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      In 2002, when Alain-Philippe Durand first published Black, Blanc, Beur: Rap Music and Hip-Hop Culture in the Francophone World, France was the second-largest hip-hop market after the United States and a leading
         producer and consumer of hip-hop culture (Béthune 2003; Krims 2000). What was true
         then remains true now. Nearly twenty years after the publication of his first collection,
         Durand is back with Hip-Hop en Français: An Exploration of Hip-Hop Culture in the Francophone World. This collection of essays continues the dialogue about the importance and independence
         of Francophone hip-hop and addresses a question asked by the late Adam Krims in the
         foreword he wrote for Black, Blanc, Beur: “Why did a book as important as this take so long?” (Krims 2000, vii).
      

      
      While Krims’s question may be predictable from the perspective of those involved in
         hip-hop culture, it underestimates how challenging it can be to participate in the
         building of a cultural movement and simultaneously appreciate and chronicle the implications
         of what one is actually doing—let alone know what it will mean to the world in the
         future! In Hip-Hop en Français, Durand takes the opportunity to look back as well as forward and inward in order
         to critique some of the research and assumptions that scholars have made about the
         growth and culture of hip-hop from the 1990s and into the twenty-first century. He
         then challenges us to continue to keep it hip-hop by confronting many of the same concerns, questions, and hip-hop dreams unveiled
         nearly twenty years ago. Hip-Hop en Français considers the developments that have occurred and are occurring by offering a collection
         of essays that provide deeper insight into the heart of the Francophone hip-hop scene
         and its independence and solidarity within American and global hip-hop. The result
         is a comprehensive, thoughtful, complex, and insightful collection that represents
         the dynamism and determinism of French and Francophone hip-hop to uphold the fundamentals
         and history of hip-hop culture through hard-core questions and analyses.
      

      
      As a result, the collection convincingly demonstrates that real hip-hop is not an American import but rather an African American ideology about freedom and
         justice. At the core of hip-hop is the African American protest culture and the experience
         of descendants of slaves in America as well as those who settled throughout the African
         diaspora. Consequently, the heart of this book is that French hip-hop is embedded
         in the creative, political, social, and cultural norms of the young African and immigrant
         communities, where the goal is not to simply consume and imitate but to create and
         participate in the growth of hip-hop music, art, and culture. It resonates with hip-hop’s
         get in where you fit in ideology that considers the African American aesthetic as vanguard while not imperial.
         The result is a guidebook on hip-hop culture, Francophone style. This includes artistic
         elements, underground philosophy and ideology, language, culture, social and political
         activism, and the relentless quest for keeping it real (Morgan 2009; Morgan and Bennett
         2011). It also confirms the centrality and “holy ground” of the cipher, hip-hop’s
         version of the Underground Freedom School. The cipher is where artistic skills are
         learned, practiced, and evaluated and where knowledge and education that represent
         and benefit those in need—black and brown and oppressed young people—are exchanged
         and debated. In order to participate among African hip-hop artists in particular,
         there is a sustained critique of commercial gangsta rap lyrics and extreme sexualization
         that have been central to hard-core hip-hop culture and have historically represented
         (and, in some cases, analyzed) and (in too many others) glamorized the intersection
         of masculinity, dominance, and violence. As a result, hard-core hip-hop culture has
         been the historical target of global communities and has produced a contested relationship
         with local hip-hop cultures in the United States and throughout the world. Don’t be
         American. Be hip-hop. Get in where you fit in. Represent, build, come correct, keep it real,
            recognize.
      

      
      Hip-hop initially referred to artistic elements of (1) deejaying and turntablism;
         (2) the delivery and lyricism of rapping and MCing; (3) breakdancing and other forms
         of hip-hop dance; and (4) graffiti art and writing; and often a “fifth element”—knowledge.[1] Hip-hop knowledge refers to the aesthetic, social, intellectual, and political identities,
         beliefs, behaviors, and values produced and embraced by its members, who generally
         think of hip-hop as an identity, a worldview, and a “way of life” (Morgan and Bennett
         2011). One must remember that American hip-hop began as a critique of the country
         referred to as a jungle with “broken glass everywhere.”[2] The daughters, sons, and grandchildren of the civil rights and Black Power movements
         founded hip-hop in the United States. They came from the core of African American
         communities and social and political practice where music, critical narratives, irony,
         and wit are the fabric of the culture and a symbol of pride.
      

      
      As hip-hop culture developed, it identified the cities and regions that it claimed
         as its home. Moreover, the youth who fashioned art, culture, and politics were reared
         on endless tales of the American Dream versus the American Nightmare. They learned
         early that the Black Muslim leader Malcolm X was told by his high school counselor
         that he should not aim too high “for his own good,” that the police seem to serve
         and protect others, and that justice is directed at “just us” (Morgan 2009, 48). When
         in the early days of hip-hop, urban youth tossed cardboard boxes onto the streets
         of the Bronx, wrote their names in public spaces, unlaced and relaced their sneakers,
         refashioned their dress, reconstructed sound systems, and redefined synthesizers and
         mixers, they did so with the determination and creativity shared by abandoned and
         exploited youth who preceded them as well as those throughout the world that create
         with the materials the affluent discard.
      

      
      Likewise, African, Arab, and Caribbean youth in Europe heard the hip-hop culture chant
         “get in where you fit in” that welcomes everyone who wants to participate if they
         understand that hip-hop culture insists that you know, understand, recognize, and
         represent who you are, where you are, and where you’re from. As hip-hop developed
         into a global phenomenon, French hip-hop was already at the head of the movement.
         This was occurring in 2005 alongside the Paris uprisings, during which three weeks
         of riots of African and North African youth spread from the Paris banlieues (suburbs) to other parts of the country. Durand and most of this book’s authors acknowledge
         that early research and critiques of hip-hop reflected the confusion of some writers
         who were caught off-guard about the nature and value of the emerging hip-hop movement.
         Certainly, some journalists sensationalized and stereotyped hip-hop artists and followers
         and described them as criminals, and their lyrics, music, dance, and art as hedonistic,
         misogynist, etc. Fortunately, scholarly writings on hip-hop were authored by academics
         that grew up within the value system of hip-hop culture and ciphers, which requires
         high levels of skill evaluated by others demanding the highest standards, as well
         as by academic institutions expecting skills and more than opinions and the sensationalizing
         of well-worn stereotypes. These are the conditions under which the founding of the
         Hiphop Archive and Research Institute became so critical.[3] 
      

      
      During the twentieth century, while African American bodies were segregated into restricted
         zones of their own country, African American music, including blues, jazz, and later
         rock ’n’ roll and soul, traveled the world, shaping world music in ways that have
         yet to be fully acknowledged (Ramsey 2004; Lipsitz 1994; Mitchell 1996). Much of the
         world recognized that African American music and culture traveled when and where African
         American bodies could not. Farah Griffin argues, “Consider the ways that the American
         State Department selected jazz to represent national culture abroad during the Cold
         War, even as the government continued to deny black Americans full citizenship at
         home, or the contemporary global circulation of contemporary hip hop culture” (Griffin
         2004, 120). The French were well aware of all varieties of African American creativity,
         including musicians, visual artists, and writers who were exceptional at their crafts
         but had to endure racism and many forms of discrimination in America. Beginning in
         the late twentieth century, hip-hop music became the first African American music
         form to be created completely within the post–Civil Rights era. It has since continued
         its global journey—whose impact has been expanded and problematized in the late twentieth
         and early twenty-first centuries by processes of corporate globalization and new technologies,
         especially computer technologies—of musical production and distribution. Thus, French
         hip-hop is understood as vocation, lifestyle, and consciousness. It has always been
         about exposing and fighting injustice everywhere.
      

      
      Today there are hundreds, if not thousands, of websites devoted to hip-hop in different
         parts of the world. Each nation, each region, even each neighborhood in the world
         that represents hip-hop culture does so with a unique history. Yet much of hip-hop
         culture remains undocumented or underdocumented,[4] including the use of hip-hop culture to engage in the exposure of injustice and,
         in an ironic parallel, the use of hip-hop as the political, commercial, and even spiritual
         arbiter of national and international cultures. The most fundamental aspect of hip-hop
         culture is building solidarity. It was during the “golden age of hip-hop” in the late
         1980s and 1990s when America, France, and most of the world joined in confirming hip-hop’s
         founders, who were children of the civil rights and Black Power movements, and the
         individuals and organizations that represented it. Historically, many in the world
         have supported freedom movements and defiance against injustice from their home countries.
         Now, there is the hip-hop notion that the fight for justice and equality concerns
         us all.
      

      
      Today there are generations of past and present hip-hop followers, each believing
         that their teenage/young adult generation represented hip-hop culture at its best.
         These hip-hop heads are asking questions of the current generation with the expectation
         that there should be, would always be, change, but to keep it hip-hop. As Durand says,
      

      
      
         Consequently, eighteen years later, there is a definite need for another volume dealing
            with French and Francophone hip-hop cultures. . . . Moreover, the emergence of new
            scholars and artists as well as the global growth and transformation of hip-hop culture
            are reflected in the many changes and innovations that surfaced during the first two
            decades of the twenty-first century. (Durand 2002, xv–xvi)
         

         
      

      What Durand means by this is captured in the fourteen chapters of this book that cover
         the foundations and growth of hip-hop in the areas of creativity, production, performance,
         research, and analyses that helped create and confirm that it is not only a creative,
         social, cultural, and political force but is changing the local and global landscape
         as well. There are many genres of hip-hop. They each center around style of rhyme,
         content, flow, location, gangsta and hard-core themes, consciousness, mainstream society,
         and more.
      

      
      Hip-Hop en Français explores aspects and themes that have not changed and will probably always prevail
         because they have been at the core of hip-hop culture around the world for as long
         as hip-hop has existed. U.S. and global hip-hop heads have put into practice and expanded
         upon Frantz Fanon’s theory that an individual or group that “has a language consequently
         possesses the world expressed and implied by that language. . . . Mastery of language
         affords remarkable power” (Fanon 1967, 18). French hip-hop has not merely mastered
         hip-hop language and culture; it has helped develop and increase its discourse and
         language and formed new language to redefine its many worlds. It is the essence of
         WORD UP! Through their unprecedented global movement of art and culture, the citizens of the
         hip-hop nation have used their unique and collective aesthetic voices to both possess
         and transform the world, a process that has not merely “afforded” them power but that
         has also enabled them to produce new forms of power, beauty, and knowledge.
      

      
      Just as American rap crossed borders, French rap influenced artists in the rest of
         the Francophone world and inspired hip-hop scholars on both sides of the Atlantic
         representing various disciplines (African studies, anthropology, cultural studies,
         ethnology, French and Francophone studies, history, linguistics, musicology, psychology,
         and sociology). Contributors to this book discuss the history of French rap music
         from its origin to the present, the various artists and their groups, stage performances
         of the rap groups in Paris and Marseille, the art of graffiti, and the French public’s
         perceptions of rap music.
      

      
      In 1993, when hip-hop was in a state of growth and presence in the young world’s imagination,
         MTV and music videos were just becoming a powerful medium to introduce a record. I
         stood in a friend’s living room in awe as MTV Raps debuted “Le Bien, Le Mal” (The
         Good, the Bad) by France’s MC Solaar and the late U.S. hip-hop artist Guru. In the
         prelude to the video, Solaar telephones Guru to arrange a meeting. Each man is filmed
         in separate outdoor locations while talking to the other on their cell phones. MC
         Solaar is in Paris outside the metro and speaks to Guru in French using verlan—urban French vernacular that incorporates movement of syllables and deletion of consonants.[5] Guru is in a car near the New York/Brooklyn Bridge subway stop and uses hip-hop terminology
         and African American English (AAE) as he talks to MC Solaar (who, of course, not only
         speaks French slang but is a language innovator):
      

      
      
         Paris:

         
         MC Solaar (in French): It’s been a long time since we’ve seen Guru from Gangstarr.
            Wouldn’t it be cool if he came back to Paris?
         

         
         Friend: Yeah.

         
         MC Solaar: Let’s try to call him.[6] 
         

         
         New York:

         
         Guru (on phone in English): Hello, who dis? Solaar! What up, man? Yeah! No, I’m comin’,
            man. I know I’m late. Yo! Hold up for me, al(r)ight. Baby! I’m on my way now, al(r)ight!
            Peace!
         

         
      

      At the end of the conversation, Guru leaves New York to meet MC Solaar and descends
         stairs into the subway. When he ascends the subway, he is in Paris! Then the two begin
         their song about injustice in their respective cities and countries and the need for
         unity and a determination to fight for justice. Keeping it real!
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      Introduction

      
         
         
         Alain-Philippe Durand

         
         
      

      
      Hip-hop studies were not really a thing when I started my academic career in 1999,
         especially not in the field of French and Francophone studies. While specializing
         in the French contemporary novel, as a new assistant professor at the University of
         Rhode Island, I was ready to teach a wide variety of classes at all levels, most of
         which I had never taught before, such as French conversation. Looking for topics that
         would motivate students’ in-class discussions, I inserted a two-week introduction
         to French hip-hop in the syllabus. Fast-forward a few weeks later. I am sitting in
         the office, and the phone rings. It is the director of the university’s Multicultural
         Center: “Are you the professor who raps in his classes?” Little did I know that day
         would be the official start, not of a career in rap music, but of a new research interest
         in hip-hop. After I clarified that I was only lecturing on French hip-hop, the Multicultural Center director invited me to give
         a public talk on the subject, which, a few years later, resulted in a new course and
         a new book.
      

      
       Looking back to 2002, the publication year of my first edited volume, Black, Blanc, Beur: Rap Music and Hip-Hop Culture in the Francophone World, one can make two statements of facts. First, as many of us already knew in those
         days, hip-hop culture has continued to grow and develop in a multitude of ways, to
         the point of becoming and remaining a true global phenomenon. It is safe to say that
         in 2020 there is probably not a single country on earth where at least one element
         of hip-hop culture is not only recognized and embraced but also practiced and adapted
         to local customs. Second, the field of hip-hop studies is now firmly established,
         for the most part respected (at least in the United States), spreading throughout
         academic disciplines, and generating its own derivatives, such as Hip-Hop Based Education
         (HHBE) (Hill and Petchauer 2013; Durand, Milon, and Norton 2018). For example, in
         2013, we created a minor in Hip-Hop Studies at the University of Arizona and joined
         the growing ranks of American academic institutions truly committed (via specific
         programs and research centers) to the field, such as the Hiphop Archive and Research
         Institute (HARI) at Harvard University, the Institute for Diversity in the Arts and
         Committee on Black Performing Arts at Stanford University, the Cornell University
         Hip Hop Collection, or the Laboratory for Race & Popular Culture at the University
         of Colorado, among others (Durand 2019). Furthermore, while at the beginning of the
         twenty-first century it was certainly not a good idea or was highly risky at best,
         especially in departments of modern languages, for pretenure assistant professors
         to conduct research or present themselves as hip-hop scholars, it is now much more
         accepted and respected, and there are many hip-hop scholars working in various disciplines
         across the board in American universities.
      

      
       I would argue that the most striking change since 2002 and the publication of Black, Blanc, Beur—back then the first book-length study of French and Francophone hip-hop culture written
         in the English language—is the dynamic development of research projects and therefore
         the appearance of an entire new generation of scholars (many based in the United States)
         interested in and actively presenting and publishing works dealing with non-American
         hip-hop cultures, such as Catherine M. Appert’s In Hip Hop Time: Music, Memory, and Social Change in Urban Senegal (2018); Eric Charry’s Hip Hop Africa: New African Music in a Globalizing World (2012); Ian Condry’s Hip-Hop Japan: Rap and the Paths of Cultural Globalization (2006); Adriana Helbig’s Hip Hop Ukraine: Music, Race, and African Migration (2014); Felicia McCarren’s French Moves: The Cultural Politics of le hip hop (2013); Milosz Miszczynski and Helbig’s Hip Hop at Europe’s Edge: Music, Agency, and Social Change (2017); Halifu Osumare’s The Hiplife in Ghana: West African Indigenization of Hip-Hop (2012); Derek Pardue’s Ideologies of Marginality in Brazilian Hip Hop (2008); and James G. Spady, H. Samy Alim, and Samir Meghelli’s Tha Global Cipha: Hip Hop Culture and Consciousness (2006), to only name a few examples of representative works. There are many more
         articles and book chapters, as well.
      

      
      One anecdote can best exemplify the significant increase in the last twenty years
         of researchers based in American institutions of higher learning who publish studies
         in the English language dedicated to hip-hop culture outside of America. Out of the
         ten contributors to the volume Black, Blanc, Beur, only one was not French or Quebecois, and eight were working for French or Quebecois
         academic institutions. Finding contributors working on French and Francophone hip-hop
         based in North America who were capable of writing in English on the relevant topics
         was extremely difficult at the time. Accordingly, seven out of the ten contributions
         had to be translated from the French original. Hip-Hop en Français, however, is a testimony to the arrival of this new generation of scholars who are
         creating and growing a vibrant French and Francophone hip-hop studies community on
         both sides of the Atlantic. In this volume, one finds a total of fourteen original
         contributions, including seven authors based in the United States and four who participated
         in 2002.
      

      
       Consequently, eighteen years later, there is a definite need for another volume dealing
         with French and Francophone hip-hop cultures. Indeed, in the same way that new scholars
         researching hip-hop have become visible, new and upcoming French-speaking hip-hop
         artists have been taking center stage in all of the main elements of the culture,
         be it MCing/rapping, deejaying, B-boying/dancing, or graffiti art.[1]   Moreover, the emergence of new scholars and artists as well as the global growth
         and transformation of hip-hop culture are reflected in the many changes and innovations
         that surfaced during the first two decades of the twenty-first century. As with their
         predecessors, the new hip-hop generations—regardless of whether they create, produce,
         perform, research, analyze, or consume—are profoundly inspired and affected by inventions,
         trends, and tools that barely existed (if at all) twenty years ago: music streaming;
         online audio distribution platforms; podcasts; high-technology wireless headphones;
         and affordable, powerful cell phones, minicomputers, tablets, and other high-tech
         equipment, such as Digital Audio Workstations (DAWs) and software sequencers, but
         also social media, HHBE, and urban literature, among other things.
      

      
      That said, there are aspects and themes that have not changed and will probably always
         prevail because they have been at the core of hip-hop culture around the world for
         as long as hip-hop has existed. One can think of the eternal quests for identity,
         authenticity, legitimacy, and the dilemmas or paradoxes that reign in hip-hop culture:
         What is considered true or pure hip-hop? When and how does one cross the line and
         sell one’s soul to the devil? Is signing with a record company or an agent buying
         into a system? Is it possible to leave one’s community and still legitimately represent
         it? Do races, social classes, and languages or dialects play a role in consecrating
         and legitimizing hip-hop artists? One can also think about the common themes of social
         justice, migrations and oppressions, colonialism and post-colonialism/postcolonialism,
         terrorism, race and gender, love and hate, and wit and multilingualism that still
         dominate the worlds of hip-hop nowadays.[2]  Additionally, one should recall that, yesterday and today, all around the world,
         there is no hip-hop without a spirit of business and entrepreneurship, a devotion
         to high-tech innovation, battles for supremacy, and marks and defenses of territories,
         concrete or symbolic. Are rappers businessmen and -women? Was hip-hop better at
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