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            For my mother, Reverend Marilyn Giles, in deep and abiding love and respect.
               Her patience and perseverance, preaching and teaching, and all-around optimistic approach
               to life, even in the face of seemingly the most insurmountable odds, have made her
               “mother” to many and an honored elder in her community. To say that I am proud of
               her, that I admire and adore her, and that she is, as Stevie Wonder once sang, “the
               sunshine of my life,” is simply not saying enough:
               

               Ninakupenda mama. Asante sana mama. Mungu akubariki na akulinde. Wewe ni mwanga wa
               jua wa maisha yangu.
               

               And, for the organic intellectuals (including rappers, spoke-word artists, neo-soulsters,
               MCs, DJs, b-girls, b-boys, graffiti-writers, students, etc.), activists, archivists,
               institutions, and organizations of the
 Hip Hop Movement:
               

               Lift Every Voice and Sing . . . 
            

            

            
         

         
      

   
      Introlude

      
         
         
         
         Acknowledgments

         
      

      
      The Hip Hop Movement is a sequel of sorts. Obviously it continues the narrative begun in Hip Hop’s Inheritance and further developed in Hip Hop’s Amnesia. Part of the premise of the previous volumes is that rap music and hip hop culture
         are much more complex and complicated, more meaningful—literally, full of myriad meanings—than
         most hip hop scholars, fans, and critics give them credit for. More than music, rap
         is also a form of poetry, social commentary, political analysis, and cultural criticism.
         More than popular culture, hip hop culture is also a new, post-Civil Rights Movement and post-Black Power Movement form of black popular culture and black popular music-based politics and social movement. It is with this simultaneously historical, cultural, political, sociological, and musicological understanding that I conceive of rap music as a “soundtrack” and hip hop as a “movement,” rather than following the conventional conception of rap music and hip hop culture
         as merely an artistic expression of a “generation” born between the March on Washington
         and the beginning of Bill Clinton’s presidency, roughly between 1963 and 1993. To
         reconceive of rap music as a “soundtrack” and hip hop as a “movement” is to conjure up and consciously conceive of rap music and hip hop culture, as well
         as the often overlooked cultural, social, and political movement it spawned, as the accumulated politics and aesthetics of each and every African American movement and musical form that preceded it.
      

      
       Bearing all of this in mind, The Hip Hop Movement is meant to be a monument: a monument to the musicians and politicians, the musics
         and movements, the writers and revolutionaries, the preachers and teachers, the hipsters
         and hustlers and, most of all, the ghetto youth and suburban youth who paved the way
         for rap music, hip hop culture and, ultimately, the Hip Hop Movement. However, even more than a monument to hip hop’s artistic ancestors, political antecedents,
         cultural inventors, and contemporary innovators, The Hip Hop Movement also stands as a testament to all the folk who contributed to my personal, professional,
         and radical political development. Every word, sentence, paragraph, and “remix” to
         follow bears the imprint of the diverse—although often disconnected—intellectual and
         political arenas and agendas I draw from and endeavor to establish critical dialogue
         with. As a consequence, the list of academics, organic intellectuals (including rappers,
         spoken-word artists, neo-soulsters, MCs, DJs, b-girls, b-boys, graffiti-writers, students,
         etc.), activists, archivists, institutions, and organizations to which I am indebted
         is, indeed, enormous. Such being the case, I hope I may be forgiven for deciding that
         the most appropriate way in which to acknowledge my sincere appreciation is simply
         to list them below without the protracted praise each has so solemnly earned.
      

      
      My deepest gratitude and most heartfelt asante sana (a thousand thanks) is offered, first and foremost, to my family: my mother, Marilyn
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         and Elva Rita Warren; my great aunt, Arcressia Charlene Connor; my older brother and
         his wife, Robert Smith II and Karen Smith; my younger brother, Dwight Randle Wellington
         Clewis; my nieces and nephews, Journée Clewis, Dominique Clewis, Kalyn Smith, Robert
         Smith III, Ryan Smith, and Remington Smith; my innumerable aunts, uncles, and cousins
         throughout the Americas, the Caribbean, and Africa; and, most especially wangu malaika, Dr. Stephanie Krusemark, whose incomparable intellect, extraordinary eloquence,
         grand sense of grace, soulful sophistication, and limitless love helped me research
         and write this book, as well as tend to my mind, body, heart, and soul (nakupenda sana Nzuri).
      

      
      An undertaking as ambitious as The Hip Hop Movement would have been impossible without the assistance of colleagues and comrades, both
         far and wide. I express my earnest appreciation to the following fine folk, who each
         in their own special way contributed to the composition and completion of this book:
         Camille Paglia; Kariamu Welsh; Lucius Outlaw; Angela Y. Davis; Manning Marable (deceased);
         Rhonda Tankerson; Nedra James; Vickie Washington; the faculty, staff, students, and
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         Department of African American Studies at Temple University (Philadelphia, Pennsylvania);
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         Leophus King (deceased); the editorial board of the Critical Africana Studies book series (Martell Teasley, Christel Temple, and Deborah Whaley); the National
         Association for Ethnic Studies (NAES); and the Association for the Study of African
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         with saying maalum sana shukrani (very special thanks) to NCBS in general, I would be remiss not to single out several
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         volume possible. I, therefore, express my earnest appreciation to the following NCBS
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      My publisher and I would like to thank and openly acknowledge Chelsey Jennings, who
         graciously granted permission to use her collage for the book cover. Chelsey is an
         extraordinarily gifted artist, poet, and writer who skillfully melds aesthetics and
         politics. In my mind, her work symbolizes the hip hop aesthetic at its best—bold,
         full of color and rhythm, personal yet universal enough for us all to see our lives,
         loves, and struggles in it. Asante sana—thank you a thousand times for sharing your gift with us, Chelsey.
      

      
      My editor, Jana Hodges-Kluck, and the Lexington Books editorial board deserve very
         special thanks (maalum sana shukrani) for seeing the potential in this book project and gently prodding me along during
         the many months it took me to revise the manuscript and prepare it for production.
         I would like to formally thank Jana and my publisher, Julie Kirsch, for the promptness
         and professionalism with which they have handled my book projects, and for their patience
         with my extremely erratic (if not a bit eccentric) research and writing regimen, which
         in this instance took me to dozens of university and public libraries, archives, and
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         I am working, but throughout the entire research, writing, and review process they
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      “Dear Mama”: A Love Letter to My Mother 
and her Generation
      

      
      This book is offered as an emblem of my deep and abiding love and respect for my mother,
         Reverend Marilyn Giles, in celebration of her sixty-fifth birthday. One of my greatest
         sources of inspiration, my mother sacrificed more than I will ever fully comprehend
         for my brothers and me. Her patience and perseverance, preaching and teaching, and
         all-around optimistic approach to life, even in the face of seemingly the most insurmountable
         odds, has made her “mother” to many and an honored elder in her community. To say
         that I am proud of her, that I admire and adore her, and that she is, as Stevie Wonder
         once sang, “the sunshine of my life,” is simply not saying enough. I am embarrassed
         to admit that I do not have the words to fully express the full depth of my feelings,
         my love and respect, for my mother. Perhaps it is best to say that each and every
         feeling or emotion cannot be put into words, that no matter what our grasp of a language
         is at best words and sentences only partially convey what we feel, what we really
         mean, and what we would really like to express. Suffice to say, I more than love my
         mother and I would like to super-celebrate her sixty-fifth birthday and the admirable
         life she leads. Ninakupenda mama. Asante mama. Mungu akubariki na akulinde. Wewe ni mwanga wa jua wa maisha yangu.
      

      
      This book, then, is as much my mother’s as it is mine. She, before and more than anyone
         else, exposed me to the politics and musics of the Civil Rights Movement and Black
         Power Movement. In a way, The   Hip Hop Movement  is a love letter to my mother and her generation—the so-called “Baby Boomer Generation.”
         With this work I would like to build or, rather, rebuild a bridge between the Baby
         Boomer Generation and the Hip Hop Generation. Or, more accurately within the context
         of African America, this book serves as a symbolic bridge swinging between the Civil
         Rights Movement, Black Power Movement and the, however unheralded, Hip Hop Movement.
         We need each other, and there is much that we can all lovingly learn from each other—just
         as I have learned from my beloved mother and, likewise, she seems to have picked up
         some things from me. Our futures, individually and collectively, depend on the transference
         of knowledge and culture from one generation to the next, from one movement to the
         next. Indeed, more than anything else, The   Hip Hop Movement  is a love letter to and remembrance of the unsung heroines and heroes, the neglected
         knowledge-bearers and cultural workers of the Civil Rights Movement, Black Power Movement,
         and Hip Hop Movement.
      

      
      If, then, my most respected readers, any inspiration or insights are gathered from
         my journey through the musics and movements that influenced rap music, hip hop culture,
         and the Hip Hop Movement, I pray you will attribute them to each of the aforementioned.
         However, if (and when) you find foibles and intellectual idiosyncrasies, I humbly
         hope you will neither associate them with any of the forenamed nor, most especially,
         the members of the Hip Hop Movement. I, and I alone, am responsible for the flows
         and flaws to follow. As is my custom, then, I begin by softly saying, almost silently
         singing my earnest and eternal prayer: Lift Every Voice and Sing.
      

      
      
   
      Introduction

      
         
         
         
         Lift Every Voice and Sing and Rap
         

         
      

      
      
         Over the course of its career hip hop has developed a notorious and even self-perpetuating
            reputation as a spectacular cultural movement committed to defying the cultural and
            political mainstream. But as the borders of the Hip Hop Nation continue to expand,
            its biggest and most important battle is shaping up to be the one it is having with
            itself. Behind the explosive record sales, trendsetting cachet, and burgeoning economy
            is an intense struggle for the soul of the Hip Hop Movement. There has never been
            a consensus within hip hop about its purpose, identity, or destiny. In fact, the most
            robust debates about hip hop have always taken place within the movement. Hip Hop
            has and continues to be its most potent critic and courageous champion.
         

         
         —S. Craig Watkins,  Hip Hop Matters: Politics, Pop Culture, and the 
Struggle for the Soul of a Movement  
         

      

      Lifting Every Voice and Singing and Rapping About the Hip Hop Movement: On the Aesthetics,
         Politics, and Social Movements of Post-Civil Rights Movement and Post-Black Power
         Movement African America
      

      
      Lift Every Voice and Sing. For more than a century “The Negro National Anthem,” then “The Black National Anthem”
         and, more recently, “The African American National Anthem” has earnestly asked African
         Americans to lift their voices and sing, to tell their heartfelt stories and speak
         their special truths. However, with the rise of rap music and hip hop culture one
         wonders whether the hallowed “African American National Anthem” extends to hip hoppers,
         because it often seems as though the Civil Rights Movement and Black Power Movement
         generations would like for anyone other than the Hip Hop Generation to lift their
         unique voices and sing—or, as is often the case with the Hip Hop Generation, lift
         their unique voices and sing and  rap. James Weldon Johnson’s poem “Lift Every Voice and Sing” was composed to celebrate
         Abraham Lincoln’s birthday on February 12, 1900, and was initially used to introduce
         Booker T. Washington, who spoke at Johnson’s Stanton School in Jacksonville, Florida,
         to commemorate the occasion. In 1905 Johnson’s brother, John Rosamond Johnson, set
         the poem to music. With its references to enslavement, segregation, and lynching,
         its psalmic call for heaven and earth to “ring with the harmonies of liberty,” and
         for African Americans to sing songs of hope and faith, “Lift Every Voice and Sing”
         was quickly adopted as an anthem by members of both the Black Women’s Club Movement
         and New Negro Movement.[1]     
      

      
      In 1919 the National Association for the Advancement of Colored People (NAACP) officially
         adopted the song as “The Negro National Anthem.” Also during the Harlem Renaissance
         years African American churches embraced “Lift Every Voice and Sing,” going so far
         as to paste it in hymnals and reprint it on church programs. During the Civil Rights
         Movement years the song was frequently sung at protests, marches, and rallies. Moreover,
         during the Black Power Movement years Ray Charles released a jaw-dropping version
         of the song on his classic A   Message from the People  (1972) album, and former Motown diva Kim Weston offered a soulful version of the
         song on the 1972 WattStax Festival soundtrack. In 1990 a Melba Moore led star-studded
         choir, including Anita Baker, Stevie Wonder, Stephanie Mills, Dionne Warwick, Bobby
         Brown, the Clark Sisters, BeBe and CeCe Winans, Jeffrey Osborne, Howard Hewett, and
         Take 6, delivered an extremely popular version of the song that ultimately led Congressman
         Walter Fauntroy to have the song admitted into the Congressional Record as the official
         African American National Anthem.
      

      
      With a national anthem that passionately implores African Americans to lift their
         voices and sing it is ironic that many, if not most, African American elders seem
         as though they would like to silence the Hip Hop Generation. Arguably the most misunderstood
         generation of African American youth in American history, one of the primary reasons
         the Hip Hop Generation is so misunderstood, I honestly believe, may have a lot to
         do with the often overlooked fact that rap music and hip hop culture actually reflect
         more than merely the ethos of a “generation”—they represent a movement, the   Hip Hop Movement. In Hip   Hop Matters: Politics, Pop Culture, and the Struggle for the Soul of a Movement  (2005), S. Craig Watkins emphasized that what has been frequently called the “Hip
         Hop Generation” or the “Hip Hop Nation” is not only a movement but, he strongly stressed,
         a movement “unlike anything the world has ever seen”:
      

      
         The story of hip hop, like the story of millennial America, is infinitely more intriguing
            than typical accounts acknowledge. Most assessments of the Hip Hop “Generation” or
            “Nation” present a culture that is monolithic in its worldview or definable simply
            by age. But if the thirty-plus-year career of the movement suggests anything it is
            that hip hop belies the established definitions and caricatures that tend to celebrate
            or condemn the culture. Simply put, hip hop is unlike anything the world has ever
            seen. It is a vital source of creativity and industry for youth. Hip hop is consumed
            with pop celebrity and street credibility—and capable, many believe, of transforming
            young lives. (5)
         

      

      It is hip hop’s supporters’ and detractors’ belief in its ability to inspire both
         self-transformation and  social transformation that speaks volumes about the ways in which what has been
         generally called the “Hip Hop Generation” or the “Hip Hop Nation” has evolved into
         a distinct movement that embodies the musical, cultural, social and political, among
         other, views and values of the post-Civil Rights Movement and post-Black Power Movement
         generation. As illustrated in my previous volumes, Hip Hop’s Inheritance: From the Harlem Renaissance to the Hip Hop Feminist Movement (2011) and Hip Hop’s Amnesia: From Blues and the Black Women’s Club Movement to Rap and the Hip
            Hop Movement (2012), rap music and hip hop culture are far from “monolithic in [their] worldview”
         or easily “definable simply by age.” For example, Hip Hop’s Inheritance examined women-centered rappers and hip hop feminists’ “inheritance” from the Black
         Women’s Liberation Movement and Feminist Art Movement, where Hip Hop’s Amnesia explored the “amnesia” and outright ignorance surrounding the ways in which the Homosexual
         Hip Hop Movement has built on many of the major “queer” themes of the Harlem Renaissance,
         which frequently coupled critiques of racism, capitalism, and colonialism with critiques
         of sexism, heterosexism, and black bourgeoisism. 
      

      
      Part of what my hip hop studies have sought to demonstrate is that rap music, hip
         hop culture, and the Hip Hop Movement are as deserving of critical scholarly inquiry
         as previous black popular musics, such as the spirituals, blues, ragtime, jazz, rhythm
         & blues, rock & roll, soul, and funk, and previous black popular movements, such as
         the Black Women’s Club Movement, New Negro Movement, Harlem Renaissance, Civil Rights
         Movement, Black Power Movement, Black Arts Movement, and Black Women’s Liberation
         Movement. In equal parts an alternative history of hip hop and a critical theory of hip hop, this volume challenges those scholars, critics, and fans of hip hop who lopsidedly
         overfocus on commercial rap, pop rap, and gangsta rap while failing to acknowledge,
         as the “remixes” to follow reveal, that there are more than three dozen genres of
         rap music and many other socially and politically conscious forms of hip hop culture.
         At the outset, then, it is important to openly acknowledge that rap music and hip
         hop culture, much like earlier African American musical and cultural forms, for the
         most part, have been mediated through and commodified by what Frankfurt School critical
         theorists Max Horkheimer and Theodor Adorno called the “culture industry.” In Dialectic of Enlightenment (1995), Horkheimer and Adorno asserted, “In the culture industry the individual is
         an illusion not merely because of the standardization of the means of production.
         He is tolerated only so long as his complete identification with the generality is
         unquestioned” (154).[2]     
      

      
      African Americans have always suffered high levels of dehumanization, generality,
         invisibility, and anonymity within white,  middle-class, and mainstream  America. Consequently, many, if not most, of the African American musical and cultural
         forms that have registered within the white world have frequently reinforced antiblack
         racist myths and stereotypes about African Americans, from blackface minstrelism to
         black exploitation movies, from country blues to gangsta rap. Because contemporary
         post-industrial-techno-capitalist society, in a sense, promotes and celebrates “mass
         identity,” “unoriginality,” and incessant (even if most times subconscious) embrace
         of capitalist views and values as the only socially acceptable forms of “identity,”
         “originality,” and “politically correct” views and values, popular music and popular
         culture have long revolved around generalities and faceless familiarities. As quiet
         as it has been kept, the most familiar images of African Americans in white America
         historically have been antiblack racist images, which is one of the reasons that for
         many white suburban youth a lot of commercial, pop, and gangsta rap seems simultaneously
         old and new, familiar and unfamiliar. 
      

      
      As Horkheimer and Adorno explained, “individuals have ceased to be themselves and
         are now merely centers where the general tendencies meet.” The “general tendencies”
         and familiarities found in commercial, pop, and gangsta rap usually revolve around
         a wide range of antiblack racist myths and stereotypes surrounding black pathology,
         black inferiority, black hypersexuality, black rhythm, and black athleticism, and
         so forth. The ongoing extralegal nature of American apartheid has made it extremely
         difficult, if not impossible in many instances, for African Americans, especially
         black ghetto youth, to free themselves from the antiblack racist myths and stereotypes
         when it comes to black popular music and black popular culture. 
      

      
      It is as if the only way black ghetto youth can be “successful” within the world of
         contemporary black popular music and contemporary black popular culture is to “cease
         to be themselves” and become caricatures of themselves, “merely centers where the
         general tendencies [i.e., the antiblack racist myths and stereotypes] meet.” Horkheimer
         and Adorno critically continued:
      

      
         In this way mass culture discloses the fictitious character of the “individual” in
            the bourgeois era, and is merely unjust in boasting on account of this dreary harmony
            of general and particular. The principle of individuality was always full of contradiction.
            Individuation has never really been achieved. Self-preservation in the shape of class
            has kept everyone at the stage of a mere species being. Every bourgeois characteristic,
            in spite of its deviation and indeed because of it, expressed the same thing: the
            harshness of the competitive society. The individual who supported society bore its
            disfiguring mark; seemingly free, he was actually the product of its economic and
            social apparatus. Power based itself on the prevailing conditions of power when it
            sought the approval of persons affected by it. As it progressed, bourgeois society
            did also develop the individual. Against the will of its leaders, technology has changed
            human beings from children into persons. However, every advance in individuation of
            this kind took place at the expense of the individuality in whose name it occurred,
            so that nothing was left but the resolve to pursue one’s own particular purpose. .
            . . The only reason why the culture industry can deal so successfully with individuality
            is that the latter has always reproduced the fragility of society. On the faces of
            private individuals and movie heroes put together according to the patterns on magazine
            covers vanishes a pretence in which no one now believes; the popularity of the hero
            models comes partly from a secret satisfaction that the effort to achieve individuation
            has at last been replaced by the effort to imitate, which is admittedly more breathless.
            It is idle to hope that this self-contradictory, disintegrating “person” will not
            last for generations, that the system must collapse because of such a psychological
            split, or that the deceitful substitution of the stereotype for the individual will
            of itself become unbearable for mankind. (155–56) 
         

      

       As Horkheimer and Adorno emphasized, distinct identity and authentic originality
         are virtually nonexistent, or in many senses simply not allowed, in contemporary post-industrial-techno-capitalist
         society. Capitalism’s impact on contemporary African America could be said to be even
         more egregious and homogenizing than its impact on white America when antiblack racism
         and the fact that the majority of African America has been historically and currently
         remains working class and working poor. When antiblack racism is factored into Horkheimer
         and Adorno’s critical theory of the culture industry (via critical race theory and
         Africana critical theory) it could be said that the “deceitful substitution of the
         [antiblack racist] stereotype for the [authentic African American] individual” has
         in and of itself “become unbearable” for contemporary African America, and that rap
         music and hip hop culture are simultaneously a cog in the wheel of the culture industry
         and  also an important counter to the culture industry when both commercial, pop, and
         gangsta rap and  political, alternative, and underground rap, among other rap genres, are taken into
         critical consideration.
      

      
      For instance, when Horkheimer and Adorno observed that “Every bourgeois characteristic,
         in spite of its deviation and indeed because of it, expressed the same thing: the
         harshness of the competitive society,” it is relatively easy to see how their critical
         theory of the culture industry is applicable to what I am wont to call the   hip hop industry, and specifically several forms of rap music, especially gangsta rap. Essentially
         taking early commercially successful gangsta rappers such as Too $hort, Ice-T, N.W.A.,
         Ice Cube, Snoop Dogg, and the Notorious B.I.G. as models, subsequent gangsta rappers
         such as DMX, Ja Rule, 50 Cent, the Game, Young Jeezy, and Rick Ross collectively seem
         to “express the same thing,” which is in no uncertain terms indicative of the “harshness
         of the competitive” capitalist and antiblack racist society. Indeed, all of these
         rappers bear the “disfiguring mark[s]” of contemporary society, and each of them also,
         however unintentionally, demonstrates that their “effort[s] to achieve individuation
         has at last been replaced by the effort to imitate”—which is to say, “imitate” wealthy
         white businessmen, powerbrokers, pimps, drug dealers, hustlers, and, of course, gangsters.
      

      Without placing too fine a point on it, even the most cursory listen to the latest
         commercial, pop, and gangsta rap will reveal that individuality and originality have
         been, for the most part, replaced by imitation, repetition, and often an overemphasis
         on technique. Even the more commercial rappers such as Jay-Z, NaS, Eminem, T.I., Kanye
         West, Lil’ Wayne, Drake, and J. Cole seem to have rhymes that toy with and tug at
         what would otherwise be gangsta rap themes. Therefore, whether we engage commercial,
         pop, or gangsta rappers’ work, most of these rappers’ rhymes seem to “express the
         same thing” and, more or less, unambiguously embrace what we might call the   ghetto-gangsta-nigga-pimp-hoe-thug theme  (see “remix” 5). Consequently, a lot of the innovations and experimentations that
         have really and truly distinguished rap music and hip hop culture, and made it more
         than a mere passing musical and pop cultural fad, are found in political, alternative,
         and underground rap and hip hop communities. Horkheimer and Adorno’s critical theory
         of the culture industry provides us with a lens through which to look at rap music,
         hip hop culture, and the Hip Hop Movement dialectically. Which is to say, exploring hip hop’s controversies, contradictions, and contributions
         and how those controversies, contradictions, and contributions in many ways have roots
         in the controversies, contradictions, and contributions of previous black popular
         musics, black popular cultures, and black popular movements. 
      

      
      Usually when rap music and hip hop culture are discussed in the mass media, in churches,
         or even in the American academy, the focus is most often on commercial, pop, and gangsta
         rap, and especially nihilism, materialism, misogyny, and homophobia as expressed via
         these forms of rap. However, few in the mass media, in churches, and even in the American
         academy acknowledge the feminists, womanists, homosexuals, democratic socialists,
         antiwar activists, environmentalists, prisoners’ rights activists, and animal rights
         activists, among others, who also identify as hip hoppers and who are leading their
         own respective alternative or micro-hip hop movements, such as the Hip Hop Feminist Movement, the Homosexual Hip Hop Movement, and the
         Hip Hop Environmentalist Movement, among others. It is these micro-hip hop movements which, taken together, constitute the broader, multi-issue, macro-Hip Hop Movement or, more simply said, the Hip Hop Movement.
      

      
      Hence, the Hip Hop Movement, as opposed to the “Hip Hop Generation” or the “Hip Hop
         Nation,” is much more complicated and complex than previously noted, because movements—in
         the most generic historical, cultural, sociological, and political sense of the term—are
         nothing if they are not moving   away from, and moving   toward  something. The Hip Hop Movement is obviously moving   away from  the various forms of American apartheid, oppression, and exploitation that characterized
         non-white America’s past, especially black America’s past. But, precisely what the
         Hip Hop Movement is moving   toward  seems to differ depending on who you ask, how you ask, when you ask, and which micro-hip hop movement(s) they are affiliated with. As alternative, underground, political, and other forms
         of noncommercial rap reveal—especially the work of rappers such as De La Soul, A Tribe
         Called Quest, Bahamadia, the Coup, the Roots, Missy Elliott, Blackalicious, Common,
         Mos Def, Talib Kweli, Wyclef Jean, Dead Prez, Pharoahe Monch, Little Brother, Lupe
         Fiasco, Jean Grae, K’naan, Wale, and Kid Cudi—rap music and hip hop culture are far
         from homogeneous. In fact, because of their high levels of heterogeneity and intense
         hybridity hip hoppers have rarely, if ever, reached consensus on exactly what hip
         hop culture and the Hip Hop Movement are and are not. 
      

      
      In a sense, the post-soul, post-funk, post-punk, post-disco, and post-electro mélange  that has long distinguished rap music from other forms of black popular music has
         been frequently mirrored in the post-Civil Rights Movement salmagundi  of hip hop’s social movements and the post-Black Power Movement pastiche of hip
         hop’s politics. In Watkins’s (2005, 5) weighted words:
      

      
         Over the course of its career hip hop has developed a notorious and even self-perpetuating
            reputation as a spectacular cultural movement committed to defying the cultural and
            political mainstream. But as the borders of the Hip Hop Nation continue to expand,
            its biggest and most important battle is shaping up to be the one it is having with
            itself. Behind the explosive record sales, trendsetting cachet, and burgeoning economy
            is an intense struggle for the soul of the Hip Hop Movement. There has never been
            a consensus within hip hop about its purpose, identity, or destiny. In fact, the most
            robust debates about hip hop have always taken place within the movement. Hip Hop
            has and continues to be its most potent critic and courageous champion.
         

      

      Perhaps more than anything else, this book is about the “intense struggle for the
         soul of the Hip Hop Movement.” It grows out of the frustrations many hip hoppers (the
         author included) have surrounding the Hip Hop Generation’s sometimes seeming lack
         of “purpose, identity, or destiny.” Just as hip hoppers are more than merely a “generation”
         and actually part of a broader movement “unlike anything the world has ever seen,”
         hip hoppers’ seeming lack of “purpose, identity, or destiny” are often part of the
         myriad novel expressions that symbolize the new movement, politics, and culture that
         are, literally, “unlike anything the world has ever seen.” The Hip Hop Movement is
         grounded in, and grows out of, black popular music and black popular culture in ways
         unlike any previous African American movement, but it is not simply hip hop music
         that distinguishes hip hoppers and their politics and new social movement. 
      

      
      Indeed, the African Americans born between, say, the 1963 March on Washington and
         the beginning of Bill Clinton’s presidency in 1993 (circa 1963 to 1993), and who grew
         to maturity in the immediate aftermath of the Civil Rights Movement and Black Power
         Movement in the 1980s and 1990s, constitute a “generation” in the generic sense of
         the term. But, I assert once again, those of us who have been crudely clumped together
         and called the “Hip Hop Generation” are more than merely a generation, and our popular
         music and popular culture are more than merely “popular music” and “popular culture.”
         Rap music and hip hop culture, however roguishly and politically incorrectly, register
         both the aspirations and frustrations of the   first generation of African American youth to come of age in a desegregated and awkwardly
            integrated, post-affirmative action America.[3]     
      

      
      When viewed from an interdisciplinary perspective that incorporates history, political
         science, sociology, musicology, African American studies, and women’s studies, among
         many others, the music and culture of the so-called “Hip Hop Generation” registers
         their unprecedented post-Civil Rights Movement and post-Black Power Movement politics
         and social visions which are, as Watkins put it, “unlike anything the world has ever
         seen.” In a similar vein, in The   New H.N.I.C: The Death of Civil Rights and the Reign of Hip Hop  (2002), Todd Boyd insightfully observed:
      

      
         Hip hop is like an interdisciplinary academic community, combining the fields of sociology,
            psychology, political science, English, ethnomusicology, economics, American studies,
            and African American studies, and offering a choice of electives to its subscribers.
            The weight of all this is what makes hip hop something far beyond music, and far greater
            than the fashion, language, and ideology that express it. Hip hop is an unrivaled
            social force; it is a way of being. It is a new way of seeing the world and it is
            a collective movement that has dethroned civil rights and now commands our undivided
            attention. (13)
         

      

      In complete agreement with Boyd, I would argue that what has been termed the “Hip
         Hop Generation” is actually “a collective movement,” the   Hip Hop Movement. Continuing his emphasis on hip   hop as a movement, Boyd exclaimed that hip hop is “a social movement in and of itself” (16). Moreover,
         hip hop culture is “for all intents and purposes a modern-day social movement that
         forces us to redefine what we would normally allow as acceptable” with regard to popular
         music, popular culture, politics, and social struggle (18). Which is to say, the Hip
         Hop Movement, similar to the Black Power Movement in relationship to the Civil Rights
         Movement, extends and expands the African American movement tradition even as it obviously
         grows out of both the breakthroughs and setbacks of the Civil Rights Movement and
         Black Power Movement. Hence, instead of standing outside of the orbit of African American
         social movement history, the Hip Hop Movement—again, much like the Black Power Movement,
         as well as the Black Arts Movement and Black Women’s Liberation Movement—is part of
         a post-Civil Rights Movement tradition of African American social, political, and
         cultural movements that have “remixed,” if you will, conventional conceptions of African
         American popular movements by placing issues revolving around culture, education,
         women’s rights, homosexual rights, prisoner’s rights, animal rights, environmental
         rights, sexuality, and spirituality right alongside traditional issues surrounding
         racism, civil rights, social justice, American democracy, and poverty.
      

      
      Similar to Boyd, in Somebody   Scream!: Rap Music’s Rise to Prominence in the Aftershock of Black Power  (2008), Marcus Reeves argued that hip hop is a “community-based cultural movement”
         (ix). In the chapter titled “The New Afro-Urban Movement,” Reeves briefly detailed
         the early history of hip hop with a focus on “old school” rap (21–37). Essentially
         covering rap music’s roots in soul, funk, punk, disco, and electro, the chapter broadly
         sketched early rap history between 1975 and 1982 before giving way to a discussion
         of how early rappers such as the Sugarhill Gang, Kurtis Blow, the Funky 4 + 1, Afrika
         Bambaataa, and Grandmaster Flash and the Furious Five evolved rap from a “partycentric”
         music to a “streetcentric” or “ghettocentric” form of “anti-disco” and pro-black ghetto
         youth music that was “made to be heard  more than for dancing” (22–25, 36, emphasis in original). As with Watkins and Boyd
         above, Reeves believes that rap music and hip hop culture are representative of both
         a “black musical revolution” and  a “new Afro-urban movement” (35).
      

      
      Obviously, then, over the last two decades many hip hop scholars have hinted at a
         Hip Hop Movement, but curiously none has yet to fully explore the origins and evolution
         of the Hip Hop Movement or what the movement’s various popular musics (e.g., rap,
         neo-soul, and other forms of hip hop music) tell us about its distinct post-Civil
         Rights Movement and post-Black Power Movement popular culture, politics, and social
         justice agenda.[4]     It is one thing to make passing mention of a “Hip Hop Movement” and wholly another
         thing to map the movement, chart its changes, and chronicle its roots, not merely
         in previous black popular movements, but also in previous black popular musics and
         black popular cultures. The Hip Hop Movement challenges conventional conceptions of
         black popular movements in light of the fact that it is simultaneously a sociopolitical
         movement and  a musical movement, as it embodies both hip hop’s politics and  hip hop’s aesthetics.
      

      
      The five “remixes” (as opposed to chapters) to follow offer a critical theory and
         alternative history of rap music and hip hop culture by examining their roots in the
         popular musics and popular cultures of the Civil Rights Movement and the Black Power
         Movement. Moreover, the subsequent “remixes” reveal that black popular music and black
         popular culture have always been more than merely “popular music” and “popular culture”
         in the conventional sense and most often reflect a broader social, political, and
         cultural movement. For example, the spirituals registered African American protest
         during enslavement, the blues revealed African American desperation and resistance
         during the Reconstruction and post-Reconstruction years, and ragtime and jazz expressed
         the “New Negro” ethos during the New Negro Movement and Harlem Renaissance era.
      

      
      As the ensuing “remixes” will reveal, the soundtracks of the Civil Rights Movement
         and Black Power Movement often tell us as much about these movements as their most
         eloquent leaders and participants. And, for those who might balk at the assertion
         that music can illustrate as much about a movement as its leaders, participants, and
         other more political and cultural artifacts should bear in mind Ron Eyerman and Andrew
         Jamison’s contentions in “Social Movements and Cultural Transformation: Popular Music
         in the 1960s” (1995), where they stated, “In the 1960s songs contributed to a political
         movement, and were often performed at political demonstrations and collective festivals.
         Singers and songs were central to the cognitive praxis of these social movements,
         indeed, they may be central to all social movements in their formative stages” (451).
         Eyerman and Jamison continued, “During the early to mid-1960s the collective identity
         of what was then called The Movement was articulated not merely through organizations
         or even mass demonstrations, although there were plenty of both, but perhaps even
         more significantly through popular music. Movement ideas, images and feelings were
         disseminated in and through popular music and, at the same time, the movements of
         the times influenced developments, both in form and content, in popular music” (452).
      

      
      The   Hip Hop Movement  remixes the history of hip hop by using Eyerman and Jamison’s methodology and examining
         the ways in which rappers and neo-soulsters, among others, contribute to the “cognitive
         praxis” or, rather, the ideas and  actions of the Hip Hop Movement, which are expressed through more than merely rap
         music, but also the broader popular culture, politics, and micro-movements that rap
         emerges from. Similar to 1960s singer-songwriters, rappers contribute to a social,
         political, and cultural movement, and “often perform . . . at political demonstrations
         and collective festivals” (e.g., the Million Man March, the Million Woman March, the
         Millennial Anti-War Movement, Hurricane Katrina relief efforts, Haitian earthquake
         relief efforts, the Occupy Wall Street Movement, etc.). Indeed, many would argue that
         rap music, perhaps more than any other aspect of hip hop culture, helped to popularize
         the politics and social justice agendas of the Hip Hop Movement, and that as with
         “The Movement” of the 1960s hip hoppers’ collective identity, politics, and social
         agendas are “articulated not merely through organizations or even mass demonstrations,
         although there [have been] plenty of both, but perhaps even more significantly through
         popular music.” Moreover, as with “The Movement” of the 1960s, the Hip Hop Movement’s
         “ideas, images and feelings were disseminated in and through popular music and, at
         the same time, the movements of the times influenced developments, both in form and
         content,” in hip hop music.
      

      
      Where Eyerman and Jamison mostly focus on (ostensibly white) folk and rock music as
         expressions of “The Movement” of the 1960s, here my work focuses on the ways in which
         post-World War II black popular music not only reflected the politics and social justice
         agendas of post-World War II black popular movements, but also laid the foundation
         for the unrivaled relationship between rap music and the Hip Hop Movement. As Keli
         Goff argued in Party Crashing: How the Hip Hop Generation Declared Political Independence (2008), “Every generation is defined by something. For Americans born at the turn
         of the twentieth century, it was World War I. For their children, it was the Great
         Depression and World War II. And for their children’s children—baby boomers—it was
         Vietnam, Watergate, and of course, the Civil Rights Movement” (11). 
      

      
      For African Americans born at the turn of the twenty-first century Reagan, Bush, Clinton,
         Bush Jr., the war on the poor, the war on drugs, the war on terrorism, gang violence,
         crack cocaine, police brutality, the rise of the prison industrial complex, the Rodney
         King beating, the O.J. Simpson trail, the Million Man March, the Million Woman March,
         the lynching of James Byrd, the murder of Amadou Diallo, and the callousness surrounding
         Hurricane Katrina, among many others, all helped to define the Hip Hop Generation.
         And, as will be witnessed in “remixes” 1 through 4, just as classic rhythm & blues
         and rock & roll represented the “cognitive praxis” of the Civil Rights Movement, and
         just as classic soul and funk registered the “cognitive praxis” of the Black Power
         Movement, rap, neo-soul, and other forms of hip hop music embody the “cognitive praxis”
         of the Hip Hop Movement. Although, I would be one of the first to admit that the Hip
         Hop Movement is as similar to the Civil Rights Movement and Black Power Movement as
         it is distinctly dissimilar to these movements in light of the fact that it is a new, post-Civil Rights Movement and post-Black Power Movement form of black popular
            culture and black popular music-based politics and social movement.

      
      As will be discussed in greater detail in “remix” 5, in the most unprecedented manner
         imaginable, the Hip Hop Movement inverts the black popular music-as-an-outgrowth-of-the-black popular movement tradition and, perhaps, starts a new tradition, a new form of politics and social movement
         where future black popular movements may in fact spring from the alienation, cultural
         crises, political expressions, and social visions conveyed in black popular music
         in particular, and black popular culture in general. Commenting on the distinct historical,
         cultural, legal, social, and political elements that have defined or, rather, radically
         redefined the Hip Hop Generation, Goff insightfully explained:
      

      
         Unlike previous generations that were defined by one or two major cultural touchstones,
            the post-Civil Rights Generation cannot point to a single unifying experience. Instead,
            it has been shaped by a variety of cultural landmarks, some triumphant, others tragic:
            the war on drugs, the war in Iraq, 9/11, the rise of hip hop, the rise of Oprah, the
            deaths of Tupac and Biggie, and the presidential campaigns of Jesse Jackson and Barack
            Obama. What it has not experienced is legal segregation. This single fact has had
            a profound impact on the way the post-Civil Rights Generation views politics. . .
            . Post-Civil Rights black Americans are not defined by a universal social and political
            cause or movement as their parents and grandparents once were. Despite the best efforts
            of political strategists and the media to pigeonhole them, younger black Americans
            are staking out their own social and political identities. (12–13)
         

      

      When Goff wrote that post-Civil Rights Movement and post-Black Power Movement African
         American youth “are not defined by a universal social and political cause or movement
         as their parents and grandparents once were,” her words help to highlight the fact
         that the Hip Hop Movement registers as both an African American movement and an unprecedented  multicultural, multiracial, multinational, multilingual, and multireligious multi-issue
            movement (see “remix” 5). Indeed, the Hip Hop Movement is not concerned with a single “universal
         social and political cause or movement,” because it is preoccupied with myriad post-Civil
         Rights Movement, post-Black Power Movement, post-Women’s Liberation Movement, post-Lesbian,
         Gay, Bisexual & Transgender Liberation Movement, post-Marxist, postmodern, and postcolonial
         issues that, in many senses, transgress and transcend “old school” social movement
         models and political paradigms, African American or otherwise. As the first black
         popular movement to emerge in the aftermath of the Civil Rights Movement and Black
         Power Movement, the Hip Hop Movement simultaneously builds on and breaks with the
         politics and social justice agendas of the previous black popular movements. In many
         ways following in the footsteps of the militants of the Black Power Movement and Black
         Arts Movement, hip hoppers emphasize the political nature of black popular culture
         in general, and black popular music in particular. Hence, those who quickly quip that
         invoking a “Hip Hop Movement” is quite simply “hogwash” should bear in mind that the
         Hip Hop Generation is not the first generation of black youth to not only note the
         political nature of black popular culture, but also to earnestly attempt to use the
         politics and social visions embedded in black popular culture in the interest of cultural
         criticism, political activism, and social (re)organization.[5]     
      

      
      Rap and the African American Movement 
Music Tradition
      

      
      Over the last decade or so, there has been a great deal of discussion concerning rap
         music’s connections to post-World War II forms of black popular music.[6]     There have been scholarly studies of rap music’s poetics, as well as several
         books centered around the “politics of rap music” or, rather, “rap music’s politics.”[7]     Additionally, there have been studies that have examined the ways in which rap
         helped to revitalize the music industry at the end of the twentieth century, and other
         studies that have explored how certain forms of rap express regional culture, politics,
         and musical trends.[8]     In spite of these very often innovative studies, most work within the world of
         hip hop studies seems to only superficially treat the wider historical, cultural,
         social, political, economic, and aesthetic contexts from which rap music initially
         and more directly emerged. 
      

      
      Even in light of all of its sonic, semantic, and social innovations, it is important
         to point to rap’s musical and other aesthetic antecedents. Too often African American
         music is treated as though it exists outside of African American musical and other
         artistic traditions. This is not only unfortunate, it is extremely disingenuous, as
         it makes it seem as though each new form of black popular music is some sort of free-floating,
         “postmodern” sonic signifier, and not, as is most often the case, deeply connected
         to and undeniably indicative of the origins and evolution of African American musical
         history and culture. Therefore, in order to really and truly understand rap music
         much must be understood about the history, culture, and ongoing struggles of its primary
         producers: black ghetto youth in specific, and African Americans in general.
      

      
      In often unrecognized ways, the origins and evolution of rap music have actually come
         to be treated or, rather, ill-treated much like African Americans—especially, black
         ghetto youth—in mainstream American history, culture, and society. To return to the
         theme of my previous volume, Hip Hop’s Amnesia, there seems to be a serious amnesia surrounding the origins and evolution of rap music and the broader Hip Hop Movement
         that rap music reflects. Conceptually amnesia, which according to Merriam-Webster’s Dictionary means “a partial or total loss of memory,” offers us an interesting angle to revisit,
         reevaluate, and ultimately “remix” the origins and evolution of rap music and the
         Hip Hop Movement. 
      

      
      At this point it can be said with little or no fanfare that most work in hip hop studies
         only anecdotally explores the origins and evolution of rap music and hip hop culture.
         Consequently, hip hop studies stands in need of serious scholarly works that transcend
         the anecdotal and critically engage not only hip hop’s musical history, but also its
         intellectual, cultural, social, and political history. If, as most hip hop studies
         scholars concede, rap music reflects more than merely the angst and ill will of post-Civil
         Rights Movement black ghetto youth and white suburban youth, among many other youths,
         then a study that treats rap music as a reflection of the Hip Hop Generation’s—however
         “politically incorrect”—politics and social justice agenda is sorely needed. The Hip Hop Movement was researched, written, and remixed specifically with this dire need in mind.[9]    
      

      
      However, it should be sternly stated at the outset, The Hip Hop Movement is not merely about the ways that rap music reflects the Hip Hop Generation’s politics
         and social justice agendas. As the sequel to Hip Hop’s Amnesia, it is also a book about the amnesia surrounding the ways in which rap and other forms of hip hop music (e.g., neo-soul,
         reggaeton, gangsta rap, rock rap, metal rap, punk rap, rapcore, glitch hop, trip hop,
         krunk, snap music, and wonky music) builds on Civil Rights Movement and Black Power
         Movement popular music and popular culture. In Rap Music and the Poetics of Identity (2000), Adam Krims asserted that a full-length study of hip hop culture that “theorize[s]
         its embeddedness or expressive value within African American traditions” would be
         “eminently worth while” and a much-needed contribution to the literature on hip hop
         culture and rap music (2). But, he wrote, Rap Music and the Poetics of Identity “does not attempt to fill that gap” in hip hop studies. Hence, The Hip Hop Movement is not just another book about rap music
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