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Introduction

We gathered together, a group of black students from Harvard law

school, the day after our final examination period was completed. The

examination for Property law had been a rigorous one, an eight-hour

take-home. A young man announced, ‘‘I wouldn’t have been able to

get through it without that Biggie.’’ In that particular group of hip hop

heads, the logic of the statement was clear: The generated energy, the

adrenaline rush, and the rhythm of the Biggie Smalls music he lis-

tened to while writing his exam all motivated him as he expressed his

knowledge and skills of argumentation in text. Many of Biggie’s music

videos celebrated the trappings of wealth, while scantily clad women

surrounded men as testimonies to the latter’s affluence and charisma.

There were lyrics of hustling and lyrics of sexual exploitation. But there

were also lyric narratives of endurance, ones describing the alienation

of the impoverished and the depression of marginalization. Regardless

of the content, the poetry was lyrical and elegant and the beats were

hot. To listen to hip hop is to enter a world of complexity and contra-

diction. In the midst of a consumer culture that glorifies violence and

eschews intellectualism, hip hop has both spewed American vices on

the airwaves and aggressively introduced progressive politics, compel-
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ling artistic expression, emotion, and beauty into popular culture. It

makes us uncomfortable, frustrated, and perhaps even confused that all

of these contradictions should exist together in one musical form, some-

times in one artist. Yet hip hop has become a form reflecting both the

beauty and the belly of the beast in American society, refracted through

the lens of black American culture. As John Szwed has written of rap:

‘‘All those elements of black folk culture that had been denied by the

elegance and pretense of the ballroom or the club came back with a ven-

geance on the avenues and in the parks. Performers were free again to

talk that talk, to insert curses, blessings, and jokes into their raps, and

to return to the funky, individually grained voices that disco had made

to seem gauche.’’1

Hip hop is an iteration of black language, black music, black style, and

black youth culture. Hip hop music, or rap, the subject of this book, is

an art often culturally rich and economically impoverished, and, some-

times recently, artistically impoverished but backed by huge corporate

dollars. At its best, it is compelling art and culture. It is at once the most

lucrative and culturally oppositional musical force in the United States,

and it demands a literary and musical criticism, a criticism in the tradi-

tion of Henry Louis Gates’s Signifying Monkey, which uses the vernacu-

lar as a theoretical foundation of its analysis.2 The present book ventures

to be such a critical enterprise, an analysis of the art, politics, and cul-

ture of hip hop lyrics and music as revealed by the words and gestures

of what I call the ‘‘prophets of the hood.’’

If the book title were lyrics, the double entendre would be obvious:

prophet/profit. Textuality and orality bear a strained relationship. How-

ever, Prophets of the Hood aspires to use text to illuminate and exam-

ine an oral and auditory art form. Although written language can never

fully explain other media, my efforts at theorization and elucidation will

hopefully not be in vain. The homophones at play in the title consti-

tute, for my purposes, a perfect idiosyncrasy of the English language and

American culture. Hip hop artists are often self-proclaimed contempo-

rary prophets, their work constructed of truth-revealing parables and

pictures. That truth may be spiritual, cultural, personal, beautiful, and

it may resonate with inspiration or tragedy. And even as the soul of the

music resonates with marginalized people of various nationalities and

ethnicities, in its American form, it is overwhelmingly and fundamen-

tally black American—and expressive of that experience.3 Moreover the
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black Americanism of the music forms part of its international appeal,

given the resonant power of black music and culture globally. Recall the

biblical quotation, ‘‘A prophet is without honor in his own country.’’

Hip hop has, at various times, served as fodder for conservative and

racially biased agendas, but it nonetheless continues to maintain a core

of artistic integrity and has grown enormously as an art form over the

years it has been under attack. Simultaneously, it is fraught with di-

lemmas and inundated with the crises of urbanity, consumerism, and

late capitalism. Disney, McDonald’s, and numerous other global corpo-

rate entities have adopted the forms of rap as a marketing tool. Hip hop

music sells clothes, fast food, soda, shoes, and films. The commodifica-

tion and commercialization of hip hop has forever altered the art form,

at times challenging its integrity. Nevertheless, it is far from a demented

music produced by damaged people, nor is it, despite the frequent tes-

timonies of political pundits, violence without art. This book will not

read as an apologia for, or a crisis text about, the destructive forces in

hip hop. Instead I attempt to justly treat the difficult political and cul-

tural issues presented in hip hop, and to examine its artistic value as a

style of music.

This work stands amid and relies on the body of scholarship already

extant on hip hop: the distinguished and landmark examinations in

book and article form by authors such as Michael Eric Dyson, Hous-

ton Baker, Tricia Rose, Robin Kelley, Mark Anthony Neal, and many

others. Throughout Prophets of the Hood, readers will see references to

their work and arguments, although my discussions of their work are

not nearly exhaustive, and I encourage those interested in hip hop to

read the growing body of academic literature treating the music. What

is distinct about the present book is that it departs from the primacy of

historical and sociological interpretations of hip hop and concentrates

instead on the aesthetic, artistic, theoretical, and ideological aspects of

the music, working from the premise that it has been undervalued as

an art per se, even as its cultural influence has often been noted. While

mine is certainly not the only work that concentrates on this theme, it

is unique in its analytical framework of beginning with artistic and aes-

thetic analyses that then move into cultural inquiry. I am interested in

exploring the artistic requirements for hip hop as an art, in understand-

ing what philosophies and assumptions one finds in the spaces between

the poetry of the lyrics and the music of the beats, and in examining what
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philosophies interplay between the artists and an audience that receives

the music as one deriving from its own community and experience, and

what role record companies play in mediating this relationship. In this

book I use lyrics which I have transcribed from recordings for purposes

of explication and example.The process of transcription is humbling yet

critical to providing nuanced interpretations of the music.

Reunion

And behold, the veil of the temple was rent

in twain from the top to the bottom; and the earth

did quake, and the rocks rent.

—Matt. 27:51

Gospel in church and blues in juke joints. Rosa Parks and the unwed

teenage mother, Claudette Colvin, who refused to move from her seat

on the bus two weeks before her. Public oratory and the dirty dozens.

Motown and the rougher, funkier Stax. The division between the re-

spectable and funky stuff has existed throughout African American his-

tory. Most Americans rooted in African American cultural experience

have sophisticated relationships with both the sacred and the profane,

in black culture—or with their secular corollaries, the respectable and

the rough. The division of the sacred and profane constituted an impor-

tant civil rights strategy for a number of generations. ‘‘Clean’’ Negroes,

in the black dialectic sense of being well-heeled and dressed sharply

and neatly, but also in the sense of respectability served as civil rights

models. Being impeccable, moral, and well-spoken stood as evidence of

the unjustifiability of white American racism and brutality.

Recall many of the images of the civil rights movement: student

activists at lunch counters, clean-cut, with clothes starched and hair

trimmed. As models of respectability, they, in their impeccable pres-

ence, highlighted the brutality of the segregated South. Joseph Lowery,

former president of the Southern Christian Leadership Conference

(sclc), stated in 1996 that in the civil rights era, black people had served

as the moral conscience of the nation, and he lamented the fact that in

the age of hip hop that was no longer the case.4 By ‘‘moral conscience’’ he

meant that African Americans threw into sharp relief how the promises

of the nation had been denied, and I would argue that we did so in part by
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demonstrating models of respectability. For example, two weeks before

Rosa Parks famously resisted the law of segregated public transporta-

tion in Montgomery, Alabama, Claudette Colvin had done the same.

Colvin was certainly not the first to do so, but the activist community had

been seeking an event that could serve as a rallying cry for a bus boycott,

and it considered Colvin’s gesture. Colvin was passed over, however, be-

cause she did not, as an unwed teenage mother, provide the respectable

image that the civil rights establishment desired to make its point, and

so Parks was ultimately selected as the symbol of the boycott.

But let’s recall the music of that era as well: Harmonic ballads sung by

suited men and cocktail dress–wearing women—neat, clean, and ter-

ribly respectable. But there was other music as well. Beside the nice

image of Motown stood the funky rough sounding tunes of Stax. The

divide between respectable music and funkier stuff was a long-standing

one in black music, going back to the early divisions between spirituals

and jook music, gospel and the blues. The division between the sacred

and the secular transitioned into one between that presented as the face

of respectability, often marketed to the mainstream, and that which was

music for dark, smoky nightclubs. Again, this division in part served

as a civil rights strategy; it was necessary to have a clearly demarcated

space of respectability that could provide an unmarred example of the

denial perfect citizens experienced in a racist society.5

The neat fades of the 1950s gave way to bushy afros, big jewelry, fa-

tigues, and raised fists in the late 1960s, heralding the denial of the

cults of sanctity and respectability as a political strategy for the post–

civil rights generations. In what Mark Anthony Neal terms ‘‘the post

soul’’ generation, the community of participants in hip hop culture, ‘‘the

hip hop nation’’ has embraced a holism in music and culture in con-

trast to the earlier divisions. More than postmodern blending, it signals

a novel culturo-political era in which the traditional dividing line be-

tween various forms of expression no longer appeals to the sensibilities

and aspirations of vast numbers of young and black people.

Discourse

The signature element of the reunion in hip hop is the discursive space

provided within the artistic and cultural community. Ideologically, hip

hop allows for open discourse. Anything might be said, or, for that mat-
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ter, contradicted. The juke joint has gone public. In the world of hip

hop, holy and well-behaved gestures sit next to the rough and funky.

Violence, sexuality, spirituality, viciousness, love, and countless other

emotions and ideas all form part of the discursive space. Part and parcel

of the refusal to serve as the moral conscience of the nation any longer

has been the development of a music that allows for a wide range of

expressions and positions, even within the music of one artist. For ex-

ample, the slain hip hop artist Tupac Shakur, born of a mother who was

a member of the Black Liberation Army, recited lyrics that alternately

cherished and degraded women. This dynamic only has a logic in the

context of a space where the high and low sit next to each other holisti-

cally, a space in which one can act a number of roles and play out intense

moral and psychic dilemmas on wax. Battles, conversations, and com-

petition all exist within hip hop. It hosts a marketplace of ideas, and

it sometimes brings them together in a heteroglossic mélange. When

emcees (mcs) critique each other, these critiques are more readily and

better found in song than in interview form.

In contrast, generally speaking, the mainstream press categorizes and

creates dichotomies of good and bad. It does not foster debate when it

comes to hip hop, but rather encourages the censorship of ideological

diversity through condemnation or praise. Mainstream media efforts at

morality often appear more disingenuous and controlling than consci-

entious. In Aesthetic Theory, Theodor W. Adorno defined art as a critique

of praxis.6 Hip hop critiques the division of that characterized as clean

and that characterized as dirty or evil as both social and artistic praxis.

Hip hop calls for a radical honesty concerning the complexity of black

communities and art, even in the public eye.While news media attempt

to reinstitute the divide, trying to sift through the sea of mcs and search-

ing for ‘‘good Negroes,’’ they face a difficult and inorganic task. None

of hip hop exists in a vacuum; each artist provides but one orientation

within a diverse community, to be understood within the context of that

community.

The reunion marks a democratic space in which expression is more

important than the monitoring of the acceptable, a space, rather, that

suppresses the silencing impulse extant in various segments of Ameri-

can popular culture, both within and outside black communities, be it

the silencing of certain politics, ideologies, sexual preferences, or some

other matters of personal choice possibly verging on the taboo. Hip hop
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may be democratic, but it is not, as a musical community, inherently

liberatory. There are particular artists with liberatory agendas, who by

their words protest racism, sexism, classism and thereby enlighten. But

hip hop is not ‘‘liberation music.’’ The ideological democracy inherent in

hip hop prevents the kind of coherent political framework necessary for

it to be characterized as such.That is not to say that the music lacks con-

science or is amoral. Rather, there is abundant space for moral expres-

sion as well as critique. When Posdonus of De La Soul said, ‘‘Fuck bein’

hard Posdonus is complicated!’’7 he critiqued the popularity of thug nar-

ratives about how tough you could be, and how many guns you toted,

and instead offered the idea that it was more important to be intellec-

tually complex. In forming this critique within the context of the musi-

cal community, rather than in a mainstream media outlet, the author

avoids the perception that he is begging to be differentiated from the

‘‘bad ones’’ under a mainstream moralistic gaze. He avoids the media-

tion between different sorts of mcs by the gaze of white America, instead

offering the choice up to hip hop heads, whether the better argument

exists for being hard or being complex.

I recall an interview with Snoop Doggy Dogg after he had signed with

Death Row Records, in which he endearingly questioned why so many

prominent black leaders critiquing his work went to the networks in

order to castigate him, rather than speaking to him personally. In the

interview he spoke highly of congresswoman Maxine Waters because

she had done just that. He explained how she came to him personally

to offer loving critique. Hip hop cherishes engaged discourse within

the community and balks at being offered up for scapegoating, particu-

larly by other black people, regardless of the good intentions behind that

gesture.

And yet the combination of democracy (‘‘speak your piece’’) and meri-

tocracy (‘‘be the best mc’’) that exists in hip hop is threatened at every

turn. The manipulations of capital, media, and record company distri-

bution, the ruthless promotion of some acts to the disadvantage of often

musically superior ones, the commodification of black female bodies,

and the grotesque marketing of racist images of black male violence

threaten to completely overwhelm the public face of hip hop. Warn-

ing labels and lawsuits have forever altered the face of hip hop in the

United States. In the late 1990s, it became possible for a hip hop art-

ist to become rich and acclaimed with very little skill or participation
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in the community discourse of hip hop, feeding from it, contributing

to it, or being sustained by it. Maintaining the discourse-reunion com-

munity in the face of the categorization and manipulation that forms

part of the recording industry and American consumer culture in gen-

eral stands as one of hip hop’s central challenges. The discourse con-

tinues, however, particularly among underground independent artists,

but also on the part of many successful artists who maintain a dedica-

tion to urban, poor, and working class communities of color, the core

hip hop community.

Moreover, hip hop still constitutes a form that can be referred to as

a form, a specific kind of music defined by rhyming lyrics and a multi-

textual collage-style composition. Despite its uniqueness, hip hop does

exist on a continuum of black music forms and is indebted to several

of them, most especially blues and jazz. However, hip hop has several

features that appear to be particular, if not exclusive, to it in terms of con-

tent. Discussion of these features will appear throughout the Prophets of
the Hood, but I would just to highlight a few here. First, there exist far

fewer depictions of idealized romantic love, or even painful and deep

romantic love, than in any other black music form.Conversely, there are

far more explicit expressions of rage and more intimate expressions of

psychological pain. Finally, detailed explications of the criminal under-

world, and of interpersonal conflicts and dysfunction, are unique in

their predominance in the musical form.The present book seeks to both

analyze the music on an anesthetic level and as a site of cultural pro-

duction with cultural consequences. The distinctive features of hip hop

are products of both. Often these features distinguishing hip hop and

its reunion ethos make it an uncomfortable music to listen to, yet it

also allows for brilliant insights into human relationships and into exis-

tence in a society mired in difficult race and gender politics and often

economically exploitative and exclusive.
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1
Hip Hop’s Mama

Originalism and Identity in the Music

Good music often has a beauty identifiable across the boundaries of na-

tion and culture. And yet a musical composition, and musical forms in

general, have identities rooted in community.The community might be

as small as an artistic collective or as vast as a continent.While the indi-

vidual artist and the individual composition provide compelling sub-

jects for analysis, the validity of that analysis in part depends on knowl-

edge of the community from which it emerges.To know that community

means that the critic possesses both a historic and an aesthetic body of

information relevant for understanding the music’s original context. Of

course, isolating the relevant community that is the source of knowl-

edge forms part of the critic’s work, and such discernment fundamen-

tally shapes the critical process. Here I would like to posit an argu-

ment as to what community rap/hip hop music belongs to in the United

States.The arguments that follow in later chapters will rely on this foun-

dational argument.
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Hip hop music is black American music. Even with its hybridity:

the consistent contributions from nonblack artists, and the borrow-

ings from cultural forms of other communities, it is nevertheless black

American music. It is constituted as such because of four central char-

acteristics: (1) its primary language is African American Vernacular En-

glish (aave); (2) it has a political location in society distinctly ascribed

to black people, music, and cultural forms; (3) it is derived from black

American oral culture; and (4) it is derived from black American musi-

cal traditions. I argue that to describe rap or hip hop music as black

American is not inconsistent with an understanding of its hybridity, a

characteristic that will be elaborated upon later in the text. While I will

rely on Afro-Atlantic theory to put forth this argument, I will also sug-

gest that the manner in which the Afro-Atlantic model has been used

to consider hip hop in its transnational rather than multiregional focus

with respect to an analysis of American hip hop is flawed, although

the model does offer great benefits when analyzing hip hop as a global

phenomenon.

The assertion that hip hop is a form of black American music is in

some ways radical (and unpopular) given current trends in hip hop

scholarship that emphasize the multiracial origins of the music, in par-

ticular the significant contributions of Caribbean, white, and Latino

communities and artists. Many critics have resisted the description of

hip hop as black American music because they quite appropriately con-

test any suggestion that it is ‘‘100 percent black’’ given the active partici-

pation of other groups in the world of hip hop since the nascent days of

the music. Critiques of the description of hip hop as black music also

often stand as critiques of racial essentialisms, or critiques of the way

in which culture is marketed through race at the same time that it is

fundamentally hybrid. I caution, however, that taking issue with essen-

tialisms should not occur at the risk of failing to understand politics or

cultural frameworks, and hip hop does exist within black American po-

litical and cultural frameworks. The accuracy of the assertion that hip

hop has multiracial and multicultural origins does not suggest that it is

not black. Only a worldview that subjugates blackness marks the phrase

‘‘it’s just black’’ as an offensive designation. Why can’t something be

black (read, black American) and be influenced by a number of cultures

and styles at the same time? The idea that it cannot emerges from the

absurd reality that blackness in the United States is constructed as a kind
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of pure existence, a purity, to most, of the negative kind, defined by a

pure lack of sophistication and complexity and a pure membership in

a group of undesirables. To deem something French or English rarely

implies that there were no Germanic cultural influences, or Irish, or

even Algerian.Why, then, is it so troubling to define something as black?

Color consciousness that allows for an understanding of both the politi-

cal implications of the category of race and the cultural forms that have

emerged under that category is useful and progressive, and certainly not

essentialist.

I would argue that while critics have good intentions when they pay

attention to the numerous nonblack American influences in the music,

and nonblack audiences for the music, there is an inconsistency be-

tween that side of the argument and their concurrent alignment of rap

to the sociology of black America and the politics of black existence.

The paradigm effectively applied to a music drawing on hybrid influence

yet also having a black political and social existence is one that under-

stands hip hop as existing within society as black music, but also one

that assumes that black music is and has always been hybrid, drawing on

influences from other cultures and places. In fact, music is never com-

positionally pure, even as it exists within a culture and is identifiable

with a community.

Part of the resistance to the description of hip hop music as black

music results from an emphasis on ‘‘originalism,’’ that is to say, a fixation

on who made the first records or created the first dances and what ethnic

groups they came from. This focus on originalism, while important for

historical acknowledgment, seems to fail with respect to identifying an

art form as a cultural project. Certainly, although hip hop was born in

the multiethnic, colored melting pot of New York and has become a na-

tional form with dominant voices emerging from the three other major

geographical regions of the United States (the south, the midwest, and

the far west), it is far more identifiable in the American imagination and

in American practice as particularly black American in terms of what

group rappers are constituted from and which communities push for-

ward the music’s artistic growth. Ethnomusicologist John Szwed, with

respect to originalism, asks,

Does rap have a beginning? Where does the credit or (some might say)

the blame lie? The quick answer is to say that it’s an African-American

HIP HOP’S MAMA . 11
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form, for which, on a diasporic flow chart, you could plot an unbro-

ken line from African to the Caribbean and on to the United States. Or

maybe bypassing the Caribbean altogether, but in any case ending with

the youth of the black working class.Yet things in the United States have

never been that simple. Or that pure. The origins of everything Ameri-

can twist and shout their way through history, giving and taking as they

go, inventing and reinventing themselves, praising their authentic be-

ginnings about as often as they deny them.1

Szwed locates the music as African American, and yet he also under-

stands that this categorization cannot refute hip hop’s créolité. Paul

Gilroy, who in his outstanding critical work resists the identification of

hip hop as black American music, nevertheless acknowledges the dan-

ger of relying on originalist sensibilities for discussions of hip hop. He

writes,

No straight or unbroken line of descent through either gendered line

can establish plausible genealogical relations between current forms

and moods and their fixed, identifiable and authentic origins. It is rather

that the forbidding density of the processes of conquest, accommoda-

tion, mediation, and interpenetration that helps to define colonial cul-

tures also demands that we re-conceptualize the whole problematic of

origins. . . . Our difficult object: black performance culture and its so-

cial and political forms is a profane practice. It has been propagated

by unpredictable means in non-linear patterns. Promiscuity is the key

principle of its continuance.2

Gilroy and I part ways, and therefore reach divergent theoretical conclu-

sions, because he takes as his unit of examination for black performance

culture the Afro-Atlantic, rather than any national community. Never-

theless, I agree with his argument concerning the nonlinear and pro-

miscuous course of cultural production within the African American

context in particular. And certainly it is the case that at critical moments

in the development of hip hop the participation of nonblack Americans

was paramount.Yet I argue that the promiscuous composition does not

destroy cultural identity. The manner in which the music became inte-

grated into the fabric of American culture was as a black American cul-

tural product, through an overwhelmingly black American audience (no

longer the case), and using black American aesthetics as signature fea-

tures of the music. As Szwed has also written, ‘‘Having noted rap’s broad
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affinities, its American-ness, its creole emergence, and its lack of exclu-

sive rights to be offensive, no one would be fooled into missing the fact

that it finally is also very much an African American form.’’3

Although I am asserting that hip hop is black American music, I do

not want that to be mistaken as a nationalist glorification or simplifica-

tion. It is the very fact of postmigration fragmentation and reintegration

that explains much of the music’s beauty, as well as its various regional

and international variations and interactions. It is black, and yet it is

certainly ‘‘impure.’’ What is southern hip hop without the tension be-

tween the urban and the rural South? What is New York hip hop without

the Caribbean and African American blend, the memory in text of ex-

periences of adolescents who returned to ancestral homes for summer

vacations or to get away from the negative influences in the city? What

is West Coast hip hop without the shadow of Hollywood and the history

of the Black Panthers, funk, and blaxploitation? These questions are im-

possible to answer because the cultures in question are constituted by

a postmigration mosaic at once plagued by the feeling of loss, by con-

stant efforts to recover, and by the celebration of the current hybrid self.

Russell Simmons once noted that hip hop was about doing the unex-

pected. That unexpectedness constitutes the par excellence feature of

hybridity: unexpected encounters lead to unexpected productions.

The most powerful critiques of the construction of hip hop as black

American music have come from people who understand how critical

the influences of the English-speaking Caribbean have been, in particu-

lar in the early days of hip hop formation and in the creation of dj tech-

nique. Jamaican deejaying techniques directly influenced dj styles in

hip hop, yet, while the technology proves significant, I agree with Szwed

that the musical sound is what makes hip hop compelling and that

the technology was simply used to reproduce sounds already deemed

aesthetically pleasing to a black American audience. It was a point of

cultural consistency. Szwed writes, ‘‘Much has also been made of the

technologically sophisticated context in which rap emerged—the use

of sound processing, sampling, mixing, drum machines, and the pano-

ply of studio apparatus typically used with today’s raps—as a means of

showing that rap is radically new and only secondarily beholden to folk-

lore and tradition. But sophisticated as these productions may be, the

artful logic that lies beneath them has been part of African-American

aesthetics for at least a century.’’4 He references sounds from earlier
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black music that resembled those of scratching, delay, and even those of

sampling: ‘‘Even drum machines were anticipated by scat singing (and

in case anyone forgot, human beat box imitations of drum machines

also remind us that drums were once used to imitate voices for sending

messages).’’5

Hybridity in rap takes place on a cultural plane, and the terms on

which it exists depend on that plane. The moments at which nonblack

American cultural influences take root in hip hop often occur at cross-

roads of sorts, at which the aesthetics of two cultures are in concert with

one another. For example, we can observe this phenomenon in the dis-

cursive space using tricksterism, an Afro-Atlantic folk cultural practice

with rich roots in West Africa.The storytelling of a Barbadian mc, which

emerges from his linguistic and cultural tradition, might resonate with

a black American audience with has similar storytelling traditions, as

well as with other Afro-Atlantic listeners.

It is, however, important to recognize the substantive contributions

of non–African American cultures on hip hop music. I would argue that

there are at least three principal areas of English-speaking Caribbean in-

fluence on hip hop that are consistent with Gilroy’s conception of trans-

cultural and transnational cycles of cultural flow.6

I will critique the employment of this concept by some critics later in

this chapter. Each area of influence is primarily Jamaican, although a

number of hip hop artists clearly have other Caribbean ancestries.These

influences are:

1. The use of dj techniques and recording technology as it would be

fully embraced in hip hop. Much as the r & b melodic form influenced

reggae, hip hop was influenced by a form of Jamaican deejaying that

would eventually develop into a black American version in the United

States.

2. The imagery of the black outlaw. While heroic images of the black

outlaw exist in African American tradition, the specific practice of

using mainstream, and particularly white, heroic figures in the pro-

cess of self-defining the self-proclaimed outlaw originated in the prac-

tices of Jamaican folk culture. This likely resulted from the appro-

priations of second-run cinematic images to postcolonial identity. The

outlaw language in hip hop is often traditional black American lan-

guage, but the use of identities such as Dirty Harry or figures from

the Godfather movies likely derives from Jamaican employment of such

imagery.
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