” — grew up to
see that many goals of the Civil Rights movementene&ame to fruition. Other goals
materialized, only to be stripped away. The Hip Hegneration was forced to grapple
with new social and political realities that negaly and disproportionately affected its
members. Out with the old, in with the old...same, shifferent decade. These changing
realities provided fertile ground for the creatiohcultural forms to emerge and mature
into forces that could face the realities headlbhas been suggested that hip hop culture
is one such form. What follows is an examinationtloed most popular facet of that
subculture...rap music. My aim is to determine ékient to which rap has addressed the
pressing political issues that have been a proaliuttis new social world.

Since the Sugarhill Gang released the first subdasg record in 1979, there has
been no shortage of rap music releases addressmgsi of great political importance to

members of the Hip Hop Generation. During recordgas infancy in the early 1980s,



songs like “How We Gonna Make the Black Nation Rid&rother D & The Collective
Effort), “The Breaks” and “Hard Times” (both by Kig Blow) were released, all
addressing political issues related to housing, catlon, and poverty. In 1982,
Grandmaster Flash and the Furious 5 released “Thesdge”, a political song that
painted a very bleak picture of the New York ghettait of which rap emerged, to both
critical and commercial success. This opened ddarsartists like Public Enemy and
KRS-One, artists who have been revered for sprgdtie message” during the earlier
years of rap’s entrance into the mainstream market.

By the late 1980s, rappers and scholars alike begaunggest that the dissemination of
this type of rap music had the potential to makevkm to the society at large the new
political concerns of the post-Civil Rights generas. Rapper KRS-One and J-Dee (from
the group Da Lench Mob) have both remarked in urtgrs that rap is the “last voice” of
Black people in America (Toop 2000, p. xix & 19Public Enemy frontman Chuck D
has noted time and again that rap is the “Black C{@huck D 2000, p. 256), suggesting
that rap was one of few ways that “people fronoaér could get informed about Black
life” in urban America.

As early as the mid 1980s — before rap music wasnwercially successful on a
wide scale - researchers, intellectuals and evéticms began to recognize the political
potential of rap music and, especially, the larggr hop subculture within which rap
emerged. Cultural critic Steven Hager likened rap the 1960s counter culture,
suggesting it had the potential to “infiltrate aswbvert the mass media” with new values
and ideas” (1984, p. 96). Tricia Rose (1994), ohthe first writers to engage with hip

hop culture academically, argues that rap give®ieevto Blacks from the margins of



urban America and provides alternative interpretetiof social events occurring around
them. Allen asserts that political rap music maffeioa vision of a new and more just
way of life” to those without direct experiencetbé urban poor’s social realities (1996,
p. 160). More recently, politician George Martin@istrict Leader in Brooklyn, New
York and the first “Hip Hop” elected official) wesb far as to say that the larger hip hop
culture, including rap music, could serve as thegilee and cultural vehicle for theext
phase of the civil and human rights movements” (vMaz 2004, p. 196). And surely,
these artists and scholars recognize the importahtiee myriad informal collectives and
formal organizations — from KRS-One’s Stop the ¥ae Movement (which worked in
tandem with the National Urban League in the [a880k), to new-millenium mini-
movements like Russell Simmons’ Hip Hop Summit dwtiNetwork, to even more
recent campaigns like “Rap the Vote” and P. Diddyste Or Die” — all of which aim to
educate and raise political awareness in the ndimip dop culture and rap music.

The aim of my research is to answer questions abwitextent to which the
assumptions of the above authors might ring trubkiléM sizable number of popular rap
artists have and continue to address politicakssmportant to Black Americans, many
have not and do not. Like any form of popular mudiemes within rap vary from one
song to the next — a single alboum may feature sdhgt celebrate sex, drug use,
materialism, and violence alongside songs abouwlugen or police brutality. However,
the degreeto which apolitical rap music has historically beemre successful than
political rap music has never been examined engtlyicl plan to investigate the extent
to which commentary about issues important to Blaokericans has been broadcast by

the “Black CNN” and tuned into by its “viewers”. order to determine if and how the



success of political rap music has changed oves timtend to focus my analysis on the
most popular songs of two separate time periodall first analyze song lyrics of the top
rap songs released during 1989 and 1990 - they&ats in which rap was getting a
foothold in the market of the mainstream music stdu- and then do the same for the
most successful songs of 2005 and 2006.

This requires that a clear definition of what canges the “political imperatives”
of the Hip Hop Generation. As | will later explamany rap and hip hop scholars have
attempted to create exhaustive lists of the diffepmlitical themes present in rap music.
While this is important, |1 do not intend to tese tvalidity of their claims, nor is my intent
to search for new broad political themes. My apphoaill be the reverse. | intend to first
determine what political issues are important @ ltip Hop Generation and, then, see if
popular rap music has addressed these issueshén words, | leave it to the leaders of
the Hip Hop Generation to define the parametershese issues. The contention by
Kitwana and others that the post-civil rights gatiens had failed to create a specific
and unique political agenda (one different front thiatheir parents’ generation) spurred
the assembly of two National Hip Hop Political Centions, one in Newark, New Jersey
in 2004 and another in Chicago in 2006. These atioves brought together activists,
artists, educators, and civic leaders with the esged aim of clarifying, documenting,
and ratifying a Hip Hop Generation political agentavill use the points of this agenda
to guide my research and analysis.

If those quoted above suggest rap is the “lastevaid Black people, then | am
led to wonder what these voices are saying. Moeeigally, | wonder if the “loudest”,

most popular voices in rap music are, in fact, mhog “alternative interpretations” of



the world around us or “visions...of a more just vedylife”. If Kitwana (2002) is right
and hip hop (including rap music) has muscled ahl&fachurch, school, and family as
primary transmitter of culture and values, | amiaus as to whether the values being
transmitted speak to the political imperativeshaf hip hop generation.

This research can contribute to recent discussabmut Hip Hop Generation
politics, leadership, and the role of popular rapsim in both. Its findings can allow
Black leaders and leaders within hip hop to asaé&ther popular rap music is, in fact, a
channel that can contribute to post-Civil Rightditipal movement. This research should
be able to show whether popular rap heaer provided a platform for Hip Hop
Generation politics; knowing whether it has or Inas$ is necessary before one can ask
why it has or has not. If the research reveals chamggspular rap’s success as a
political voice, then it can open doors for thoseowvant to answewhy these changes
have occurred. Most importantly, a clear underst@naf where politically oriented
popular rap music stands today allows for those minostock into its success to be able
to ask what, if anything, needs to be done diffdyemwhat, if anything, needs to stay the
same, what aspects can be utilized, what aspentbecaiscarded, etc. This is especially
true if popular rap music iess political today than in the past. As the hip hajage
goes, “It ain’t where you're from, it's where yoa'at”. Nostalgic longings for a hip hop
past that was as revolutionary as it was rockihmait contribute to present day political
movement. It may, however, provide a blueprintdtiofv for those who still believe in
rap’s political potential. Hence, this researchitigrst about rap music or the arts found
within the subculture from which it emerged. In therds M1 and stic-man from dead

prez...it'sbiggerthan hip hop.



| too believe that rap is more than music. | totielge it has the potential to move
people. I know this, because rap music movedAs a working-class white kid raised in
a small Midwestern city with a minority populatibovering just above 10 percent, | was
seemingly unaffected by anything remotely relatedwthat you might call Hip Hop
Generation politics. Not surprisingly, | remembeawing trouble making sense of the Los
Angeles Riots of 1992. Rappers like Ice Cube amdVit-A-Lot, however, helped me
make sense of it. While | may not have entirelyarstbod what was going on, | knew a
few things for sure...the artists on these recordsded pissed off, they seemed more
than a bit unhappy at a lot of white people, areltimade all of this known over some
seriously funky music. | was hooked.

| would be lying if | said that everything | knowleéarned from hip hop, but it
certainly inform many of my thoughts on a day to dhasis. This carries over into my
professional life as well. | learn sociological ceptsin termsof rap music. | use rap
music to teach sociological concepts. | have ldtdeibt that rap music has the potential to
change the lives of others. As such, my continesgarch on hip hop and rap music is
always done with this in mind. | would love for mgsearch to contribute to another
young person becoming “hooked” on rap music. Hdjyefthis research is a step in that

direction.



Chapter 2 — Review Of Literature

In order to understand rap music’s role as a tratesnof social criticism it is
necessary to couch it within the larger historyBtdck cultural critique through the use
of music. The reasons for both listening and ptaynusic — its personal and social
functions — differ from one place to the next, dinge to the next, and from one group to
the next. For Blacks in America (or any other gramywhere else in the world) music is
not usedsolely as a means of providing social critique and/or ¢cbenmunication of
political ideas. As such, in the first section bé¢ tfollowing review of literature | provide
an outline of important academic perspectives onumber of uses — political and
apolitical — of music within different societies.

The second section consists of a discussion oStle&al uses of Black music in
America. Special attention is paid to those geofalack music that function as a mode
of social and political critique. It is importard Emphasize here that | do not attempt to
write a history of Black music or a history of piglal Black music. | merely review the
ways in which Black music has attempted to cha#ergnerican society and Black
experiences within it.

In the final section of this chapter, | touch oe ttreation and maintenance of hip
hop culture and rap music and the way social, giratand political factors have helped
to shape both. This will include an explorationhofv these factors have influenced the

worldviews of members of the Hip Hop Generation.



Functions of Music

Many scholars have attempted to develop exhaus$sige of the various ways
music is used and of the functions it serves. Sbawe focused more on the “social use”
aspect of music, highlighting who uses what musiten, and for what reason(s).
Mussulman (1974), for example, describes the waygienis used in contemporary
America, noting the roles it plays in ceremony, eei@inment, religion, and the
dissemination of “propaganda”. Hargreaves and N@#99) argue that research carried
out by music psychologists has focused more nayr@nl the cognitive and emotional
(and, in turn, physical) effects of listening to s, but suggest that this has been done at

the expense of more detailed examinations of masiial functions.

Hargreaves and North respond with their own sogsichological argument.
They believe that the cognitive and affective res@s to music cannot be understood
outside of the interaction with the social contexithin which these responses emerge.
This approach allows for further explanation of fWimusic is used by different people
at different times. It also emphasizes “how” musiorks to successfully satisfy “social
uses” for which it is employed. It contributes toderstandings ofiow music functions

for different people in different social contexts.

At the individual level, for example, music is usasl a means to alter mood. It
can be used as entertainment - as a means of efcapesocial stresses — and is
successful in doing so because of the cognitive @mgbical responses that it elicits.
Research has shown its ability to alleviate paid aptimize mood, even influencing

customer behavior in shopping settings. HargreanesNorth stress that these uses are



all (socially) situated and that taste is “mediabgdhe immediate listening environment”

(1999, p. 80).

At the meso level, music can contribute to grouenidy formation and
maintenance as listeners use style and genre to digh themselves with those who
have similar tastes in music and separate thenssélven those who do not. In essence,
listeners not only use music as one focal pointiagowhich they create their individual
identities, but music functions at a more interpaad level in terms of how inaintains
group relationships. Social group boundaries becuisible (or are strengthened) when
different subcultures or even racial or ethnic g®uake a form of popular music as

“their own” (see also Pratt 1990, p. 5).

In addition to the social-psychological functiorfsnausic noted above, a number
of scholars have focused on the social use oftipali music. Denisoff, in the years
following the surge of popular protests songs tqgteared on the Top 40 radio charts
during the Vietnam War, attempted to outline theperties of protest songs during that
era. He focuses more narrowly on “propaganda sorgs’songs “designated to
communicate social, political, economic, ideolojmancepts, or a total ideology, to the
listener” (1983, p. 2). These “songs of persuasitle”argues, function to accomplish six

primary goals.

First, these songs are or can be useghin outside suppoffbr a particular social
or political movement. Their lyrics usually poinb tdiscontent, or what he terms
“problem-situations”. Denisoff does not make cledrat this means, but notes that these

problem-situations “run the spectrum of human gm®es over low wages, through the



entire economic structure of a society, to... intemme ideological warfare” (Denisoff
1983, p. 3) in the larger social system, which thesability to garner external empathy
and, in turn, support from those previously unawarénese issues. Songs of persuasion
can alsoreinforce the value®f those who actively support a particular movetman
ideology and serve as a rallying point around whaebmbers of an organization or
movement can bond, creating a senssotiflarity andcohesionramong those who share a
worldview that is also reflected in the song itsélfe often see songs function in this way
in interactive setting like rallies, picket lingsolitical protests, and the like. Fourth, the
song can be used tecruit non-participant listeners. Fifth, persuasion soceys be used
to promote a course of actioand suggested solutions for different social goafien
times these songs suggest simplying the movement as a course of action, without
specifying any further direction.. Lastly, the saxanappeal emotionallyo audiences by
painting a picture of societal problems in emotldeams. These six functions are not, of

course, mutually exclusive and many occur alongsatsh other.

Rosenthal (2001) sought to examine the use of musie specifically within
social movements and his arguments about the &mcti such music mirrors aspects of
those put forth by Denisoff quite closely. Rosehtha essence, collapses thalue
reinforcementand solidarity functions suggested by Denisoff into a single fiamc of
“servicing the committed”. Music, he argues, camfoece the ideas shared by those
already involved in a collective movement, whiclsuies in a stronger commitment to
each other and the movement itself. Denisoff angdeRthal both argue that music can be
used to gain outside support. Denisoff, howevegsdoot state explicithhow outside

support is gained, only that i (or can be) gained. We are left to make a conmecti

10



between this recruitment and emotional appeal fonst Rosenthal makes this
connection for us arguing that music’s functiorfeducating the uneducated” (changing
ideas) is what allows for music’s function of “ratment” (changing behavior) to take
place. Both, however, note that it is harder td #mpirical evidence for the “education”
function because such claims are often made byoestiwhointend for their music to
function this way instead of by listeners who stagplicitly that a song changed their
behavior. Rosenthal later uses interview data tmwsthat movement members, at the
very least,claim that political music played a part in their movemnaativities through
education, reinforcement, mobilization, etc.. Hinahe examines music’'s ability to
mobilize individuals into action, to get those who simpentify with the movement to
move toward concrete action, and to get thosedlraative in the movement to beore

active.

But not all authors on the subject focus on howtipal music can function to
meetparticular ends. For example, Pratt (1990) chose to exarhmevay political music
can potentially function as differetgpesof political behavior. He argues, for example,
that in some cases music parposive created with the intention of influencing or
attempting to influence the ideas or behaviors tbercs. Effective dimensions of music
influence the ideas and behavior of others, bue hée intention to elicit different
responses is absent. This shows his recognitioth@fsubjective nature of meaning-
making among members of an audience. Once a samgds public it is “set free” and
any listener has the ability to interpret it in amymber of ways, regardless the creator's

intentions.
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In addition to viewing music as political behavidratt argues that music can be
categorized along a continuume{pressivandinstrumentaluses that meet the needs of
individuals and groups. On the expressive endt lPeabgnizes that music has the ability
to convey meaning through, say, its lyrical contévibre importantly, that the music
itself is being played at all is meaningful to bolle creator and the audience. Both create
meaning by understanding the existence of the mugign a particular context. Blues
singers, for example, are typically aware of theoamtion of particular sounds of “the
blues” with particular lyrical content commonly fodi within the genre. Thus, many
choose to express themselves by playing “the bloesausethey identify. Pratt suggests
that we can see the expressive functions of thesbin the act of simply listening to
music from that genre, especially when audiencesaarare of its history (in the same
way that the artists themselves may be). That Wayld choose to listen to a particular
type of music, one that they associate with thetors historical use of the genre to

express pain and sorrow, could be an expressivie aod of itself.

Pratt’s discussion of music’s function asstrumentalbehavior seems, to me, a
tad problematic. He notes that the expression dieritmay be utilized instrumentally as
an explicit form of political action designed to weo publics” (Pratt 1990, p. 8).
However, he does not expand on the explanation udiarasinstrumentaland, more
importantly he doesn’'t address the issue thatdkjganation seems very similar to his
explanation of thgurposivedimensions of the use of music. While there cam\erlap
between these different functions — music can h@essive, effectiveand purposive,

Pratt’s claim that music’s purposive function igsen its ability to influence behavior or
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ideas and his claim that music’'s instrumental fiomcis seen in its utilization to move

publics doesn’t seem to me to be all that different

While the above discussions are useful in illutimga the potential political
functions of music, it is Pratt's more narrow dission of music’s ideological uses that
best clarifies the scope of the present study.tPaejues that music messages fall
somewhere along a left/right ideological continu®m the right end of this continuum,
we find conservative/hegemoniausic used to support the maintenance of thesstatq,
“the existing relations and distribution of powerdavalues in a society” and the “existing
and established traditions, institutions, and “wéyjife” (Pratt 1990, p. 9). On the other
end of this continuum we findmancipatorymusic that is used to “challenge dominant
institutions” (Pratt 1990, p. 14). | must note tHadsed on Pratt’s explanation of music’s
ideological uses and his explanation of music dsiqad behavior, we can see that music
can be both conservative/hegemoaitd political in nature. For example, songs with
patriotic themes support tradition while at the satime areeffectivein that they can
influence the ideas and behaviors of audiencemniisg to them. As | stated earlier, my
aim is to examine the extent to which popular rasimaddresses political issues that are
important to the Hip Hop Generation. Because, as wal see later, these issues
challenge dominant understandings of the social pattical order, it should be

understood that the focus of my research ismancipatorypolitical rap music.
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Black Music as a Reflection of Black Life
To the poor, | pour it on in metaphors
Not Bluffin’, it's nothin’ we ain’t did before.

- Public Enemy “Prophets of Rage”

In Black Noise(1994), Tricia Rose opens the chapter on the politics @icBl
cultural expression with a brief examination of Hi®mve Public Enemy song lyric. While
some have suggested that rap music is the “lasiy f@maining) voice of Black people
in America, as “arguably the most significant foaihcounterhegemonic art in the black
community over the last 20 years” (Neal 1999, ©)18is also the “last” (most recent)
voice of Blacks in America. By no means, howeweif the first. Rose points out that the
lyrical passage “It's nothin’ we ain’t did beforés a recognition by Public Enemy rapper
Chuck D of the “long history of black cultural s@sion and social critique in music and
performance” (Rose 1994, p. 99) — resistance thvrged as a response to the similar
social situation of generations of Blacks livingainvhite supremacist society.

While it might be inaccurate to suggest that thet gabordinate social location of
Blacks in America is the same as their current silibate social location, it would be
equally inaccurate to suggest that they are notpeoable. No doubt there have been
huge transformations in both how race is understaadi in racial politics over the last
couple centuries, but as Winant (2004) explainssé¢hchanges have been marked with, at
worst, the same goal of domination and, at leds,same resulting racial inequalities.
Centuries of slavery gave way to abolition and empation ...and Jim Crow
disempowerment. Decades of sharecropping, “sepatdtequal” (or rather “separate”),

and mass lynchings gave way to the “great migratmnSouthern Blacks to the to
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prosperous industrial North...and the creation ofdfr black urban ghettos. White
racism weakened during the post-World War Il “rhbieeak” — described by Winant as
“the most significant challenge to white suprem#wt had been mounted since the rise
of Europe a half-millennium earlier” — as antica@nand antiracist movements
strengthened and worldwide demographic shifts ¢e@ trowning and yellowing of US
citizens, both of which set the stage for the (Rights movement. Yet, Winant argues,
the Civil Rights movement took a number of “accomttzhist” stances by 1) failing to
push for more sweeping policy that would actuaiynsform the social structure of race
and racism and 2) accepting that the movementgantists only acceded to some of the
more “moderate” movement demands.

So, while understandings of race and racial pslitthanged drastically, the
underlying objective of domination remained intaStott (1990) is not only mindful of
the ability of subordinate groups to resist domarain indirect ways, but also suggests
that this resistance may share similar charadeistver time so long as larger social
structure also shares similar characteristics. dees} “To the degree structures of
domination can be demonstrated to operate in cabjmmways, they will (other things
equal) elicit reactions and patterns of resistdhaé are also broadly comparable.” (Scott
1990, p. xi).

What one can expect, then, is that the critical aubversive musical
performances of Blacks living in America will alf@ comparable in a number of ways.
Given the past and present subordinate socialitocatf Black Americans, producers of
social critiques from within this population havadnto be mindful of the setting in which

these performances are carried out. Or as Jonsstput
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“The most expressive Negro music of any given gemoll be an exact

reflection of what the Negro himself is. It will lzeportrait of the Negro in

America at that particular time. Who he thinks e what he thinks

America or the world to be, given the circumstancae®judices, and

delights of that particular America. Negro musid &regro life in America

were always the result of a reaction to, and arptatian of, whatever

America Negroes were given or could secure for Hsdwes.” (Jones

1963, p. 137)
It is also important to note that, historicallyrestit verbal or performative attacks by
Blacks against more powerful dominant groups cdwdde proven unwise and reckless,
likely resulting in swift punishment for those wrautwardly dissent. Shortly, | will
provide examples that direct challenges to whitgresmacy are met with “punishment”
even today.
The Changing Same

An examination of Black music throughout Ameridastory should illuminate a
number parallels between different styles, pagatlieat exist because of similarities in the
social realities of Blacks throughout American dwigt It is important to understand that
as a group, Blacks in America have not at any poitime been stripped entirely of their
human agency. At the same time, though, they hawernbeen entirely shielded from
surveillance and control of dominant elites. Widiferences in power are much less
pronounced today than they were centuries agoe ttiéferences have waxed and waned
during different historical periods. What we wikdly see is that these changes in power
relations have directly influenced the nature dafical political discourse, even as it
pertains to the use of music.

The earliest Black music in America had its roiot¥Vest African worksongs and

religious music. This music, of course, took onidedly different forms once Blacks

were brought to America. Both types were supprebgadhite slave owners and “after a
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time changed into other forms that weren't forbildén contexts that were
contemporary” (Jones 1963 p. 20). The music of filg# generations of slaves was
influenced by European secular and religious celtand, because Whites prevented
slaves from practicing most of their musical tradhis, this European/African “hybrid”
music served as the immediate predecessors of [dok Bwsic of later generations of
slaves, including the spirituals and early rurakisl

Black music would undergo even more transformatifnmsn these earliest
distinctly American forms on through to the 1960kew Jones (1970) explained his
concept of “The Changing Same”. He argued thatemifik styles and sounds of Black
music evolved in response to transformations ingteial world, including changes in
the way those in power have dominated racial ntiesrimany “Africanisms” — African
customs, philosophies, and ideas brought to Amavitdathe first generation of slaves —
survived as new musics borrowed elements from odaezs and made them their own
(Jones 1970, Ch. 5). There aren't “new” Black sty& music. Rather, Black music
changes as the Black reality changes, a refleatibthe “consistent attitudes within
changed contexts” of Blacks in America (Jones 196B53).

In antebellum America, music served as a way favesd to find solace and
comfort during and after working in the fields, batso served a number of the
emancipatory and political functions discussediezaiThe slave folk songs and spirituals
— what DuBois (1995) called “sorrow songs” and désd as “the most beautiful
expression of human experience this side the g€agBois 1995, p. 265) were “the first
cultural form of both resistance and affirmationia@éntity by oppressed blacks in U.S.

history” (Pratt 1990, p. 53; see also Jones 196R2).Pratt remarks:
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“The spirituals suggest music may function in afpuodly utopian way,

seeking to transcend the existing order. Whereettae no formally

organized ways of creating alternatives, musih# space, that realm of

freedom only in concrete historical-sociologicahrtsformations” (Pratt

1990, p. 59).

The slave spirituals as “utopian statements” arngugnon a number of levels.
Slaves were typically kept from engaging in anyt sfrindependent activity, individually
or as a group, outside of those permitted by thasters. For example, the slaves,
stripped of their native religions, were only alledvto openly follow Christianity, albeit a
very narrow interpretation which seemed to condth@esocial standing of both master
and slave and justify the treatment of the latterthe former. Of course, beyond the
earshot of their masters, resting in their quartkrsng the evenings or on weekends,
slaves created and communicated freely discourgzentiney could be openly critical of
this version of the spiritual and social order.

Again, this does not mean that such social critiyas not shared in the face of
the powerful. The slaves used music as one wagsganding to the control imposed
upon them. Directly under the noses of the ovesseeslaves would sing
religious/Christian songs that could be interpret@sl showing reverence for and
submission to the God of the dominant culture, @ @@t seems to advocate (or at least
turn a blind eye) to their plight — “proof that thesocialization efforts were having
desired effects” (Neal 1999, p. 38). In realitywawer, they were often singing about
escape to the North (my home [the North] is overddo [the Ohio River]!), sharing
information about the Underground Railroad, rewgltiagainst and/or Kkiling their

masters, or gaining true salvation/freedom withhbfp of a God that was more likely to

punish those who inflicted so much misery upon thégatison 1989, p. 49-52). These
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calls of resistance were camouflaged through tleatom of “metaphoric landscapes”
and use of “mystified language” (Neal 1999, p.&)t did not only use language and the
spoken word to convey messages. Neal further exptaat the meanings of these songs
were not simply transmitted through the narratigatent of the song, but via the tonal
gualities of the words themselves:

“Denied access to the predominant instrument(syhgthmic (human)

expression, the vocal quality of the first and secaqyenerations of

Africans in the United States begin to mimic theyvdiversity of tones

and colors that were inherent in African polyrhythmf the past. The

practice of polytonal expression or polytonality, which complex and

varying meanings were conveyed via vocal tonesfresgmts a unique

process that is emblematic of the African-Americaperience.” (Neal

1999, p. 38).

The use of the disguised messages found in thgusfsr was one way that the
slaves could create an additional social space ewhéhey had the power to denounce
their oppression in the immediate presence of tbppressors, “take as much control
over their living and working conditions as possibland “spur...their determination to
keep their spirits free from demeaning dominati@llison 1989, p. 49). Slaves also had
to be active in creating these spaces, a process$ &escribes as the “work of negation”
(Scott 1990, p. 108). This example of human ageetyhe stage for the development of
social spaces like the jook-joint and honky-tonkd#ater, | would argue, the earliest hip-
hop park and club jams) which “re-created the dosecial spaces” that “afforded safety,
sustenance, and subversion among the Black masdée iDeep South”. For decades
thereafter, the music that emerged from these itmtatof the Black Public Sphere

became “integral to the formation of narrativessotial and political resistance to the

African-American Diaspora” (Neal 1999, p. 2)
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Neal (1999) explains the process by which the Kolean of slavery and
“emancipation” of Blacks created the conditions tbhe emergence of a Black Public
Sphere that included social sites where emancipatarsic could flourish. With the
implementation of the Emancipation Proclamation #me end of the Civil War came a
new legal status for Blacks in America, one thderetd them “full’ rights. While Blacks
were emancipated on paper, their social statusgelhlittle. They continued to be denied
access to white social spaces, from public schimolslaces of business, and were often
threatened with or experienced physical violencemthey attempted to enter them. Out
of necessity came the creation of covert, yet §oBiack Public Spaces to counter this
constraint and provide alternatives to the isotatltat came with it (Neal 1999, p. 4).

A few of these more notable spaces where Blackdédcdind support could be
found within institutions where music was at theefoont of the social experience. For
example, Neal (1999) suggests that the Black chwa$ the “quintessential institution”
around which the Black Public Sphere emerged bedork after the Civil War (see also
Jones 1963 p. 48). While Black slaves were critefathe brand of Christianity being
forced upon them by their White owners, many didept some of its basic tenets —
namely, the promise of eternal damnation for theficked (masters) and the promise of
eternal salvation for the righteous (slaves) — bseahey coincided with a version of
American democracy that they sought, one where‘fain™ were created and treated
equal. While the slaves were covertly singing aldoegdom from white domination, the
formation of the Black church after the Civil Wdlowed for a site where Blacks could
openly sing the same songs (and openly critique risare “democracy” as well) and

“escape, momentarily, from a subhuman existencellegiMg Skipper, Jr. 1968, p. 30).
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Neal (1999) remarks that there were divisions iwithe newly emerging Black
Public Sphere. He contends that the Black churaivitgged the sensibilities of the
liberal bourgeois” and functioned as the “formadizand public expression of African-
American political and social sensibilities” (NeE99, p. 6). Jones (1963) argues that
this schism became wider in the post-bellum Sowathtime when, he claims, “the
Negro...stood further away from the mainstream of Aca@ society than at any other
time” (Jones 1963, p. 59). Not only did Blacks amunt to be segregated from Whites as
a result of Reconstruction and Jim Crow, but lowlass Blacks grew further away from
many middle- and upper-class Blacks attempting ¢sinalate into the larger White
society. The status of the Black church as thentieé site of the Black public sphere
diminished as the larger population of lower-clBtscks resisted bourgeois criticism and
authority and attempted to create social sites pnaileged working and lower class
sensibilities, hidden from both the Black churcld &éne larger White public sphere. What
emerged were informal and “underground” jook-jaint®nky-tonks, and after-hours
clubs — spaces where musicians refrained from timigahe music of the Black church,
which itself had begun to imitate European musioains, and instead borrowed more
readily from the African call-and-response and sbareating an early version of what
we today know as the blues (Jones 1963, Ch. mlsedPratt 1990, Ch 4).

Soon after “Emancipation” gave poor Southern Blathe “freedom” to compete
economically with poor Whites, Jim Crow stacked tiezk against them. Many Blacks
were forced to travel across the South in searatook, often times alone, navigating the
social terrain as an individual as opposed to pad slave collective. Being required to

participate in a (Western) social reality that dedsaindividuals look inward, Jones
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(1963) argues, directly influenced the focus ofcRlsecular music to change from that
which highlighted the “exploits of the social unity that which drew attention to “the life
of the individual and his individual trials and sesses on the earth” (Jones 1963, p. 66).
Coupled with the increased leisure time of manyt{stasrery Blacks and the growing use
of instruments like the guitar and harmonica, thee® increased in popularity over the
course of the latter decades of the™1@entury. In addition, primitive jazz or
“instrumental blues” became popular as Blacks begastering European instruments
like brass horns and the piano.

Early blues and jazz soon became popular in Sauthi¢tles, but it too was
transformed as a result of control from above. &wNDrleans, for example, light-skinned
Black “Creoles” were allowed to play jazz-like ingnental tunes (with a decidedly
heavy European influence) and entertain in puljiaces even before Emancipation.
Shortly before the turn of the century, howeverjule segregation put a number of these
entertainers, many of which who were working foritedy, out of work. Blacks were
divided — again — along class/status lines andethesrly instrumental performers
separated themselves from the growing number asbherformers that were beginning
to play in the urban saloons and jook-joints. Whildded, Jim Crow now required that
both groups be in close physical proximity to eater (and away from whites), which
led to the formation of more modern jazz as theoRean-sounding “instrumental blues”
blended with classic blues.

This class schism continued even as newly devel®tack public spaces began
to emerge in cities of the urban North — first @gic and, later, cities like Saint Louis,

Kansas City and New York. “The ‘space’ that thg gitovided”, Jones explains “was not
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only horizontal; it could make strata, and dispesitgrew within the group itself’ (Jones
1963, p. 121). When poorer Southern Blacks migratethe early 28 century, they
brought with them the same blues and “dirty” jaaattwas met with disapproval by the
Southern Black bourgeois and lighter skinned masgi The response by the emerging
middle-class of Northern Blacks was similarly unveshing. The separation of this
segment of the Black Public Sphere allowed Blacksdntinue their critiques of the
social world, though changes in their social riegliresulted in changes to the objects of
criticism. Where “country blues” criticized ineqaitle treatment by slave owners and
landlords, the “urban blues” brought to light issw®ncerning unemployment and ghetto
living conditions (Ellison 1989, p. 3).

During the first decades of 1900s, what became knasvthe “classic blues” had
flourished (albeit underground) in the Northernesit spurred in part because of the
attractive mobility narratives found within. By th#920s, blues and, especially, its
Europeanized offshoots like jazz and ragtime hatbive increasingly popular, helping
to spur the development of the recorded music imgwghich, in turn, helped propel the
radio industry as white businessmen began to eedle commercial potential of
narrowcasting to niche Black markets and Blackweltvoyeurs (Neal, 1999). George
(1988) notes that during the “Roaring Twenties” #amwbughout the span of the Interwar
Period, jazz and “white jazz”, or swing, becamepspular among Whites that they were
actually seen by their fans as “white music”. Itdrdi hurt that much of the earliest
recorded jazz came from white bands. Most, howesensidered it “race music” and
despite its increasing popularity it was met wititl swore criticism from above. White

cultural critics especially and Whites more gengratanded jazz as “vulgar, filthy, and
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suggestive”. Black elites, ever aware of the imagfeblackness made visible to whites,
agreed and felt that such displays by Black jazfopmers “hindered the advancement of
the race” (George, 1988 p. 8).

The Great Depression and World War Il put a haltthie success of “race”
recordings (and, indeed, much of all recorded muiat relative prosperity following
the war put radios in a large number of lower-cBlssk homes allowing popular Black
music — now repackaged as “rhythm & blues” — toivthras this segment of the
population gained access to the most current mdeaitially, R&B remained
“underground”...popular, but still outside of thedar commercial market for swing
music which, by now, had “submerged all the mogtressive acquisitions from Afro-
American musical tradition” (Jones 1963, p. 18Dlidwing in the footsteps of the shout
singers of decades past, R&B artists, in part bexanf the increasing use of electric
instruments, were as loud and as harsh as eveuldeepby the increasingly watered-
down (white) sound of swing and other popular Blaggares, artists began producing
music “that had more than an accidental implicatidrsocial upheaval associated with
it” (Jones 1963, p. 188).

Bebop (and hard-bop, a further deviation from nta@@n Black music), for
example, took on a “willfully harsh” and “anti-assiationist” sound — it was “at a
certain level of consideration, a reaction by youngsicians against the sterility and
formality of Swing as it moved to become a formaltpof the mainstream American
culture (Jones 1970, p. 16). Bebop and R&B musiciaere “reclaiming the critical edge
of black communal expressions from the arms of massumer culture” and “recreating

the vitality of the covert spaces of the rural $oand 28 century urban North” as they
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toured the Chitlin’ Circuit, a network of venuesatlprovided the only outlet for Black
musicians playing this brash new sound. A produtctthe now-large Black urban
underclass, bebop was an expression of “objectirecism” toward an America in
which they played an integral part (economicallg,amore recently, militarily), but in
which they were still second class citizens, unaen to use their relatively greater
wealth to “buy...a way out of the huge Negro ghettokthe cities” (Jones 1963, p. 178).
Opponents, once again, “descended on the new mitbi@ fanatical fury” (Jones 1963,
p. 188). Members of the emerging Black middle cladsere quick to express their
disdain. And for the first time, white “middle-bréwmusic critics and writers were
voicing their negative opinions of bebop not simpBcause it was a Black music, but
because of the sounds and the content of the nilsy. failed, Jones argues, to examine
the music outside of “white middle-brow standardsexcellence” and question bebop’s
“social and cultural intent” or the reasons why gagticular sounds and content existed
at all (Jones 1970, Ch. 1).

As the Civil Rights movement began gaining steanh the political terrain began
to change in the 1950s and 1960s, so did the nafuBéack popular music. During this
time Black DJ's and Black radio managed grab ttentbn of a sizable portion of white
youth by playing “electric blues” or rock & roll. dtvever, while rock & roll went on to
dominate the airwaves for decades following, it da@ only after white artists began
performing “covers” of rock & roll songs written bylack artists and, later, became
successful at emulating the style more generalyG&orge puts it: “...rock became, after
1965, white music made by white people with theas@mmnal black old-timer thrown in”

(George 1988, p. 93).
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At the same time, attacks against Black leadetst@and intellectuals led to a
reemergence of the Black church as a dominant 4afg) institution of Black expression.
In turn, gospel music fused with rhythm & bluesking the spiritual with the secular to
form what would later be called “soul” music. Thghout the late 1950s and early 1960s
Black artists on record labels like Motown and Staxnd great success singing slick and
“soulful” pop songs. But by the latter part of tdecade, soul music had undergone a
transformation that mirrored the changing and iasirggly political rhetoric of the Black
public sphere - “as the organized struggles foricAf--American empowerment
intensified...the black popular music tradition @&egto convey the urgency of its
historical moment”(Neal 1999, p. 62).

During the late 1960s artists such as Curtis M&fiAretha Franklin, and James
Brown released Black protest music to both critaxad commercial success. Neal (1999)
argues that this segment of the Black Arts Movenseithinated in the release of Marvin
Gaye's album “What's Going On” in 1971. The reignhe Black Arts Movement would
be brief. “What's Going On” was released in the eva seemingly unrestrained state
repression against a number Black political groupsemplified by COINTELPRO's
(FBI's counter-inteligence program) surveillancé Mlartin Luther King and its
infiltration into (and attempts at destroying) tlgtudent Nonviolent Coordinating
Committee and the Black Panther Party. In additiba,years that followed saw a rise in
corporate involvement in Black artistic express@amd an ensuing depoliticization of
popular Black music and art. That the content ofye&a1973 album “Let's Get It On”
was overtly sexual and almost devoid of the palitimessages found on his album

released just two years prior only makes sensendive larger social context, a “logical
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manifestation[s] of the effects of pervasive stgtensored violence aimed, successfully,
at destabilizing the most radical elements of tlaekoprotest movement” (Neal 1999, p.

66).

The increasing influence of corporate radio oncBlenusic led to the beginning
of what George (1988) described as the “death’hgthm and blues and the reign of the
“crossover” artist. Major labels managed to woo umnhber of the top soul and R&B
artists of the 1960s from the independent labelsvhich they'd become famous. Disco
would be the nail in the coffin and by the early8Q8 only a select few “urban
contemporary” (Black) artists were garnering coneisrsuccess. Most of America,
however, was unaware that for nearly a decade timehew York were shaping the
contours of an artistic subculture that featuredoivn brand of musical expression. Hip
hop culture gave birth to rap music, a genre timathe span of only a few years, would
become a worldwide phenomenon and provide a pratffor a Black (and Brown)
underclass to tell their story — a story that halterfi on deaf ears for the greater part of

the last decade.

Black Noise — The Rise of Hip Hop

Tricia Rose (1994) has suggested that the pric@anyext for rap music’s creation
lies within Afrodiasporic artistic and expressivaditions, the development of hip hop
culture more generally, and the unique urban cardélew York City during the 1960s
and 1970s. Many of the sounds of rap are similaartd can be rooted in West African
forms of musical expression (Rose, 1994; Keyes22@@orge, 1998). Words are recited

in a poetic fashion with the cadence of the ragpspeech set to the heavy instrumental
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rhythms. Melody takes a back seat to drum beatde wimging is usually reserved as
accompaniment. Rap is sometimes used to tell lbmiges or cautionary tales, a practice
that some have traced back to West African griotystllers. The African and early
African American practice of “playing the dozensikhere men boast about their
masculinity and trade insults, today takes the farinthe “battle rap” where rappers
verbally spar to show their rap skills. “Toastingir chanting rhythmically over
instrumentals is a practice can be traced backatty édfrican-American slaves. More
recently (butbefore hip hop), toasting over electronic instrumentasame common in
Jamaica as well, suggesting a common African arigdip hop’s connection with Jamaica

is not simply a sidenote.

Clive Cambpell, or DJ Kool Herc, is seen by masytlze “Father of Hip Hop”.
Chang (2005) goes in-depth to explain how Herdetiait all. Herc had moved to New
York from Jamaica in the late 1960s and broughh Wim knowledge of the loud stereo
systems he’d seen at street parties in Kingstonhénearly 1970s, Herc became a local
legend, known for throwing the wildest and loudksuse parties in New York. With
Herc’s help, all of the artistic aspects of whatleatively became known as hip hop
began to come together. For example, B-boy collestior “breakdancers (which also
borrowed heavily, but indirectly, from African danfRose, 1994]), had been forming for

a while and would come to his parties to show leirt dancing skills.

Other “hip hop” DJ's gained in popularity as weé&Brandmaster Flash became a
master at using two turntables and a mixer to pldyum break on one turntable and mix
it with the same drum break from the same recordhenother turntable, extending the

break indefinitely and giving the b-boys a platfofon their dance battles. Later, Afrika
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Bambaataa — an ex-gang leader who formed the ZatiotN a collective of Black youth
brought together to bring positivity (often througlusic) to a once gang-torn New York
— became known for playing the most obscure angueniecords of all the early DJs. As
a result, the New York gang members who had “tagtesir names all across the city in
order to mark their gang turf slowly turned to timew subculture and soon became
“graffiti artists” whose work was featured promitignat hip hop parties. Rapping
appeared later, almost out of necessity. Many e$ehip hop parties were so large that
DJs would regularly use the microphone to make ancements, calm the crowd, etc.,
but it was Grandmaster Flash’'s mastery of the &lnlas that created the first hip hop
rapper. Flash’s lightning fast hands and uniquéartieeie — he’d often mix records behind
his back or with his feet — would often stall therty as the crowd would stop to watch.
For that reason, he employed Cowboy, later a mewbElash’s “Furious Five Emcees”
to jump on the microphone and get the party baakesr through raps, chants, and call-

and-response.

These parties continued gaining in popularitynaf 1970s. However, other forces
besides a simple love of the music was pushinghytabbecome involved in hip hop. For
many, it was the only option they had. Many havdieed New York’s urban landscape
during this period and have suggested the roldaitep in the rise of hip hop and rap
(Hager, 1984; Rose, 1994; Toop, 2000; Keyes, 2@@rang, 2005). In the 1950s
government funding was approved for the Cross-BrBrpressway. This expressway
aimed to provide a route between New Jersey andy Usiand and directithrough
heavily working-class areas of the Bronx. By the [4960s, many working class Blacks

and Hispanics had relocated south of the expresgw#ye South Bronx. By this time
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manufacturing jobs had relocated from this areawadl. By the mid-1970s the
deindustrialized South Bronx had lost hundredshousands of jobs, income dipped to
alarmingly low levels and youth unemployment hagped 50 percent. While slumlords
were taking control of deteriorating housing prége(ften having them burned to the
ground so they could collect insurance money), -@siat Society funding and services
to aid those left in the aftermath had disappeavédile the government and the outside
world had become engaged in “politics of abandoninghang, 2005) of the Black and
Brown youth of New York City, hip hop helped leacamy of them through the rough

times.

The rise of rap was slow going over most of th&t rdecade. While rappers
became more prominent at hip hop parties duringldbefew years of the 1970s, few
thought it was something that could be recordedsad for profit. Only after Sugarhill
Gang sold over a million copies of the second egord ever made in 1979 did a few
major record companies thought it would be a gatehito invest in rap. Even after
Kurtis Blow and Run-D.M.C. were signed to majordiband received gold records,
breakdancing and hip hop style became global, aniywbod produced movies about
rap and hip hop (Beat Streat, Krush Groove, Brgakany were convinced it was still a
passing fad. But by the end of the 1980s, rap adbana singles were regularly receiving
gold and platinum sales plagues and artists andpgravere performing in front of sold

out crowds around the world.

Along with the rise in the success of rap musim&aontroversy. While major
labels became more eager to sign and make money pffpular rappers over the course

of the 1980s, others were set on ridding the wofldap completely. By the end of the
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decade numerous artists were embroiled in battles oensorship. 2 Live Crew, for
example, faced opposition from government groupsl, their alboum banned in Florida,
and were arrested for indecency after performing @iitheir X-rated hits on stage (Rose,
1994). N.W.A. (Niggaz With Attitude) were criticidefor releasing the song Fuck The
Police and later appeared on a Justice Departmeatch list” alongside 6 other rap
groups and solo artists accused of advocatingngelagainst law enforcement (Pollack,
1990). Ice Cube became the target of a nationwmedit for releasing music littered
with references to support of the use of violereéadttle social injustice (Chang, 2005).
Immediately following the huge success of a numddelighthearted rap releases in the
early 1990s (including some by Vanilla Ice, a whiggoper with a fabricated gangster
past), “gangsta rap” exploded in popularity amoagsfof all ages and colors. In the
larger culture “gangsta rap” became a catch-all dbrviolent rap music, failing to
differentiate between that which celebrated gafegtifles, heterosexual conquest, and
conspicuous materialism and that which called fofent revolution against oppressive

forces.

During the time all of thesenultiple “voices” were emerging from within rap
music, many of the rappers and authors cited abéiginning of this paper were making
claims that it was the last political “voice” Hipold Generation youth. However, with the
existence of these myriad styles | was left to vaynabout the strength of the political
arm of rap music. | was curious if the strengthagf's political “voice” had changed over
time, especially considering the controversy sumding some of the more political

releases. Because no empirical research had besedcaut to provide a clear measure
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of political rap’s success, | took it upon myselfaéanswer these questions with the present

research.
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Chapter 3 — Theory

The previous chapter provides a number of exangdlé®w differences in power
have shaped the social realities of Black Americghgh, in turn, has shaped the nature
of social critique through music. The present ceapiutlines a few key theoretical
perspectives that allow for a better understandingow social critique is carried out by
subordinate groups. The first section details Sce@ttplanation of the “art” of resisting
domination through the creation and communicatioin catical discourse about
inequalities. Examples of music as critical disseuare drawn from the previous chapter
and used to illustrate these ideas.

Differences in power can also influence the mannewhich we are able to
understand these discourses. In the next sectidissuss theoretical ideas that are useful
in shaping how | will carry out my own research the way popular rap music has (or
has not) addressed important political issuest,Hirexplain some of the basic tenets of
standpoint theory. This is done in order to hiditlighe role social location plays in
influencing the *“world-view” of subordinate group3his discussion of world-view
provides a lead for the next section, where | giteto outline the contours of the
political discourse of the Hip Hop Generation. lygsexplain how the points of this

agenda can be used to guide my research.

Hidden Transcripts
The history of all hitherto existing Black Amenicanusic is a history of
struggle to create spaces wherein the music iseflowed to be heard. Regardless of

their subordinate position and despite the comggaiof legal slavery and/or
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discrimination Blacks have still succeeded in comicating discourse outside the
immediate control of dominant groups. This, of @&yrincludes the promulgation of the
emancipatory discourse upon which the present resaes focused. Scott's (1990) work
on public and hidden transcripts illuminate the n&rin which this occurs.

Scott argues that there are four varieties of ipalit discourse among
subordinates, the first of which is thpiblic transcript or the “open” and “official’
interaction between subordinates and those who rédeni The public transcript is
typically guided by a number of “theatrical impévas” that exist to affirm patterns of
domination between groups of unequal power. Thaagals of power” are performances
wherein each group openly demonstrates its domimanconsent. These displays, Scott
suggests, are strategic: even if the public perdmea of each group seems to suggest
that the group supports its location within the qued power structure, it is more
immediately in their best interest to act in suclway. If the dominant group were to
publicly act in ways that contradict its claimsgower, the legitimacy of its authority and
possibly its safety would be compromised. And, antioned, subordinate groups risk
facing negative consequences for revealing motealraspects of the hidden transcript
in a public setting, but also increase their changkreceiving help or perks from the
dominant group if they openly agree with aspecthefpublic transcript.

At the opposite end of the spectrum from the puitiascript is the “offstage” or
hidden transcriptthat is communicated among members of the domioasubordinate
group and behind the back of the other. Whereals ganup shares the public transcript,
a hidden transcript emergegthin each group and never comes in contact with the

hidden transcript of the other. While the publanscript is “safe” for subordinate groups
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to engage in because it does not give rise to apefiict, the hidden transcript is also
“safe” for the same reasons — if criticisms of doanit groups by subordinate groups
remain unknown to the dominant group, politicalagtmremains unlikely.

Though subordinate groups may develop a “hiddestairse that is critical of
dominant groups and larger social structures, dbiss not mean this discourse is never
spoken in the face of power. On the contrary, sdibate groups often engage in a third
type of political discourse wherein criticisms dfet dominant group are expressed
openly...but in disguised form. An “infrapolitics tiie powerless” (Scott 1990, p. xiii &
183) develops as subordinate groups use folk tg&ss, theatrical performances and
songloaded with hidden meaning and masked intentionsitique power, even when in
close proximity to those groups that dominate th&#hen Chuck D states that he
“pour(s) it on in metaphors” he is highlighting theed for Blacks to cloak their criticism
of those in power with seemingly ambiguous or inrecs words or actions. Lastly, there
are occasions where the hidden transcript is egpdespenhand undisguised - instances
of open defiance that “carr(y) the force of synmbaleclaration of war” and create a
window through which we can view those “rare andg#sous moments in power
relations” (Scott 1990, p. 10).

Scott insists that the nature of the content ofrenpatory discourse, as well as
the nature of the social spaces within which th&ealirse is shared, is unique to the
particular culture and history of the subordinateup creating such discourse. Simply
put, political transcripts areocial products. Whether subordinate groups voice their
criticisms openly and explicitly, openly but in gisse, or only among other subordinates

is a direct result of power relations between daminand subordinate groups. The
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greater the domination over subordinate groupsibee likely subordinate groups will
have to work to create social spaces that aredsigiifom control and surveillance of
those in power. The greater the extent of dominatieer subordinate groups, the more
likely these groups will have to utilize linguistitisguises and coded language when
communicating social critique. On the other handyemequal power relations are likely
to result in the hidden transcript becoming morblipumore overt, and more honest.
Clear examples of Scott's points are found througtibe preceding chapter.
Again, while American slaves showed deference teirthmasters in day-to-day
interactions, emancipatory music was sung in slgquarters, “hidden” and beyond
earshot of their masters. “Disguised” forms of eaf@atory music were sung openly and
within feet of their masters. The blues flouriskadter artists began to utilize live music
venues tucked away in increasingly Black urbantgiset‘hidden” from white audiences.
Gospel, and then soul, emerged only after the Bikskourse was relegated to the Black
church “hidden” from the prying white eyes of thets. And, of course, this state
repression itself was, in part, a response to dbe that Blacks had begun to engage in

openandundisguiseolitical dissent.

Rose (1994), citing Scott, contends that elemehtap also function as hidden,
open and disguised transcripts. She argues that lyoos contain not only outwardly
emancipatory content, but also political messagsguged by slang (1994, p. 100).
Interestingly, she argues that rap music, whenepldgudly on radios and car stereos,
can also function as symbolicpolitical gesture, regardless of the music's canten
making a choice about where and how they can sagshin the face of opposition, they

are essentially performing a political act (Ros®4,9p. 236). That rap music contains
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both open and disguised messages as well as emb@nygipand hegemonic messages
makes the application of Scott's ideas extremetgpdex. In addition, any analysis of rap
music must also take into consideration the faat il 30 years it has grown from an art
form relegated to the slums of the urban ghetta tildly popular commodifed art form
listened to and supported by millions of peopleuabthe world in both dominant and
subordinate classes. The social realities of the Hbp Generation, as well as the power
relations between it and dominant groups, have gdtras well. Because, as Scott
suggests, discourse among a subordinate group iggieurto historical and cultural
realities, thenchangesto these realities should result in changes todikeourse. This
logic should extend to emancipatory discourseughing that found within particular art
forms such as rap music. Exploring these posshda@es to emancipatory discourse is
part of my aim with this research. Before doingstlithough, | must first find a way to
separate emancipatory themes from the larger diseahat emerges from the Hip Hop

Generation.

Standpoint Theory

As an analytical tool, standpoint theory providasights into why and how
subordinate groups develop a worldview that shépsis discourses. Standpoint theorists
argue that “group location in hierarchical powelatiens produce(s) shared challenges
for individuals in those groups” (Collins 1998,301). Standpoints do not simply emerge
because members of a group share a particular daptag; rather, the shared challenges
of members of a subordinate group — challengeshwvare aproduct of their shared
social locations — help create “similar angles adion” which produces a “group

standpoint” about the world around them. Their fmoais a starting point from which
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political perspectives develop out of group disausand deliberation (Hartsock 1983, p.

246; Collins 2000, p. 260). Essentially, the exgeres of any group within a society are
not universal and, as such, understandings ofsthaety are also not universal. Instead, a
multitude of narratives about the nature of socwmdlity develop as members of

subordinate groups engage in dialogue with eackr @ibout their shared experiences.

Hartsock argues that because dominant groups thaveower to structure the
relations in which all members of a society musttipipate, their visions of reality are
partial and distorted (Hartsock 1983, p. 232). D@nt groups are unable to “know the
everyday world through the particularities of (sudbwoate group member's) local
practices and activities” (Smith 1990, p. 28) aaslsuch, the claims they make about the
nature of the world around them often conflict witkalities that subordinate groups
endure. It is argued, then, that in order to spalas&ut issues unique to a particular
subordinate group you are required to have knoveeaofythe locally and historically
situated social conditions that shape the groupddwiews. Because this knowledge is
unavailable to dominant groups, onlgembersof subordinate groups can serve as
legitimate spokespersons for the experiences ofstimrdinate group as a whole. As
Smith, referring to women, puts it: “we (plural)eathe authoritative speakers of our
(plural) experience”(Smith 1990, p. 28).

Some note that care should be taken to refraim fpminting a picture of
subordinate group experiences as homogeneous atibutvidiversity. hooks, for
example, points out the failure of many elite wHeeninists to acknowledge the “racist
discrimination, exploitation, and oppression of timethnic women by white women”

which “made it impossible for the two groups tolfdeey shared common interests or
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political concerns” (hooks 2000, p. 50). In ordercbrrect this, Collins (1998) calls for
the use of frameworks that take into consideratmiritiple worldviews located within
subordinate groups. Thism®t a call for examination ahdividualswho occupy multiple
subordinate social locations or an examination oW hlthe intersectionality of these
locations leads them to create different meanimggiatheir own experiences in different
contexts. Rather, it is a call for an understandmichow intersections of race, class,
gender, sexuality, etc. shape a@mgup'sexperience across different social contexts. This
approach allows you to see, for example, that whitenen often assign less salience to
race than Black women. This is because knowledgéeofocial conditions that shape a
Black woman's worldview is unavailable to white womenere if both groups face
similar challenges because of their location as @amin a hierarchical society (Collins
1998, p. 208).
Toward a Hip Hop Generation Standpoint

As editor of The Source magazine in the 1990's,aBakitwana (2002) began
using the term “Hip Hop Generation” as a labelBteick Americans born between 1965
and 1984. As a group, he argues, they have shexperiences that have created a
specific set of attitudes, values, and understgsdebout the world — a generational
standpoint, if you will, that differs greatly frotiat of their parents. While the Civil
Rights Generation formed their values and idestiisound “traditional” institutions such
as family and the church, today’s Black youth argeriikely to look to global images of
(American) blackness in fiim, TV, and especially sieu Globalization and corporate
media conglomeration allowed for a small segmerBlatk artists to produce and spread

their messages and rap music and hip hop cultuezendit the forefront...but this was not
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without its costs. Kitwana suggests that “the glalmaporate structure that gave young
Blacks a platform was the driving force behind quight” (Kitwana 2002, p. 11).
Globalization also played a hand in pulling manynofacturing and industrial jobs from
the central cities where a large percentage ofkBlagere located and shipping them
overseas. That this was followed by increasing IBlanemployment, an explosion of
drug trafficking and gang activity, and a subsedumerease in violent crime within these
cities should come as no surprise. These realtespled with increasingly harsh drug
policies (from mandatory minimum sentences to &esrlaws), anti-loitering measures,
curfews, the creation of gang databases and o#pacts of a “politics of containment”
were the catalyst for this new worldview (Kitwar@02; Chang 2005).

It is with this in mind that Collins asks: “How ghit coming of age during the
period from Black Power to hip hop shape the malitiresponses of this generation
toward racism, nationalism, and feminism?” (Coll2804, p.5). In addition to Collins
and Kitwana, a number of authors have noted therdaiof the state and, more
importantly, the Civil Rights generation to providadership and assistance to post-Civil
Rights youth. Dyson remarks:

“We (members of the Civil Rights Generajiohave reneged on our

responsibility as black adults to keep the cultwi@l by making it

relevant to contemporary struggles. That meanssiatang the terms of

past struggle into present action. Instead, oldrkb often nostalgically

rehash romantic memories of the past, failing tknawledge just how

remarkably similar our failures and prospects fauniph are to those of

the hip-hop generation” (Dyson 2004, p. 319).

Sullivan suggests that today’s Black youth have tmmfidence in the older generation

and believe “traditional Black leaders lack the a@ty, desire, and ingenuity to address
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the contemporary crises that destabilize Black wmgrklass life and destroy Black

neighborhoods and families” (Sullivan 1996, p. 7))

In response, Bynoe (2004) asks “Who Shall Lead’.USRe does not seem to
have an answer about whall lead, though she does provide some arguments alaut
likely will not. While she recognizes that rap music and rappers rapecifically can
play a role in Hip Hop Generation politics, she’swilling to place the burden of
leadership squarely on their shoulders. She wfiiemakdancing, rapping, and protesting
are great attention-getters for a cause, howewsethActions do not constitute politics or
political action” (Bynoe 2004, p. vi)) and suggettat “the leadership to come from the
post-civil rights generation must be able to do enttan rhyme about problem (sic)”
(Bynoe 2004, p. xi). Neal (2002) is a little mongtimistic about the role of rap/hip hop
and Civil Rights era leaders in contemporary Blackitpsl. The key, he suggests, is to
bridge the gap. He asserts that Hip Hop Generahimkers and intellectuals - what he
labels the “post-soul intelligentsia” - might behét black community’s best intellectual
hope to bridge the widening gap between yesterdayik rights marcher and today’s

hip-hop thug” (Neal 2002, p. 104).

Though | tend to disagree with Bynoe’s commentualast being apolitical (and
believe the aforementioned authors who have writtbout music’s political functions
would disagree as well) | think her statement #udtis not enoughis important. The
unifying theme between Bynoe and Neal seems thdeuggestion that members of the
Hip Hop Generation must not look to others for gmick, but develop a political agenda
amongst themselveKitwana (2002) observes that a Hip Hop Generattandpoint may

have existed, but by the turn of the century hat been articulated into a concrete
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political agenda. Therevere organizations in place working to address a nundder
political issues, many of which drew support froappers and hip hop artists, but most
were created with a narrow goal in mind. For exanmgie “Rap The Vote” campaign of
2000 and the “Vote or Die” campaign of 2004 wergamized to increase voter turnout
during important election years. In 2001, Def Jamacdtds CEO and hip hop
entrepreneur Russell Simmons created the Hip Hopn#tuAction Network (HSAN), an
organization “dedicated to harnessing the culttel@vance of Hip-Hop music to serve as
a catalyst for education advocacy and other sdcepacerns fundamental to the
empowerment of youth”. The HSAN addresses broadaltigal issues than the
campaigns for voting, evidenced by a 15-point “WNEe Want” program on their
group’s website (HSAN 2007). Still, the HSAN andet political organizations do not
claim to be promoting a political agenda for thg HHiop Generation as a whole. In
addition, Baker notes that the HSAN “lacks the seaey 'hood first' strategy needed to
truly empower the Hip-Hop generation”. Noting thember of wealthy entertainment
industry stars that make up the HSAN's organiziagybhe asks “How can you really
know what's goin on in the hood if you live in alliom-dollar house in the suburbs?”
(Baker 2004, p. 216). The National Hip Hop Polit€anvention (NHHPC), on the other
hand, was organized with the more narrow focusredting a political agenda, batso
attempted to do so by utilizing strategies thauggest, were more successful at putting
the “hood first”.

The NHHPC was the brainchild of a group of Hip H@gneration “activists,
artists, educators, entrepreneurs, journalists @vid leaders” (including Kitwana and

Jeff Chang) who began meeting in the spring of 2@@B the expressed purpose of
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developing “a plan to funnel the political and oaudtl power of the hip hop generation
into mainstream political activities”. The meansblgich they chose to do this was the
establishment of a bi-annual convention “to develepdorse and vote on a political
agenda for the Hip Hop Generation” (NHHPC, 2008)e Tirst convention was held in
Newark, NJ in June of 2004. Including 600 delegétes 20 different states, there were
6,000 in attendance. The 3-day convention schedthdkided artistic/entertainment
performances, training and workshops (sessions titeze “Criminal Justice 101, Media
101, Money 201, Organizing 302 etc.), and town Imadletings. On the final day,
delegates met to put forth a Hip Hop GeneratioritiPall Agenda. After more than 4
hours of deliberation over the merits of roughlypf@posed amendments, a final 5-point
agenda was ratified. The points of this agendaecesmtound issues of 1) Education, 2)
Economic Justice, 3) Criminal Justice, 4) Healtld &ellness and 5) Human Rights.
These 5 issues are more thoroughly defined by amemd listed under each (See
Appendix A). The 2006 convention in Chicago follaviea the same manner and ended
with the reconvention of delegates to discuss exias for implementing the agenda.
Plans for the 2008 convention in Las Vegas wereudsed as well.

The formation of Black political agendas is notm&bhing new. Even prior to the
abolition of slavery, there are instances of grogpsning together to draft similar
agendas on ‘the state of Black America”. Bynoe @O0provides to readers a brief
account of these occasions. She argues that #teBflck agenda was David Walker’s
“Appeal...”, a petition against slavery and a call revolution by oppressed Africans
worldwide. In 1890, the National Afro American Leegdrafted a six-point program

calling for voting rights for Blacks, the creatia anti-lynching laws, and the like — a
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program that, Bynoe argues, was the precedenhéptinciples espoused by the Niagara
Movement and, later, the National Association foe Advancement of Colored People
(NAACP). The 1960s saw the creation of two infligntagendas: Adam Clayton
Powel's “Marching Blacks...”, a position paper outlip 15 steps to Black power and the
Black Panther Party’'s 10 point plan for rectifyimgustices faced by Blacks. In 1972,
thousands of delegates from grassroots and esiabliorganizations nationwide
convened in Gary, Indiana for the National Blackittal Assembly (also known as the
Gary Convention) and developed yet another Bladikiqad agenda.

Bynoe (2004) provides a number of reasons why gactp failed to reach many
of their stated goals. In most cases these agesatasd simply as “rhetorical tools” that
did not suggest any long-term strategies towardip@bjectives. The Black Panther’s
plan faltered after the group began to fracturermmdlly (thanks, in part, to infiltration by
the FBI). The Gary Convention’s main goal was no¢ tlevelopment of a political
agenda, but the establishment of a Black politigaity. Bynoe’s biggest critique,
however, is that most of these agendas “failech¢orporate, in any fashion, the opinions
of Black people”. Without any sort of representatiaput from everyday citizens these
organizations failed to garner any widespread stppbhis, | argue, is where the
NHHPC differs somewhat from previous Black agendas.

The first NHHPC was completely free to the pubkn long as attendees
registered for the convention online. However, deinvolved in the agenda setting
process did not actually require attending therbg@rconference. Online registration also
granted you access to local organizing committeetimgs in cities across the United

States. Each of these committees was headed kasitdne of the delegates who were
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involved in the actual discussions that led toateption of items for the 5-point agenda.
And while attendees were required to pay a fedtend the 2006 convention (and will be
required to do so for the 2008 convention), | wasldgest that the 2004 convention was
more inclusive of everyday citizen’s input in deyghg a political agenda than prior
attempts at agenda setting. Though the succedseodgenda may now depend on the
strategies suggested by a limited number of membleesnitial drafting of the agenda
involved input from a group more representativeeedryday Black citizens. Therefore, |
suggest that the NHHPC 5-point agenda comes closeoutlining the political
imperatives of the Hip Hop Generatias a wholeand contains characteristics oHg
Hop Generation political standpoiniThis has important implications for the manner in
which | will carry out the present research

A Hip Hop Generation Standpoint as Tool for Analysi

If the NHHPC agenda does, in fact, outline thetpali imperatives of the Hip
Hop Generation | can use its themes to determinethveh successful rap music has
addressed these imperatives. This approach is digrédéferent from previous analyses
of political rap music. For the most part, researshave taken an inductive approach by
meticulously investigating rap music already laBefpolitical” and then identifying its
most meaningful or common themes. Perkins (1998),ekample, suggests political or
“message” rap falls into one of three categorigsAftican centered, 2) neonationalist,
and 3) Islamic. Allen (1996) offers a similar cifisation system which also contains
“cultural-political nationalist” and “Islamic natmalist” categories, but he substitutes an

“earthy gangsta rap” category for Perkins’ “Africeentered” category.
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I, on the other hand, will mostly be using a detacapproach. | will use the
NHHPC 5-point agenda as a starting point and examopular rap lyrics to determine
the extent to which each theme has been addre$se] switches the larger research
guestion from “What types of political issues adelr@ssed in rap music?” to “How does
rap music address specific political issues?”.Whitdan to use the 5-point agenda as the
foundation on which my analysis is carried outeélfthat for the sake of my research it is
somewhat incomplete and in need of clarificatiorhe Tfounding members of the
convention, including Kitwana more specifically,opide some clues about how to
address these shortcomings

The architects of the NHHPC initially identifiedcaorganized their work around
eight specific political issues. These were narrowed mdw the five found in the
convention agenda and consist of the followingChijninal Justice, 2) Economic Justice,
3) Educational Empowerment, 4) Equality, 5) Glolsales, 6) Health, Environment and
Welfare, 7) Media Regulation and 8) Organizing @mganizers (NHHPC, 2006). You'l
notice that four of these issues — those of equajibbal issues, media regulation, and
organizing the organizers — are absent from thal fiapoint agenda. One can only
speculate as to why as to why these issues didappéar in the final agenda, but |
believe their inclusion as part of a Hip Hop Getierapolitical standpoint would be
beneficial.

It seems to me that the initially suggested issokesSEquality” and “Global
Issues” were (or at least could be) merged undetatger umbrella of “Human Rights”,
point 5 of the NHHPC agenda. | would argue thatadity) as well as “peace”, “liberty”,

“freedom”, anti-racism/sexism/classism/etc., ande tlike are human rights, as
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highlighted by the International Covenant on Carnld Political Rights (ICCPR 1976). In
addition, | feel that it goes without saying thatrihn Rights are a global issue affecting
groups (often differently) all over the world.

| am unsure why the “Organizing the Organizers” dviédia Regulation” issues
disappeared from the final ratified agenda. Pert@pganizing the Organizers” was too
specific to the organization of the conventionliti® it to constitute a political issue for
the Hip Hop Generation as a whole. However, that@e of this convention is itself a
response to the lack of political organization agh@ontemporary Blacks. Stating the
political needs of the Hip Hop Generation is impoti but agendas alone *“are
insufficient to motivate either constituents or tingional decisions-makers” (Bynoe
2004, p. 34). For this reason | have chosen toaadariation of the deleted “Organizing
the Organizers” to the list of themes | will loo&rfin my analysis of rap lyrics, one
which | will call more simply‘Political/Community Organization”

| also intend to add a variation of the “Media Riagan” theme, but simplify it to
“Media Issues” Kitwana states that “the influence of...traditioqmalrveyors of Black
culture have largely diminished in the face of pduleand pervasive technological
advances and corporate growth.” (Kitwana 2002, p. Again, mass media have
increasingly shaped the worldview of the Hip Hopn&sation for decades; that the
generation itself was named after the most visBleect of the Hip Hop subculture - rap
music, which by 1998 was the best selling genr@nrerica — is telling of its potential
political importance. If mass media are one of tosintry’s biggest cultural influences,
then media issues concerning regulation, censqrefpesentation, conglomeration and

other factors that direct what sort of messagesdaseminated to the populace are of
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great importance. Indeed, this assumption is on¢hefbiggest motivating factors in

carrying this research in the first place.
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Chapter 4 — Research Methodology

In order to determine the extent to which emartoigapolitical themes have been
addressed by popular rap music | analyzed theslyfcsome of rap’s biggest hits. This
examination focused more specifically on 1) the tmmsccessful songs from the first
years that rap emerged as a commercially viable efymusic and 2) the most successful
rap singles of recent years. By selecting songs fthese periods was able to provide
“snapshots” showing the prominence, or dearth,adifipal rap music (relative to popular
rap releases as a whole) at different points ie.tim addition, this should make visible
any changes in the prevalence of political themesuccessful rap music between these

two periods.

Christian Lahusen (1996) has suggested that tipailgity of a musician and
his/her music can be used as a measure of theidiffwf ideas being communicated by
the songs s/he produces. He argues that fame mmalsolsy power that allows for
celebrities to establish their ideas as being sgmtative of an entire genre’s music. Their
image becomes representative of the genre’s “somality, myths, needs, and
aspirations” (Lahusen 1996, p. 209). Greater sgcoésan artist's song, it is argued,
results in greater recognition and more pronouncepretation of the messages within
the song. If this is the case, examining the magiuf@ar rap songs should reveal the
degree to which political messages are being @iffusnd recognized among those who
listen to rap music. Lahusen also makes the cagembsic industry charts that measure
the relative success of popular songs provide a godication of the popularity of an

artist and/or his/her music (Lahusen 1996, p. 208grefore, it stands to reason that |
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could use such a chart to determine the populafitap releases. For this reason, | drew
my research data from the music charts in Billbomebazine, the leading trade journal

on the music industry in the United States.

Sampling Procedure

Setting the Time Frame

For most of the 1980s, rap music releases rargdgaed on Billboard’s music
charts. It wasn’t until 1984 — a full 5 years aftee first rap record was released — that a
rap album made significant inroads into the pop imoginstream. In that year, Run-
D.M.C’s self-titled debut became the first full-ggh rap aloum to be certified gold by the
Recording Industry Association of America. In 198beir sophomore album did the
same, but in half the time. However, it wasn't Lbhf86 that rap music began to fully
“cross over” In that year, Run-D.M.C. released thgely successful multi-platinum
aloum Raising Hell, which featured a cover of Aenidbk’s “Walk this Way” and a guest
appearance by the white rockers. Later in the yean-D.M.C.’s Def Jam labelmates the
Beastie Boys, a former punk group comprised ofethwhite suburban teens, released the

rap album Licensed To Ill to similar success.

Still, the appearances of these releases on Bilth® charts were the exception
rather than the rule. Rap albums and singles raegigtered a blip on the pop charts and
fared marginally better alongside R&B and soul asés on Billboard’'s “Top Black”
singles and albums charts. It was not until 198@ the Billboard charts were changed to

reflect rap music’s increasing popularity. In Marghthat year, Billboard debuted the
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Hot Rap Albums chart and the Hot Rap Singles chanich ranked the 25 best selling
releases in each category. Because this is theyéies in which a chart that lists only the
most popular rap releases was available, | cho88 a8d 1990 as the first years from
which | would draw a sample of successful rap sseaTo provide a comparison group |

drew a similarly sized sample of successful raggsdrom the years 2005 and 2006.

Song Selection

Billboard music charts monitor a number of diffgrgyenres of music, different
music formats (albums, singles, Internet downloads,) and rank these formats in a
number of different ways. Before settling upon arttirom which to obtain my sample
of songs, choices had to be made about which chartéd best provide the information
needed to carry out my research. The sample ofaags | chose to analyze were drawn
from Billboard’s Year End “Hot Rap Singles” chart 1989 and 1990 and Billboard’'s
Year End “Hot Rap Tracks” chart in 2005 and 2006ulflist of the songs on these harts
can be found in Appendix A. The process by whictletided to use these particular

charts is outlined below.

Pop Charts vs. Rap ChartSongs were drawn from Rap charts instead of Paptg for

a number of reasons. Foremost, as stated aboverafeweleases appeared on the pop
charts until well into the 1990s. As such, usindydhose rap releases that appeared on
the Pop charts would likely result in a smaller glenof rap songs (and, | speculate, a
near absence of releases featuring political themdso, because Billboard’s Pop charts

provide data about the success of releasesditbgenres, obtaining a sample would have
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required the extra work of identifying which releaswere rap releases. Drawing from

Rap charts eliminates this problem.

Rap Singles vs. Rap Album®pted to research songs appearing on singkescimstead
of albums appearing on albums charts, in part tintasta a manageable amount of
research data. This kept me from having to anadaeh song found oreach album

appearing on the Top Rap Albums charts.

Weekly Rap Singles vs. Year-End Rap Sin@#lboard’'s Year-End Rap Singles chart
provides a clearer picture of which songs werentbst popular over an extended period
of time. Year-end charts are determined through adcutation that takes into

consideration each song’s positiomsd longevity on the weekly charts throughout the
preceding year. The 2005 and 2006 Year-End Hot Rapks chart listed the 25 most
successful songs for those years. The 1989 and Y886-End Hot Rap Singles chart
listed the 30 most successful songs for those yedecide to omit songs 26-30 for these

years from analysis to maintain uniformity acrasgtperiods.

It should be noted that the Year-End Hot Rap $mgharts from 1989 and 1990
and the Year-End Hot Rap Tracks charts from 2008 2006 donot rank songs
according to the same criteria. The Rap Singlest alamked songs according sales
while the Rap Tracks chart ranks songs accordimgadm airplay. The charts, however,
are comparable. The Rap Tracks chart was introdinc2@02 toreplacethe Rap Singles
chart. This change occurred as a response to ttreasing availability of retail singles -
for a few years prior to 2002 a number of rap’sgbg} hits were not even released as

singles and, as such, were not appearing on Billb®eRap Singles chart (Billboard
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Unveils..., 2002). Differences aside, each chart basn the standard by which the

success of rap singles has been assessed.

Obtaining Song Lyrics

Most of the lyrics for each song in my sample webtained from the Internet.
Written lyrics to the majority of the songs werensidoaded from the Original Hip-Hop
Lyrics Archive (OHHLA), a website that is updatebinast daily with user-submitted
lyrics for thousands of rap albums and songs. tieoto find lyrics for the few songs that
did not appear on OHHLA | turned to Internet seanfines — Yahoo!, Google, etc. — to

see if they were available on other websites.

| was unable to locate written lyrics for aboufd @f the songs from my sample.
In those instances | attempted to find recordingthe songs and, when successful,
transcribed the lyrics myself. A few of the songsrevavailable in free streaming audio
or video formats on the Internet. The music vidémstwo of the songs, for example,
were available on Youtube. In addition, | transedidyrics to a handful of songs found
on CDs | owned myself. | was unable to find lyrtcs only one song from the entire
sample. This songasfeatured on a CD | owned; however, the aloum garsif the song

was an instrumental and | was unable to obtainpg obthe single/radio version.

This highlights at least one possible limitatioh using song lyrics found on
Internet websites. These lyrics are often (anchen case of those transcribed from my
own album collection,alwayg “album versions” of the songs instead of “singles

versions”. The singles versions of songs that appaa full-length albums are
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occasionally altered into more radio-friendly fotsyaedited for time and, with rap music
especially, edited for language. However, the gdnaressages typically remain the

same, even if obscene words and phrases are “dleepéor replaced.

Analytic Techniques

| performed a content analysis of each song’€dytd determine if, how often,
and in what ways they focus on the political impges of the Hip Hop Generation. This
was done by noting all instances where a song aseldel) any of théve themes listed
in the National Hip Hop Political Convention ager(@&ee Appendix B) and 2) either of
the two themes — Political/lCommunity Organization and Metisues — outlined in
Chapter 3. The five political themes found in thelHN\PC agenda are defined, in part,
according to the amendments listed under each tlentke agenda itself (See Appendix
B). Additional criteria used to specify the contewf these themes are found in the
definitions section of the analysis codebook (taslebook provides instructions for the
content analysis process — See Appendix C). Famglea in addition to the amendment
issues associated with the “Human Rights” themberotriteria were added, including
some of the suggestions — equality, peace, free@ddmm,— provided for that theme in
Chapter 3. Specific criteria used to define the tthemes not found in the NHHPC
agenda are not provided in the codebook’s defmstisection, though some suggestions

are offered.

Again, because | explored the frequency with whiedse songs addressed a pre-
existing list of issues, the research process wastlyndeductive. However, in dealing
with the two additional themes — Political/Commur@rganization and Media Issues — |

employ an inductive strategy. Because these thevees not addressed in the NHHPC
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agenda, no list of concerns associated with thes)available. As such, | took note of
how the songs discussed the themes, which allowethé important issues associated
with the themes to emerdem the research. | also took note of issues that wedated

to any of the five NHHPC agenda themes, but wetelisied on the agenda as specific
concerns.

A coding form (See Appendix D) was assigned to esmtg that was studied.
Each form was labeled with the year the song appean the Billboard chart and the
song’s position on the Year-End chart. The codorgfis divided into two columns. The
left column contains each of the 7 themes | sedréte Listed underneath each of the 5
themes from the NHHPC agenda are the concerns iaesbavith the broader point.
Additional blank lines are located underneath esethof concerns. These lines provide a
space to write-in issues that are associated wikiee, but that are different from those
already addressed. Listed underneath the Pol@icatmunity Organization and Media
Issues headings are blank lines that provided eespa write-in issues associated with
those themes.

After identifying an issue associated with onelwd ¥ themes a check was placed
on the line next to that issue in the right colunfirthe coding form. A check was made
for eachtime a particular theme was mentioned, whethemag done so in the form of a
string of words, a line in the song, a string oé$, etc. The sum of the total number of
checks made for each theme was placed in the bdxméhat theme on the coding form.
These checks were used to provide information atith issues where addressed most

often, how often each issue was addressed, whaegsissmerged from the data, how these
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frequencies changed between the two time periads,Raw information is present in

table form (See Appendix E) and is discussed medept in the following chapter.
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Chapter 5 - Results

This chapter presents the findings of this stddys is done by discussing each of
the seven political themes and noting the frequea@y manner with which the songs
from my sample addressed them. Differences in thiesspiencies and in the relative
success of songs from each time period are higblijHn addition, a number of political
concerns that appeared in the music, but that wetrgoiced in the NHHPA agenda are
further elaborated upon (for a full list of thessues, see Appendix D). A number of
lyrical passages are cited to provide specific gtas

The data reveal that, by and large, few popular sangs from either period
address the important political issues put forthhis research. When they do, for that
matter, it is often brief or in passing. Still teeare notable exceptions and evidence
suggests that, with further research, trends in tmwvcontent of popular rap music has
changed over time may be revealed.

Political/Community Organization

Far and away, the political imperative of the Hipp Generation most addressed
by the songs in my sample was that of politicat@mmunity organization. Passages that
mentioned the importance of or called for orgamzatnd unity within the Hip Hop
Generation appeared over 40 different times durmg research. Simply noting this
frequency, however, does not paint an accuraterngiaf this occurrence.

The overwhelming majority of these passages caroen ftwo songs. “Self
Destruction” by the Stop The Violence All-Stars {B91989 — chart position #1) makes

specific references to organization 17 times. “Wedll In The Same Gang” by the West
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Coast Rap All-Stars (90-12) makes twenty of theerences. Allusions to a need for
organization in these songs took one of two forisgeneral calls for “unity”, utilized
slightly more in the “Same Gang” song, and 2) espions of opposition to intragroup
violence. Calls for unity were straightforward ioth songs. Typically, these passages
used the words “unity” and “unite” or phrases liiget together”, “stick together”, or
“stand together”. At one point in Self Destructisapper Chuck D suggests an “urge to
merge”.

On the surface, criticisms of intragroup violenoairfd in each song seem to be
simply addressing a need to end violence. Howdvemuld argue that many of these
passages criticizing violence were geared more rwainging together the Black
community. The following quote is from a statemenade by the Executive Vice-
President of the National Urban League (which reszkall funds raised by sales of Stop
The Violence Movement projects) in regard to thi Bestruction song:

“Violence seems to be so much a part of modernultbut

robbing and stealing and killing one another aracoaptable destroyers

of our communities. The National Urban League amel People of the

Stop the Violence Movement believe community is theo word for

‘family.’

We hope to re-emphasize this ideal for some, atrdduce it to

others.” (Lomax 1990, p. 22)

So, while the KRS-One line “the way we live is psi, we don't kill our relatives” from

Self Destruction seems at first to serve as a singpihndemnation of violence, when
examined within the bigger picture it comes acrass&n appeal for “relatives” within the
Black community or “family” to stick together. YognMC echoes this sentiment on

“Same Game” by rapping “Brothers kiling other brets, | thought the idea was to love

one another?”
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Another interesting way in which rappers, | argagempt to create a sense of
community or group cohesion is by speaking abogitoap and outgroup relationships in
“us” versus “them” terms. This can be found numerdmmes in the song Fight The
Power (89-04) when Chuck D repeats the line “wetgdight the powers that be”. The
keyword here is “we”, which indicates that ChucksDealling for other members of less
powerful groups to come together and rise agamstunnamed “powers that be”. Ice-T
also suggests taking action against unnamed “es&miéVe’re All In The Same Gang”.
In the same song rappers from the group Above Tde Actually name the “other”,
suggesting that the government contributes to theditions that lead to intragroup
violence. The government, they argue, could chahmpgs but “they don’t, because they
want it like that/ Because the system’s been sebumldusback” (emphasis mine).

Criminal Justice

Numerous songs from my sample provided critiguesriminal justice practices,
especially during 1989 and 1990. Kool Moe Dee (&p-fints at the idea that police
target and profile individuals based on assumptadomit race and class. He raps:

The police I'm givin’ them fits/

A young brother in a Benz legit//

| don’t sell no drugs and take no shh/

- Kool Moe Dee — Knowledge Is King
Chamillionaire provides a similar critique nearlwat decades later, with the line
“Thinkin’ they'll catch me in the wrong, they keedpyin, steady denyin that it's racial
profilin™ (Ridin, 06-10). While this issues is sken about specifically only a couple
times in the song, the overarching theme — repeatederous times in the refrain -

centers around continued attempts by police toatrg catch him “ridin dirty” (with

drugs).
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While the NHHPC agenda lists concerns about gcpiveposeful attempts by law
enforcement to target and meddle in the lives atcBlyouth, a couple of rappers draw
attention to what they believe are active, purpdsaftempts by law enforcement to
avoid assisting Blacks in trouble. Public Enemy pep Flavor Flav, for example,
provides numerous examples of why he believes “B1A Joke”. He opens the song
with:

Now | dialed 911 a long time ago/

Don’t you see how late they're reactin?//

They only come and they come when they wanna/

So get the morgue, embalm the goner//

- Public Enemy — 911 Is A Joke (90-18)
For Flav, it seems, police don't respond to life death situations; t-hey’re often the
reason “death” even becomes a possibility.
Education

Of the 100 songs from my sample only 4 addresseassconcerning education.
Boogie Down Production’s “Why Is That?” (89-24) waise of two to address any of the
concerns set forth in the NHHPC agenda. Three passm this song are critical of
school curricula and refer specifically to the dedl to teach Black and African history.
While these criticisms are made in passing the tohehe song hints at this issue
throughout. Most of the first verse, for exampgeaihistory lesson in itself, outlining the
genealogy of the first generations of (Black) hushan Africa before asking why such
information is not more readily available or acegptSong 05-16 addressed the other

NHHPC agenda issue of school funding/resouraged violence with the line “No

schoolbooks, they used that wood to build coffiGgine - Hate It Or Love It).
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Songs 89-1 and 89-4 briefly address issues comgeraducation, but do not
speak to any of the issues from the NHHPC agendaven relating specifically to the
education system. Instead, each mentions the iaupoet of being educated about the
world around you. In Self Destruction (89-1), Daddynotes that “to teach each” and
make others aware is, in fact, what rap shoulddmta Chuck D would likely concur,
asserting in Fight The Power (89-4) that “What wedis awareness” - that rappers need
to “make everybody see” (what's going on arounan)hbefore they can “bum rush the
show” or “fight the powers that be”.

Economic Justice

Only four songs comment on issues related to eo@nqustice (one song
appeared appeared on two different charts — 05-1I%-&2). Two mention living wage
issues, albeit indirectly and in passing. The foafsthese passages is on the
consequencesf low wages. Ice Cube remarks:

“One-time can't keep the law in order/

Cuz everybody's going crazy for a quarter//”

- Ice Cube — AmeriKKKa’s Most Wanted (90-17)
This, | believe, is rather important. Many of thaifical issues this research focuses upon
— violence, health, drug-dealing, etc. — are, ict,faeffects of poverty. While in this
instance the connection is made between poverty “@wdessness”, Cube does not
expand further and, instead, finishes the songdtya in an almost celebratory manner
the many reasons that he is “AmeriKKKa’s Most Walhte

Other songs brought to light ideas surrounding“@a®nomic priorities” of those

within and outside of the Hip Hop Generation. Thag Self Destruction (89-1) sends a

message to thoseithin the Hip Hop Generation that those who are greéalyfor the
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bait” and risk becoming just another “number” inl. j@ne passage points out that
material possessions and “silly gold chains” arerdtth the death of a “brother”. Rapper
Game turns this criticism outward (though points nobody specific) with the line
“Thinkin how they spent 30 milion dollars on ampks when there’s kids starving”
(Hate It Or Love It, 05-11).

Health and Wellness

Very few songs addressed any of the NHHPC memioersterns about “health
and wellness”. Most of these references cententadteon curbing violence. Even then,
only the songs Self Destruction (89-01) and We'teliAThe Same Gang (90-12) make
broad, general appeals to “stop the violence”. Hmreas previously stated most anti-
violence references in these songs serve a moodisgenction that simply pointing out
negative effects of violence per se.

In one song, Young Jeezy raps about the needltdragk to get money for food
(05-16, 06-22), though this is mentioned in one lmf a song where Jeezy makes
numerous references to the spoils that he hasvegtas a result of selling drugs. While
he certainly brings to light an important publicalte issue by taking note of those
struggling to get a meal, his bragging about haVadgundred grand on his wrist” (an
expensive watch) and being able to count a millmtlars, | would argue, limit the
emancipatory functions of this particular song.

Only one song mentions anything remotely associatgd women’s health or
reproductive issues. In “Buddy” by De La Soul (90-Blike G addresses the need to
wear a condom by rapping “For the lap Jimbrowsksimwear a cap, just in case the

young girl likes to clap”. While this passage Uyiefalls attention to health issues related
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to sexually transmitted diseases, this topic isai@y not the “theme” of the song as a
whole. On the contrary, the rest of the song fosuse pursuing attractive women and,
more than anything, comes across as an ode tdefragon of the penis. That the quote
above suggests protection must be used becauske feantners may be infected with an
STD - that condoms should be used to prevent ngen frassing on these diseases goes
unaddressed — does not seem to show an undergtanfliwomen’s health and
reproductive issues fromveoman’sstandpoint.
Media Issues

Only a handful of songs address specific mediaess All of these songs
appeared on Billboard’s 1989 chart. One issue #matrged from the song Self
Destruction (89-01) focused on the demonizatiomapf music in the mass media — the
song was recorded, in part, as a response to raddicks about “rap violence” (George,
1990). Rapper MC Delight’s verse deals specificaiiy this issue:

Pop, pop, pop when it's shot who's to blame?/

Headlines, front page, and rap’s the name//

MC Delight here to state the bottom line/

That black-on-black crime was way before our time//

- MC Delight — Self Destruction

In light of this, | expected more songs to dedhwdirect attempts by mass media
to censor rap music releases. However, this issugntioned only one time in one song
from the entire sample. As part of a verse addigdseedom of expression issues more
generally, N.W.A. rapper Dr. Dre states “Or they bay group from the radio, Hear
N.W.A and say ‘hell no!”” on the song “Express Yealf” (89-07). This is not surprising

given N.W.A'’s previous dealings with anti-censapslgroups. Except for X-rated

rappers 2 Live Crew, N.W.A. had received more negaattention for the explicit
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content of their music than any artist since the-lagavy metal crusades of the Parents
Music Resource Center (PMRC) during the mid-1980is1989, N.W.A.’s record label
received a letter from FBI Assistant Director Méilhlerich wherein he condemned the
content of their song Fuck The Police. And whilés tbccurred after the release of
Express Yourself, it was just one of many battlkesr@ensorship that N.W.A. would face
over the course of their career.

Human Rights

None of the Human Rights concerns listed in theHRIE agenda appeared in any
of the songs that were examined. However, as @&quan Chapter 3, the NHHPC issues
provided a very narrow definition of what constsithuman rightdviost of the concerns
presented throughout the agenda are human righisss Article | of the ICCPR, for
example, calls for recognition of people’s right téfreely pursue their
economic...development”. Here we see that job idmtation could be considered a
Human Rights issue, but more specifically it isissue of Economic Justice. For this
reason, the Human Rights category served mostly ‘azatch-all” for all human rights
issues not specifically addressed by the othepdikcal themes.

Passages from the N.W.A. song “Express Yourséifstrate this point more
specifically. While at one point the song addres$esgroup having their freedom of
expression challenged by media, there are instatiwesighout the song where free
expression is addressed more generally. Thoughfbotls on the human rights issue of
free expression, the former is more specificalljnedia issue. Appeals for listeners to

“express themselves”, thus, were marked under tinmdt Rights theme instead of the
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Media Issues theme. Similarly, lyrics citing gemetgpport of “equality” or opposition to

“racism” were also placed in the Human Rights catgg

Popular Rap Music and Hip Hop Generation PoliticRast and Present

There is far too little information available to rmusively determine whether
there are any long-term trends in the success pfnmasic that addresses the above
political issues. There are, however, a few notdliferences in the success of this music
between the two time periods studied. These diifsge are in 1) the total percentage of
rap songs on Billboard’s Year End charts that agklthese issues, 2) the frequency with
which these songs address the issues and 3) #iweeduccess of these songs compared
to those who don't.

One fifth (5) of the songs on the 1989 chart aski¥d at least one of the seven
political themes. Over one fourth (6) of the songghe 1990 chart addressed at least one
of these issues. Comparatively, only 2 of the 2%gysahat charted in 2005 and 2 of the
25 songs that charted in 2006 addressed any of thgges; even then, one of the songs
from 2005 also charted in 2006, meaning only 3hef30 songs that charted in those two
years addressed the listed concerns of the HipGreration.

In addition, the 3 songs from the last two yedrshe study spoke about these
issues with less depth than many of the elevensstmgt charted in 1989 and 1990. Of
these, only Chamillionaire’s “Ridin” (06-10) addses a political theme (racial profiling)
throughout the song — the others merely mentiaress couple in passing. In contrast,
many of the songs from 1989 and 1991 address gablitssues throughout. Some

mentionmultiple political issues multiple times.
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Lastly, many political songs from 1989 and 1991revquite successful, even
compared to the other songs appearing on the yehtist. | think the fact that Self-
Destruction, one of the most overtly political semg the entire sample, was number 1 on
1989'’s year-end chart is especially noteworthy. Tofithe three songs featuring the most
references to political issues in 1989 charted drigihan any song featuring political

references in 2005 or 2006.
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Chapter 6 - Discussion and Conclusion

In this final chapter | further discasgshe findings of this study and detail some
of their possible implications. Throughout, | prd&isuggestions for future research that
can answer a number of the questions created bgarswered by the present research. |
end with a section identifying some limitationsthis research and the research process,
a section outlining how | could expand on this aesk in the future and a brief
conclusion.

Politics in Hip Hop Music vs. Hip Hop Generationditics

The findings of this study show that popular rapsimuring the periods studied
rarely addressed political issues important toHie Hop Generation. The magnitude to
which those thatlid address these issues was typically small and thetlfrequency and
magnitude decreased between the two time peridusserfindings both provide answers
and raise questions about the political issuesaligtaddressed in rap music and how
these issues relate to Hip Hop Generation politics.

Aside from the overall lack of political songs dmese charts, the most notable
observation is that there seems to be a discorbetateen the political issues thate
addressed in the music and the items found on thElC political agenda. Again, the
small percentage of songs from my sample that adddethe 5 broad political themes
stated in the agenda rarely addressed the spmsifies provided by the amendments to
those 5 items. This fact in and of itself couldntdio any or, to some extent, all of the
following explanations: 1) That those involved witke drafting of the NHHPC political

agenda are out of touch with the issues that a&fi§ct the Hip Hop Generation and the
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rappers that have come to represent them, 2) theR@Hagenda represents the issues
most important to the Hip Hop Generation, but papuéppers are unable to articulate
these needs, 3) that popular rap artists do naesept the Hip Hop Generation as a
whole or 4) that those buying rap music preferisteh to songs that do not address
political themes. Whether any of these are valplanations is a question to be answered
by future research. However, these explanationthégnselves miss a key piece of the
hip hop puzzle — the music industry that markets salls rap music.
Selling the “Last Voice”

Popular rap music is not only a form of culturgbeession, but is also a business.
It cannot be understood in terms of a simple orert® relationship between artists and
audiences. Rap artists sign to record labels ttlaas a “middle-man” that “links — and
perhaps more significantly separates — artist arieace in quite distinct ways” (Negus
1999, p.85). The industry heavily influences thepydarity of a release through
marketing and distribution and plays a huge pardetermining what records are spun
regularly on the radio and what albums appear oresshelves. Even then, it is not
simply profit that influences how a record labebakes to market their materials. Negus
suggests “the ‘commercial’ strategies of music ooafions are not simply business
decisions alone, but are informed by a number afevjudgments and cultural beliefs.”
(Negus 1999, p. 89)

These “value judgments and cultural beliefs” canlude shared, and often
stereotypical, understandings of black music thativd from larger stereotypical
understandings of blackness. Binder’s (1993) d&ous of the way rap music is

discussed by news media provides a clearer exaofp®w this process unfolds. She
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argues that when news media discuss rap music,cydart ideological frames
surrounding race are often drawn upon. Rap, sheeargs often discussed in terms of the
danger it poses to society, in part because thisdrresonates with audiences that are
part of a culture that often sees Blacks (typicallgles) as a threat to society. Negus
(1999) suggests that this same process is at plap@those who promote and distribute
rap music. He notes that music business persomaebfeen “uncomfortable with the
politics of black representation” (Negus 1999, §) 8nd uneasy with artists that “keep it
real” by writing lyrics littered with profanity andandid discussions of violence. Rap
becomes a “wild card” for industry promoters beeatl®e volatile nature of its content
makes market successes unpredictable. For thisrredegus suggests industry players
who are pulling the strings behind the scene \ii#ro promote rap songs that are “safe”
and non-controversial.

Assuming industry analysts are correct in their gastjon that rap’s buying
audience is almost 75 percent white (Rose, 1994rdee 1998; Kitwana, 2005), Negus’
argument doesn’t seem too far-fetched. In an enaost-Civil Rights racial politics and
colorblind racism (Bonilla-Silva, 2001; Bonilla-&, 2006; Winant, 2004) many whites
are convinced that racism is a “thing of the pasttl believe that, because “slavery is
over”, theplight of Blacks in America is théault of Blacks in America. It would make
sense, then, that a number of whites, even famafmusic, might be uncomfortable
listening to songs that address racism they claesdot exist. Record labels hoping to
score a popular hit may simply be prioritizing “ssly accessible” (Dyson 2004, p. 320)

rap songs featuring themes that wiaitel Black Americans can related to — dancing, sex,
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spending money, etc. — over songs featuring theamaswill only resonate with small
percentage of the population.
When The Hidden Transcript Goes Public

While few songs addressing politicauiss appeared on the rap charts, the fact
that they appeared at all (and more so that some euete successful) is itself important.
Some of these songs featured political messagésviir@ in direct opposition of status-
qguo understandings of the world around us. Theylecitgied a number of taken-for-
granted assumptions about racism, the criminakcgistystem, and human rights, and yet
still managed to become more popular than manysstivay may have focused on themes
more universally accepted by rap’s listening auckerHow they managed to do this is a
guestion for future investigation, but I'll attentot provide a few explanations.

Two of the most popular and most political rap sofm my sample — Self
Destruction and We're All In The Same Gang — wegleased in response to specific
high profile events of the time. After a stringwdlent incidents at rap shows in the late
1980s, a group of rappers, label executives, addstny insider came together and
created the “Stop The Violence Movement”. Thiseaxilve released the Self Destruction
song and music video, as well as other recordspplets, and books all of which aimed
to bring awareness to different social issues. Mimecifically, the Self Destruction song
addressed black on black crime, but, as previomgtioned, also attempted to deflect
criticism that rap itself was responsible for ttesirge” in violence. The West Coast Rap
All-Stars song was released shortly after Self fidesion and addressed the increasing
rates of gang violence in left coast cities likesLAngeles. The high profile nature of

these issues may have spurred interest in the saleach song. That Self-Destruction
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was released as part of an all-out media blitz (@h&h included a mile long march in
New York City that was lead by a number of rappensying an empty casket) may have
helped push it to the number one spot on the rapgsfor 1989.

Part of their success may be because of their apprto talking about political
issues. Few addressed these issues in terms thdd ¥earr(y) the force of symbolic
declaration of war” that Scott (1990, p. 10) spakeut. Self Destruction and We're All
In The Same Gang both talked about political issmesa way that did not directly
challenge those in power. Instead, they suggestethges fromwithin the Black
community. This, | would argue, makes it easiervidite listeners to wash their hands of
responsibility for the creation and maintenancehef social structures that foster Black
“self destruction”. It may be that mostly-white rapdiences feel little discomfort hearing
messages calling for Blacks to solve “their ownbdlgems and are, thus, more likely to
support such a song featuring these messages.

The reasons these songs were typigaiiysuccessful in any of the years from my
sample or the reason the proportion of politicalggodecreased between the first years
rap became commercially successful and the moshtgears must also be left for future
research. However, | wil again attempt to provide least a couple of possible
explanations. Part of the reason the success s¢ tbengs decreased could be because of
the change in popularity of rap as a whole. It nhesuunderstood that Billboard’s charts
rank songs based on their popularéjative to one another. So, while the #1 song on the
1989 rap chart may have been more popular thatlars released that year, it may still
have been less popular thaverysong that appeared on the 2006 year-end charts, Th

neither of these charts tells anything of the siramake-up of the buying or listening
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audience. And because projections that rap listewere 75 percent white did not began
appearing until the mid 1990s, it is possible it hits of 1989 and 1990 were popular
among a smaller, blacker audience than in latersyedien it became one of the most
popular ofanygenres.

Changes in the structure of the music industry rbastaken into account as well.
Since the 1980s, all forms of mass media have aawer the control of fewer and more

powerful owners — from fifty corporations in 1980 five massive global conglomerates

by the turn of the 2t century (Bagdikian, 2004). As a result, it hasrbegyued that the
range of political ideas that are readily availatdethe public has become increasingly
narrow (Bagdikian, 2004; McChesney, 2000). This mayl have affected the types of
messages that are readily available in rap muswedls During the 1980’s, many major
labels failed to sign rap artists because theyndidsee them as guaranteed profit-makers.
As such, independent labels like Tommy Boy, Profiend Sleeping Bag were
responsible for many of the era’s most successfahses (Negus, 2000). This may have
provided for a greater diversity of rap messages th later years when (or if) major
labels controlled a greater bulk of rap’s releasegure research could uncover whether
there is a relationship between the type of lalmek#ists is on (indie/major) and the
prevalence of political themes in their music.
Reaching Out

This research and further research in the sanmemay add to the discussions
about rap music’s political potential and its rafe political movement. The findings
clearly show thatpopular rap songs have failed to engage with Hip Hop Gaimar

politics on a wide scale. This raises some questabout how Black leadership should
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move forward politically. | was somewhat surprigedfind that not a single song from
my sample mentioned anything about establishiognal political or community
organizations. While calls for unity and denouncetseof violence suggest support for
the creation of an organized body of individualshwsimilar needs, they do not show
support for developing “official” groups that caargain with political organizations that
have the power to address these needs. Likewsgetherness” in and of itself does not
provide solutions to the problems of the Hip Hopn&ation. Whether this failure to
address the formation of these organizations deewie of skepticism among rappers (or
even Blacks more generally) about their effectigsnevidence of distrust in the formal
political process, or simply an effect of the snsample size of this study is unknown
and must be left for future research. Kitwana, haavg2002, p. 183-187), suggests that
this skepticism is present and understanding thenpmenon more completely may aid
Black leadership can proceed, with or without tiye music by their side.

Future research could also examine the extenthiohwap music does or could
reach out to those outside of the Hip Hop Genematidatkins (2005) notes that hip hop
has never simply been a “black thing”; it has alsvagen “multiracial, multicultural, and
multilingual” (p. 150). Because the make-up of #hasho identify with hip hop is so
varied, Watkins suggests that this opens the dmoothers who want to use hip hop to
help mobilize political movement. Furthermore, maofypolitical issues found in the
NHHPC agenda cut across class, race, age, gendgonality, etc. Human rights,
criminal justice, education etc. are not simplyatt issues”. This line of research could
provide answers to a number of additional questidsswith the present research, one

could investigate if and how rap music addressegdiitical needs of different, narrowly
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defined groups. Further, comparative studies cebttiv how different groups attempt to
utilize rap and hip hop, how successful they aneaching their goals, how rap functions
differently for each group and so on.
Scapegoating Rap

The content of popular rap music — both wisaind whats notaddressed in the
lyrics — also contributes to the larger discourabsut, for example, race, gender, and
violence. These discourses shape how we underttandorid around us which may, in
turn, have real political effects. The recent comersy over radio host Don Imus
referring to the mostly-Black, mostly-dark skinnedmen of the Rutgers basketball team
as “nappy-headed hoe’s” provides an example of Hmevlack of political (or at least
“positive”) messages in rap music shapes largererstdndings of race and gender.
Immediately after this story was leaked, rap musine under attack. Even after
admitting that Imus’ comments were out of line, sngurnalists would turn their focus
to the prevalence of rap artists that regularly sesast terms on par with or worse than
the word “hoe”. Without the popularity of sexistprathe argument went, Imus would
have never felt compelled to use such a word. liiesof thinking, however, misses the
bigger picture. Dyson (2007, p. 130) states:

“It's apparent that Imus and many critics have ti@ line of detrimental

influence backward: it's not that hip hop has hélpmainstream the

misogyny that its artistsnvented It's that the ancient vitriol toward

women has been amplified in the mouths of some gydolack males.”

This research does not examine the extent to whelsexist, racist, and violent

messages that lead to the scapegoating of rap @wesiamplified by a handful of highly
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visible rappers. While such research is necessarysee what, if any, effects the
preponderance of these types of songs have omifligteaudiences, those issues are
beyond the scope of this study. What | believe esearcthasdemonstrated is that some
messages araot being amplified, including expressions of concén human rights,
unity, education or any of the other issues impurta the Hip Hop Generation. The
prevalence of rap with “negative” messages andddeth of rap with political and other
sorts of “positive” messages work concertto make the rap music blame-game valid in
the eyes of white media and/or whites as a whalgic€ attack rap nosimply because it
regularly features sexist and violent rhymes, bigo abecause rap rarely features
messages of political importance. As long as messaglling for the elimination of
emotional and physical violence against women @sample) are absent from the
airwaves, the association of these messages watha genre will remain absent from
the collective minds of rap’s detractors.
Pump Up The Volume: Strategies for Making PoliticRap Successful

The findings of this research raise a number oftoles for those suggesting rap
is the “last voice” of Black Americans. While itesas popular rap music has not and
does not typically address items from the NHHPGtipal agenda, this does not mean
rap cannot contribute to political discussion. Heresuggest, standpoint theory and
Collins’ concept of “safe spaces” may help provgteme clues about how political rap
can reach wider audiences. In her discussion afkBlaminist standpoint, Collins notes
that “silence is not to be interpreted as submissid (1990, p. 98), that the absence of
Black women’s ideas and actions in the public sphera result of race, class, sexuality

and gender oppression — does not mean a colldBtaek feminist standpoint does not
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exist. The same, of course, can be said for a H¥p IBeneration standpoint more
generally. What political rappers and those adwexcaf political rap need to figure out is
howto make their messages visible in spite of badgsgplaced in their paths.

As Collins notes, “broadcast media...and other wstihs in the information
business reproduce the controlling images of Blaoknanhood” (Collins 1990, p. 101).
Again, | would argue, the same can be said for neesnbf the Hip Hop Generation more
generally, albeit in different ways. Collins seetnssuggest that there are limitations
inherent in some of the institutions that are ia best position to disseminate ideas that
run opposite these controlling images. The realnpabular music is hardly a social
space that allows for free communication of couhisgemonic discourses. In the same
way that Black women have sought out communityitutgbns and social sites that
provide “safe spaces” or locations in which thew deeely and openly express resist
domination, some have suggested that rap artistéaas should attempt to do the same.

Shomari (1995), for example, suggests that rappats Black leaders should
focus on utilizing rap’s “underground” He suggeatgreater focus on the creation of
record companies that are Black-owned and indepglgdénanced. This way, rap’s
political messengers do not have to worry aboutgoanderpromoted or released from a
major record label if their political messages &re uncompromising, turn off too many
listeners and are not financially lucrative. Siglyen the nature of a deregulated media
market that allows for five conglomerates to cohtte overwhelming majority of all
mass media messages, this raises a number ofapsestbout the feasibility of such an
approach. | cannot help but wonder if an underptechanajor label release would still

have better odds of reaching a wide audience thaelemse that is marketed and
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distributed by a label that is Black owned and ape from top to bottom. Would these
companies be able to compete with major labelsowithosing money? Would they be
any more likely to release records that addressgadissues than major labels?

Perhaps attempting to change the structure of thesnmedia before or in
conjunction with the development of Black music pamies would be a more fruitful
strategy. Bagdikian (2004) suggest that in ordemtwease the variety of mass media
messages, changes must be made to the industryhisecalls for direct antitrust action
by the Department of Justice, repeal of legislatimat allows for legal concentration of
power (such as the Telecommunications Act of 19@®)] increased (or, rather, a
renewed) focus on the Fairness Doctrine, which deabfuire media to devote at least
some time to public issues. He also details therganee of a new generation of reform-
minded media activists and the increasing use afeneand alternative media
technologies. The Internet may provide some exmo$or artists that are ignored by
mainstream media through the sharing of digitalios even digital “word-of-mouth”
as users discuss underground artists online. Thdasaf tech-savvy younger people
have set up pirate radio stations, broadcastifegéily) out of their own homes to their
own neighborhoods using equipment that can be fairndcal electronic stores. These
are two examples of some strategies that may, mee sextent, provide a platform for
political rappers that may later lead to more conasméand widespread success.

This, however, glosses over the fact that rapgersave agency and some control
over messages that inevitably reach the airwavessugh, hip hop activists should also
attempt to utilize strategies that get rappers Hedmas to talk about issues that are

important to both the Hip Hop Generatiand groups within the Hip Hop Generation that
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have been alienated from political discourse botthinv and outside the hip hop
community. For example, Keyes and Collins recogrfze handful of female rappers
who have been successful at addressing issues ‘dramawpoint that is meaningful to
black working-class women (Keyes 2002, p. 187), Imdle rappers release the
overwhelming majority of all releases and domindite popular rap charts while rarely
producing music with this same point of view. Gall(2004, p. 193) suggests that having
the few rappers and scholars promoting this typéiipfhop feminism team up with
grassroots feminist organizations and groups withm African-American community
could aid in making others more aware of the isdaesd by this segment of the Hip
Hop Generation. Strategies for getting rappergven men more generally, to talk about
these issues — a seemingly more daunting and crrtgd& — are not discussed, though
this may be of equal importance in making puble i#sues of the Hip Hop Generation.
Limitations

There are a number of limitations with the presstotdy. Foremost, the small
sample size hampers my ability to draw conclusiabsut the presence of political
messages in popular rap music since its inceptimmddition, because my sample only
consisted of songs released during two 2-year g&ribwas only able to make general
claims about differences in the success of padlitag between the two periods instead of
differencesover time Unfortunately, | was unable to find any charttthsts more than
the 25 most popular songs released in a given year.

While Lahusen (1996) believes that music charts aargood measure of the
diffusion of knowledge about the information in genon those charts, Billboard still

does not provide a complete picture of the extentwhich songs are diffused among
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listeners. This may especially be the case withmagic. Kitwana (2005) notes that the
“pass-along” rate of rap releases — instances wbeeeindividual will buy a particular
album and lend or copy it to multiple others — esgly high in some Black communities
(which, he argues, also may inflate the percentdgehites that are actually buying rap
music). Likewise, bootleg sales of popular rap mibware not uncommon...and are also
not counted by Billboard. And while Billboard cunt® tracks the sales of legally
downloaded digital content and uses this to deternghart positions, milions of
illegally downloaded songs go undetected.

A number of limitations stem my use of contentlgsis. First, content analysis is
ineffective in showing causal relationships (Bek§98). Though this is a good method to
show changes in magnitude and frequency, it rente¥sresearcher unable to make
claims about whatausesthose changes. As such, the above discussionyn@lides
possiblereasons for the differences in political rap’scass between the two periods.

Lastly, there by doing a content analysis of fyrmay analysis was derived from
my subjective interpretations of the material. Aggested by Scott (1990) some political
messages may have taken a “disguised” form. Furtfagr music itself is rife with
subculture specific slang. Hopefully, my interest rap music limited the impact of
falsely interpreting, or missing entirely, a pautar passage, but this is not outside the
realm of possibility.

Future Research

Throughout this chapter | have provided a numlb&xamples of questions about

rap music and politics that could be answered Wutbre research. However, there are

still a number of ways this current research cdaddcarried out and expanded upon in
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greater depth. Some of my arguments could be strengd (or weakened!) greatly if an
analysis of the most successful songs fraryyear since 1989 were carried out. This
would allow for a clearer picture of the successjagk thereof, of political rap music
over timeinstead of at two points in time. By doing thissawould see how these changes
ebb and flow year to year, which would allow foreoto better draw conclusions about
how specific variables — changes in the music ingiusvorld events, etc. — affect the
content of popular music during specific periods.

I would like to continue with this research in Bue way, but would also like to
investigate a number of other issues that here weekamined. This research began with
me more specifically questioning the role of chanmethe music industry on the content
of rap music, but these questions went unanswesezl Another line of research | would
like to continue with would be to examine the s@scef political rap music in spaces
other than that of commercial music. While this awarcialism may have affected the
content and lead to the depoliticization of rap imbere in the United States it has also
made hip hop culture a global phenomenon. As tterret continues to allow worldwide
access to rap music it would be interesting to se® and if rap music functions
politically in other countries and if continued cwoercialization in these areas has the
same effects on the content of popular rap.

Limitations aside, | hope that the above reseaarhserve as a stepping stone for
future research carried out by myself or othersth&tvery least | believe the findings can
add to the dialogue about rap music’s role in a-@al Rights political climate. As a
fan, | believe this dialogue can contribute to thlémination of negative and the

proliferation of the positive in rap music. As academic | recognize that it’'s not just
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about the music, it's also about the way the maffiects the world around us. The fact

remains: it'sbiggerthan hip hop.
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Year End Hot Rap Singles — 1989

©CoNo~wWNE

Stop The Violence All-Stars

De La Soul
Young MC
Public Enemy
The D.O.C.
Slick Rick
N.W.A.

MC Hammer
Kid N Play

. Heavy D & The Boyz

. Big Daddy Kane

. Three Times Dope

. Kool Moe Dee

. Kwame

. 2 Live Crew

. Tone Loc

. LL Cool J

. MC Hammer

. Milli Vanilli

. MC Hammer

. Rob Bas & DJ EZ Rock
. EPMD

. Eazy-E

. Boogie Down Productions
. Too $hort

Appendix A

Self Destruction
Me, Myself and |
Bust A Move
Fight The Power
It's Funky Enough
Children’s Story
Straight Outta Compton
Turn This Mutha Out
Rollin” With Kid N Play
We Got Our Own Thang
Smooth Operator
Funky Dividends
They Want Money
The Man We All Know and Love
Me So Horny
Funky Cold Medina
I’'m That Type of Guy
They Put Me In The Mix
Girl You Know It's True
Pump It Up
Joy & Pain
So What Cha Sayin
We Want Eazy
Why Is That?
Life Is Too $hort
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Year End Hot Rap Singles — 1990

©CoNoo~WNE

Salt N Pepa

Digital Underground
De La Soul

Snap

D-Nice

Sir Mix-A-Lot
Above The Law
Kwame

Kid N Play

. 2 Live Crew

. Wreckx-N-Effect

. The West Coast Rap All-Stars
. LL Cool J

. Father MC

. Chill Rob G

. Eric B. & Rakim

. Ice Cube

. Public Enemy

. Public Enemy

. Redhead Kingpin

. The D.O.C.

. MC Hammer

. Vanilla Ice

. MC Lyte

. Poor Righteous Teachers

Expression
The Humpty Dance
Buddy
The Power
Call Me D-Nice
Beepers
Murder Rap
Ownlee Ueu
Funhouse
Me So Horny
New Jack Swing
We're All In Tren® Gang
The Boomin System
Treat Them Like They Want To Be Tedat
The Power
Let The Rhythm Hit ‘Em
Amerikkka’'s Most Wanted
911 Is A Joke
Welcome To The Terrordome
Pump It Hottie
The D.O.C. and the Doctor
U Can’t Touch This
To The Extreme
Cha Cha Cha
Rock Dis Funky Joint
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Year End Hot Rap Tracks — 2005

©CoNoo~WNE

Lil Jon & The East Side Boyz
Snoop Dogg

The Game

50 Cent

50 Cent

Kanye West

50 Cent

Bow Wow

Bow Wow

. The Game

. Terror Squad

. Ying Yang Twins
. Pretty Ricky

. T.LL

. David Banner

. Young Jeezy

. T.LL

. Missy Elliot

. Ludacris

. Webbie

.Ja Rule

. Lloyd Banks

. Ludacris

. Ying Yang Twins
. 50 Cent

Lovers & Friends
Drop It Like It's Hot
How We Do
Candy Shop
Disco Inferno
Gold Digger
Just A Lil Bit

Like You
Let Me Hold You
Hate It Or Love It

Lean Back
Wait (The Whisper Song)
Grind With Me

Bring ‘Em Out
Play
Soul Survivor
You Don’t Know Me
Lose Control
Pimpin’ All Over The World
Give Me That
Wonderful
Karma
Get Back
Badd
Outta Control (Remix)
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Year End Hot Rap Tracks — 2006

Yung Joc

Lil Jon & The East Side Boyz
Dem Franchinze Boyz
Nelly

T.I.

Chingy

Field Mob

Sean Paul

Young Dro

10. Chamillionaire

11. E-40

12. Bubba Sparxxx

13. Ludacris

14. Sean Paul

15. T.I.

16. Yung Joc

17. Busta Rhymes

18. Dem Franchize Boyz
19. Juelz Santana

20. Shawnna

21. Three 6 Mafia

22. Young Jeezy

23. Bow Wow

24. D4l

25. Purple Ribbon All-Stars

©CoNoo~WNE

It's Goin’ Down
Snap Ya Fingers
Lean Wit It, Rock Wit It
Grillz
What You Know
Pullin’ Me Back
So What
Temperature
Shoulder Lean
Ridin’
U and Dat
Ms. New Booty
Money Maker
(When You Gonna) Give It Up To Me
WhyYou Wanna
| Know You See It
Touch It
| Think They Like Me
There It Go (The Whistle Song)
Getting’ Some
Stay Fly
Soul Survivor
Fresh Azimiz
Laffy Taffy
Kryptonite (I'm On It)
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Appendix B

National Hip Hop Political Convention Agenda
1. Education

1.1: We call for state constitutional amendment¥@nfederal legislation mandating
equal funding and resources. We call for paritynspey in all public school districts—
suburban, urban, and rural alike. We demand traespg in school budgets and for the
creation of committees that include community mersilaed officials to ensure that
education moneys are spent for their proper pugasd are audited yearly. We call for
the restoration and preservation of community adrf schools, and for independent
community-based commissions to assess and evahetpiality of community
ownership of schools. We demand monies be useithdorecruitment and training of
teachers that are residents of the district. \étr¢he idea that vouchers are a viable
solution to the disparities in education. We suppocess for undocumented immigrants
to higher education and support the DevelopmenigfiRend Education for Alien Minors
Act (DREAM Act).

1.2: We call for implementation of curriculum thaisocially practical, culturally
relevant, comprehensive, developmental, and spatifiature, including but not limited
to vocational training, based upon engaging stugeatn a variety of learning styles,
interest, and skills.

1.3: We call for funding and legislation to develmegrams toward the eradication of
illiteracy of all people, including those that heizeglish as a Second Language.

1.4: We demand free education at all state andd#igewned and operated post-
secondary institutions, including trade schools tathnical schools and the direct
recruitment and retention of students of color. M@pose all attacks on affirmative action
programs at all levels of higher education, andatehrollback of tuition hikes and the
immediate full restoration of all state and fedénadiget cuts that have been since the
beginning of the War on Terror.

Action: All delegates should go back to their stedad hold an education summit that
would include parents, parent organizers, educatoramunity groups, elected officials
and students for the purpose of speaking to afmmbidéing on the four platform issues in
specific and general.

2. Economic Justice

2.1: We demand fair taxation with representatinaluiding a rollback of tax cuts for the
wealthy and corporations, and advocacy for DC ktaid. We demand that corporations
that receive tax breaks and abatements from mafites give two years notice of any
move from those municipalities

2.2: We stand against gentrification in, disinvesttrfrom, and displacement of our
communities. We oppose the destruction of publiohgled and affordable housing. We
call for mandatory investments in underdevelopeghtmrhoods, through programs such
as empowerment zones, public works jobs programall business administration,
and/or tax abatements, subject to that commumigyew. In addition, opportunities
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must be created to expand business opportunitiagfiterrepresented minority
businesses in urban areas.

2.3: We demand reparations for indigenous peoplest (Nations) and victims and
descendants of the African Slave Trade, includimgling to support institutions
destroyed by slavery, Jim Crow, and eroded byure# of institutional racism.

2.4: We demand full employment at living wages tielp develop and empower our
communities and individuals, with equal pay andaexdement opportunities for women
and men. We call for a Federal minimum wage witt-ad-living adjustment. We
oppose all forms of economic violence. We calltfog abolition of job discrimination,
and the end of punitive welfare and foster carecigsl

Action: Delegates should return to their respecthates and research and investigate all
local and state businesses and corporations thatgaticipated in the American Slave
trade; have city and state elected officials passicipal ordinances and state legislation
that requires any company that does business @gtl br state government to disclose
any profit it has made from the American Slave &ad/e will boycott all said

businesses until a fair and equitable plan has deeeloped for reparations.

3. Criminal Justice

3.1: We demand the reinstatement and protecti@tl oivil and human rights, including
voting, employment, education, and economic opatras for all individuals who have
been accused and/or convicted through the criuetite system. We demand the end
of adult sentencing for individuals under 18.

3.2: We demand the reduction of all mandatory mammnsentences.

3.3: We demand the formation of civilian review tsmwith subpoena power and an
independent prosecutor at all levels of the jusitem including federal, state, local,
and military.

3.4: We demand the end to the targeted persecyiosecution and incarceration of
youth, drug users, and political activists. We dedntne release of Sundiata Acoli and
other political prisoners who have served over ary.

3.5: We demand the end of corporate interest-dmpreson systems. We demand a higher
minimum wage for prisoners, and full reinstatenardrts and education programs.

4. Criminal Justice

4.1: We demand federal legislation that would ing¢i free and equitable universal
holistic healthcare, including affordable presaoiptdrugs and equal access to hospitals
for indigent communities.

4.2: We demand federal legislation that funds memtd emotional health awareness,
research, and treatment.

4.3: We demand federal legislation that would iaseefunding for research, awareness,
prevention, and treatment of HIV/AIDS, heart diggasancer, drug abuse, environmental
health and other public health issues. We demaeduade firehouses, hospitals, and free
clinics in our communities. We demand full evalaas, treatment, and care for
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communities with high asthma, cancer and airborseades. We demand viable clean
air. We demand labeled GMO (genetically modifiezhds.

4.4: We demand federal legislation to ensure wosproductive health, including safe
and legal access to reproductive choices, and &do@nd awareness about reproductive
issues.

4.5:We advocate strongly for aggressive policy messdesigned to protect adults,
children and women from sexual harassment, sexakstation, sexual assault,
domestic violence and rape. We are particularlyceamed with the violent effects of the
prison-industrial complex and police misconduct hnatality. We stand for women’s
personal autonomy.

Action: All delegates should go back to their stsaiad hold a summit on the effect of
HIV/AIDS on women in their communities that wouittiude parents, parent organizers,
educators, community groups, elected officials, stadients, for the purpose of speaking
to and elaborating on the four platform issuegpecgic and general. Out of the Summits
a report will be produced on conditions and a dehianan investigation of the
establishment of free health care to be presenteespective State Legislatures.

5. Human Rights

5.1: We call for the formation of a Truth and Redbation Commission that will
investigate, research, report and reconciliate Inumngdts violations committed by the
United States government throughout its historiie findings of this commission shall
be institutionalized within public records and ealimnal textbooks and disseminated via
all available forms of media and communication.e Thuth and Reconciliation
Commission shall be convened by members of theoNatHip-Hop Political

Convention, working in association with a coalitmithistorians, scholars, elders, and
other experts, and evaluated within one year officatrgathering.

5.2: We call for the drafting, promotion, and pras¢ion to local, state, federal
legislators, and public policy makers the Peopl€aibr (African, Latino/a, Asian,
Native Indigenous Peoples) Anti-Terrorism Bill. élpassing of this bill will
immediately abolish terrorism in all areas of huraativity, including, but not limited to,
areas of sex, law, war, education, entertainmeat@mics, politics, labor and religion.
The People of Color Anti-Terrorism Bill will be dtad by members of the National Hip
Hop Political Convention with special attentiongpto inhuman conditions within the
penal system, land grabs in the form of eminentalomand gentrification, and chemical
and biological warfare.

5.3: We demand an end to militarization. We foallan end to the recruitment of our
youth into the armed forces in public schools atietopublic institutions. We call for
the immediate repeal of the Patriot ACT | and idl @redefinition of “homeland
security” for people of color. The National Palél Hip Hop Convention strongly
opposes any entity—corporate, media, entertainnoerdther—which attempts to use
Hip-Hop culture to support the potential draftinigoar youth into the military.

5.4: We demand the ending of U.S. Imperialism, ti@gg by pulling our youth out of
occupied territories like Iraq, Afghanistan, PudRico Haiti and Colombia. We demand
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the relief of previously colonized and enslavedrdMorld Countries from debt,
structural adjustment programs, and forced augtei@asures imposed on them by
international lending institutions. We call for teed of military intimidation and
monetary manipulation by these U.S.-led entities.d&mand an end to all U.S.
government aid and subsidies to Israel. We denfamdimediate end to the U.S.
construction and support of puppet governments) e Philippines, Haiti, and
Colombia.
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Appendix C

Thesis Codebook

This codebook provides guidelines that will helphwhe process of coding song lyrics
from my research sample.

The main goal is to perform a content analysisaehesong’s lyrics and note all instances
where the song addresses 1) any ofitheethemes listed in the National Hip Hop
Political Convention agenda (See Appendix A) andijer of thewo themes —
Political/Community Organization and Media Issuesutlined in Chapter 3.

The five political themes found in the NHHPC agendadefined, in part, according to
the amendments listed under each theme on the agsatl (See Appendix A).
Additional criteria used to specify the contourglwse themes are found in the
definitions section below. Specific criteria useddefine the two themes not found in the
NHHPC agenda are not provided, though some suggsesire offered below.

A coding form (See Appendix C) will be assignecetech song being studied and will be
labeled with the year the song appeared on thiecgitd chart and the song’s position on
the chart. The coding form is divided into two euohs. The first column contains each of
the 7 themes | will be searching for. Listed unéeth each of the 5 themes from the
NHHPC agenda are the amendment issues associdtethevbroader point. Additional
blank lines are located underneath each set ofé@mmamt issues and provide a space to
write-in issues that are associated with a themmedifferent from those addressed by the
amendments. Listed underneath the Political/ Comiy@rganization and Media Issues
headings are blank lines which provide a spacerite\m issues associated with those
themes.

After identifying an issue associated with onelaf 7 themes a check will be placed on
the line next to that issue on the coding form (8eeendix C) assigned to that particular
song. A check should be made &achtime a particular theme is mentioned. This will
likely be in the form of a string of words, a limea song, or a string of lines addressing
the same topic. The sum of the total number ofkhetade for each theme will be
placed in the box next to that theme on the cofiing.

Code definitions/descriptions

1. Education
a. funding — lyrics address ...need for parity spamdh all public schools;

...need for community oversight of school spendinggjection of vouchers;
...support for spending to obtain the best teaclstcs,
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b. curricula — lyrics address ... social/culturatéevance, impracticality, or bias
of school curricula; ...opposition to narrow and wmee approaches to
teaching, etc.

c. literacy — lyrics address ...the need to eradilt&tieacy of all people; current
rates of literacy, etc.

d. access — lyrics address ...making all public skshaied public post-secondary
institutions free for all; ...making higher educatikuition more affordable;
...opposition to attacks on affirmative action; etc.

e. any other issue related to the education
2. Economic Justice

a. taxes — lyrics address ...demand for fair taxatitth representation;
...demand for rollback of tax cuts for the wealthygdemand for rollback of
tax cuts for corporations; ...demand for accountgldiiom corporations who
receive tax cuts; etc.

b. community maintenance — lyrics address ...opmosttd gentrification in,
disinvestments from, and displacement of commugjitieoppose the
destruction of affordable public housing; ...the nésdnvestment into
underdeveloped neighborhoods; ...the need to expasiddss opportunities
for underrepresented minorities; etc.

c. reparations — lyrics address ...demands for réipasafor indigenous peoples
and descendants of the Arican Slave Trade; etc.

d. wages — lyrics addresss ...need for a cost-ofgigidjusted living wage or
federal minimum wage; etc.

e. access — lyrics address ...opposition to job idstation against tall;
...support for advancement opportunities for all; etc

f. economic violence — lyrics address ...oppositoptnitive welfare and foster
care policies; issues of welfare reform; etc.

g. any other issue related to economic justice
3. Criminal Justice
a. human rights (related to criminal justice) -4clyraddress ...reinstatement and

protection of rights (voting, employment, educatieconomic) for those who
have been through the criminal justice system; etc.
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g.

sentencing — lyrics address ...demands to end sehtliencing for minors;
reduction of mandatory minimum sentences; etc.

oversight — lyrics address ...need for formatiboialian review boards and
independent prosecutors; etc.

targeted CJ practices — lyrics address ...prgfilintargeted persecution,
prosecution and incarceration; etc.

prison system — lyrics address...demands forrileoécorporate interest-
driven prison system,; ...higher minimum wage for @misrs; ...better
treatment of prisoners; etc.

police misconduct — lyrics address ...oppositiompolice brutality, violence,
etc.

any other issue related to criminal justice

4. Health and Wellness

a.

access - lyrics address ...making equitable wsavbealthcare free for all;
...need for adequate number of hospitals, clinicshiuses in communities;
etc.

mental health — lyrics address ...demand for as®d funding toward
awareness, research and treatment of mental anibealdealth issues; etc.

public health — lyrics address ...demand for iaseel funding for research,
awareess, prevention and treatment of HIV/AIDS rihdisease, cancer, drug
abuse; etc.

environmental health — lyrics address ...needHan air/environment;
funding for environmental health issues; etc.

women’s health — lyrics address ...ensuring wosegproductive health;
access to safe reproductive choices; educatiomandeness about
reproductive issues; etc.

violence and aggression — lyrics address ...redusexual harassment, sexual
molestation, assault, domestic violence, rape, enyetc.; ... implementation
of measures to ensure the aforementioned; etc.

any other issue related to health and wellness
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5. Human Rights

a.

investigations — lyrics address ...the need teshgate, research, make public
and reconcile human rights violations committedh®yUnited States
government throughout history

terrorism — lyrics address ...the abolishmeneafdarism in all areas of
activity — sex, law, war, education, entertainmeuiitics, labor, religion, etc.;
...the passing of a bill aimed at ensuring the afemmned; etc.

militarization — lyrics address ...an end to m@itation; ...an end to
recruitment of youth in public institutions; ...needrepeal the anti-terrorism
measures that adversely affect people of color; etc

imperialism - lyrics address ...need to end Ufdnalism; ...withdrawal of
forces from occupied territories; ...need to providief to previously
colonized and enslaved Third World countries fragbtdetc.; ...need for an
end to military intimidation and monetary manipidat ...support for ending
US government aid to Israel; demand to end US sugdguppet
governments.

any other human rights issue not specificaljtee to education, economic
justice, criminal justice, or health and wellndsss includes, but is not
limited to, support for broad less-specific humights issues pertaining to
“‘lustice”, “peace”, “equality”, “freedom”, “liberty; “respect”, “anti-
prejudice”, “anti-racism/sexism/classism or anyesttism’™, “anti-violence”,
and the like

6. Political/Community Organization

a.

possible political or community organizatioruiss important to the Hip Hop
Generation could include, but are not limited toallscfor the creation of
organizations, groups, or parties intended to addpelitical issues facing the
Hip Hop Generation; ...calls for involvement in wankgs, conventions,
summits, marches, protests and the like; ...appeaispport of broad less-
specific organization marked by calls for “unitysticking together”, etc.

7. Media Issues

a.

possible media issues important to the Hip Hepdgation could include, but
are not limited to, regulation, censorship, repnes@n, conglomeration and
other factors that direct what sorts of messagesliaseminated to the
populace
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Appendix D
Thesis Coding Form

YEAR
SONG ID/CHART PLACEMENT

1. Education

a. funding
b. curricula
c. literacy
d. access

2. Economic Justice

- taxes

community maintenance
- reparations

- wages

- access

- violence

3. Criminal Justice

a. human rights (CJ)
sentencing

oversight

targeted CJ practices

prison system

-~ 0o o o0 T

police misconduct
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4. Health and Wellness

access

mental health

public health
environmental health
women’s health

violence and aggression

5. Human Rights

a.
b.
C.
d.

investigations
terrorism
militarization

imperialism

6. Political/Community Organization
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7. Media Issues
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