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ABSTRACT

“Ghetto Feminism: Neo-Black Feminism for the Black
Hip-Hop Generation(s)” is a feminism that addresses the
simultaneity of race, sex, and class oppressions that
subjugate black people of the hip-hop generation who reside
in the urban ghetto or ghetto like conditions. It 1s a
feminism that deconstructs the hypersexualized, racialized
and classist representations of black people in hip-hop
culture. The goal of this feminism or feminist thought 1is
to raise the black hip-hop generationer’s critical
consciousness in order to encourage resistance to distorted
images of themselves. Continuing with the tradition of
multivocality or heteroglossia®, Ghetto Feminism wuses
poetry, scholarly essays, and prose to create a “speakerly
text” that can speak to all people, but most importantly
the people that this project is written for: the hip-hop
generation(s). In six chapters divided into three parts the
essays and poems critique and deconstruct the
representation of commercialized hip-hop culture and
monolithic mass-produced rap, the hypersexualized,
colonized black female body, and the pathologized black

male sexual predator. Ghetto Feminism 1is another voice

In the translated text The Dialogic Imagination: Four Essays, Mikhail
Bakhtin, Russian literary theorist introduces the concept of
heteroglossia and multivocality in texts.




among many
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reclaim

their
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SHOUTOUTS

Many people have played an instrumental role in the
development of this project; these individuals have been
there during the conception of this fledgling intellectual
and her ghetto feminist thought; they helped produce a
ghetto feminist insurgent black intellectual. To keep with
the tradition. of hip-hop culture I have to give "“shout
outs” to acknowledge these nurturers, supporters, and
believers of my dreams and me. To my fam in pvd: Ma, Earl,
Channing, and Granny, my endless inspiration, we did it and
to all those people who said we couldn’t, fuck em; the
Hamricks, Henleys, Maynards, Morrises, Fayanjoulas and
Bakers, thanks for always being there; my mentors Gene
Booth and James Vincent thank you for the encouragement;
SPDC and RICHR thank you for the opportunities to foster
the drive and determination; Ms. Neidz for helping me
write; Mr. Cartier for introducing me to my voice, which
was poetry; My girl Betty thank you for keeping it real I
hope we forever keep in touch; and Dr. Heacock and the
Butler Hospital Partial Program Staff would I be here
without you.

To my Colby fam: Lyn Brown, who helped me formulate my
ideas for ghetto feminism; Pam Thoma, my confidant, friend

supporter, the one who introduced me to my passion,



because they are smoking the hydro or drinking the hypno to
pretend that they are living the “American Dream” in order
to subdue the pervasive nihilism in black America. These
nihilistic behaviors, attitudes and tendencies are aiding
in the destruction of a community. But as Lauryn Hill
states, "“we’ve got to destroy in order to rebuild,” and
this is what ghetto feminism seeks to do.

Inspired by Ntozake Shanée’s choreopoem for colored
girls who have considered/suicide when the rainbow is enuf,
Ghetto feminism is the voices of those colored girls in the
urban ghetto or in ghetto like conditions of the hip-hop
generation, who are “dark phrases of womanhood / of never
havin been a girl.” Ghetto Feminism seeks to “sing a black
girl’s song / [to] bring her out / to know herself / to
know you.” It seeks to show black girls and women that they
are not ghouls or jokes as videos and other commercialized
forms of black popular culture portray them. They are not
borne into this world to make the world laugh at their
mistreatment and dismay. But Ghetto Feminism seeks to re-
member not only the black woman’s fragmented body, but also
the black man’s fragmented body, and the severed black
comm(unity). It seeks to deconstruct and not pathologize
these highly racialized, sexualized and classist

representations of black men and women of this particular



feminism; Margaret McFadden, my kindred spirit, amazing
role model and greatest intellectual and human being I have
ever met who always “keeps it real”; Cedric Bryant, who
always taught me that every word has meaning so one should
use them economically, I have no words to define or
describe how wonderful a professor and tutor you have been
helping me perfect the articulation from thought to paper;
Mark Tappan, who has gone out of his way to help me
accomplish my dreams and goals; Cheryl Townsend Gilkes,
whom I will always be grateful for helping get me through
that rough sophomore year, thank you for watching over me
and praying for me then and now; Jan Munrce and Joan
Lietzer, I don’t think I could’ve gotten through the Colby
experience without you, thank you for helping me learn and
understand myself; My family in Personnel and the Stantons,
you are a god-send; my friends who have never judged me,
betrayed me and accepted me for who I am, but especially
Donte Tates, Javanese Bailey, Lee Rankin, and Shapel
Mallard who have believed in me, loved me and cared for me
in my time of need, you have been my encouragement
listening to my poems, developing thoughts, and essays:
Christina Terrell, Erin Hill, the SOBHU crew, EVE, and
Poets Rest, thanks for the good times, good laughs and

memories. To my one and only, Tamika Gambrell, thank you
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for getéing to know Chyann beyond her fac¢ade, I thank you
for loving me and, God permitting I hope it will be this
way forever.

To bell hooks, Michael Eric Dyson, Cornel West, Kevin
Powell, Beverly Guy-Sheftall, Johnetta B. Cole, Patricia
Hill Collins, Michele Wallace, BAlice Walker, Joan Morgan,
Ntozake Shange, Sarah Jones, Bikari Kitwana, Todd Boyd, and
other black public intellectuals and scholars who have
shown me that there is a place for people like me, thank
you endlessly.

To save the best for last, my Supreme Being, thank you
for being my Alpha and Omega. I worship you and not
religion because you have listened to my fears and dreams
making them all possible. You have gotten me through the
depths of despair and have saved me from death multiple
times. You have taught me that I have a purpose in life and
with you my path will be straight to carry out my
predestined fate. Thank you for blessing me with a disease
that has at often times been debilitating but has given me
insight and creativity to develop such a unique project.

And before I forget, to all ya’ll haters, "“fuck ya’ll
get a job, you got too much times on your hands, fuck a
dime,” I’'m a senior scholar holler. Thank you, for without

you I would never have anyone to prove wrong because as the



greatest ghetto prophet says: “people fear what they can’t
understand, hate what they can’t conquer, guess that’s just
the fury of man. So you can hate me now, cause I won’t stop

now, cause I can’t stop now, so you can hate me now.”

1 luv,

Chyann “muff” Oliver, Ph.D to be



“Ghetto Feminist”

I am a ghetto feminist

I ain’t one of those middle-class white girls
from suburbia

Walkin and talkin

about equal wages

When I am half of their equal

I am a part of that 3 wave movement

Cuz this feminist shit goes through stages

I ain’t about burnin my bra

Cuz in my life, I need a ‘lil wonder
Under certain circumstances

Instead, I burn my Timbs and Tommy

I burn the records that disrespect me

I burn all, well some, of my hoochie gear,
But

I am sincere about this movement

I wanna break free of these Manacles

That have captured me

I wanna immerse myself in a truth that enraptures me

I am a ghetto feminist

A reaction to the production of white capitalism
And the consumption of black miseducation

And fictitious emancipation

Which constructs the

Commencement of incarceration

I am a ghetto feminist

Informed about my people and our struggle
Worried about surviving eugenics

Cuz racism is no longer generic like it used to be
The plan is to get all us colored folk dismissed
Before we can resist you

But remember 5-1 1

Has shown you

What you white boys

in blue

have done

to spill

our red blood

Which one is patriotism?

My theoretical rhetoric
Is from observing my people



Using a street dialect
Is how we can connect

As a ghetto feminist

I address issues my sistas face
Concerning my bruthas who abuse us
And misuse us in their videos

Cuz we are their tools

Helping become their hos

Or their whores

Sshit, it is their duty to do us
Bcuz we are their chores

They lose all of their direction
With the onset of an erection

And the image of their reflection
From their platinum guides them
To sell out even more

And then who is the whore?

I am a ghetto feminist

A sista

Dually educated

Highly venerated

Even with my finger pointin

My neck snappin

Hand on my hip

And mouth yappin away

I am a ghetto feminist

As Womanist and as ghetto as I can be
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INTROCUTION
WHOSE FEMINISM IS THIS?

Ghetto Feminism: Neo Black Feminism for the Black Hip-
Hop Generation(s),’ is a feminism that addresses the
intersectionality of oppressions, such as racism, sexism,
and classism, among other oppressions, that are
inextricably liked together to subjugate and subordinate
black women, men, and children of the hip-hop generation(s)
who reside in the ghetto or ghetto-like conditions. The
hip-hop generation, or the post-civil rights generation, 1is
the generation that Bikari Kitwana refers to as the
individuals born between the years of 1965-1984. These
individuals are the first to grow up without a prominent
black leader, instead, they came of age with hip-hop
culture, which was a culture of resistance and reclamation
of communities that were ravaged by the federal
government’s good intentions.

Since people of the African Diaspora create and
dominate hip-hop culture, and more specifically, rap music,
hip-hop has been recognized as a culture and a music that
18 expressive of the black experience in not only the
ghetto, but also in America. Rap music began as an art form

that narrates and imitates life. However, once rap became

" I use the word generations as opposed tc generation to refer to
multiple generations of blacks that continue to come of age in the eras
of hip-hop culture, which continues to expand and evolve.




commercialized and the voice of egregious vioclence against
women, men, and children; recreational consumption of
alcohol and illicit drugs; and the conspicuocous consumption
of luxury cars, haute couture clothes, platinum and diamond
jewelry, and expensive tennis shoes, which became the
formula for ™making it” while faking it, the culture and
the art form became an exploited form. The commercialized
music and culture became the dominant voice and anything or
anyone that deviated from this norm and did not follow the
formula was not and is not heard. They are rendered silent
much like the women, men and children who are disrespected
by the commercialized rappers that they worship who "“made
it” by “selling out” their community and people.

The former ghetto griot or urban preacher is now the
voice of white supremacist capitalist patriarchy, which
creates a commercialized art, which portrays this new
lifestyle of the ghetto and famous that most fellow black
urbanites or blacks in similar conditions 1imitate. The
result of this imitation is a bunch of “hood rich,” “ghetto
fabulous” “niggas” and “bitches” who “live in the video” or

“in da club” where everyone has sex and can not make love

° I use the phrase “live in the video,” a phrase that I created, to
define or explain this phenomenon where blacks in the urban ghetto and
ghetto like areas emulate the lifestyle that “hood rich” rappers
portray in the rap videos. This glorification of “ghetto fabulous
living” confines black people to the physical ghetto and the mental
ghetto.



because they are smoking the hydro or drinkinq the hypno to
pretend that they are living the “American Dream” in order
to subdue the pervasive nihilism in black America. These
nihilistic behaviors, attitudes and tendencies are aiding
in the destruction of a community. But as Lauryn Hill
states, “we’ve got to destroy in order to rebuild,” and
this is what ghetto feminism seeks to do.

Inspired by Ntozake Shanée's choreopoem for colored
girls who have considered/suicide when the rainbow 1is enuf,
Ghetto feminism is the voices of those colored girls in the
urban ghetto or in ghetto like conditions of the hip-hop
generation, who are “dark phrases of womanhood / of never
havin been a girl.” Ghetto Feminism seeks to “sing a black
girl’s song / [to] bring her out / to know herself / to

”

know you.” It seeks to show black girls and women that they
are not ghouls or jokes as videos and other commercialized
forms of black popular culture portray them. They are not
borne into this world to make the world laugh at their
mistreatment and dismay. But Ghetto Feminism seeks to re-
member not only the black woman’s fragmented body, but also
the black man’s fragmented body, and the severed black
comm(unity). It seeks to deconstruct and not pathologize

these highly racialized; sexualized and classist

representations of black men and women of this particular



generation(s). It seeks to foster some type of “gender
talk,” between black men and women, which Johnetta B. Cole
and Beverly Guy-Sheftall discuss, that could help fuse the
severed comm(unity).

I use the term Ghetto Feminism as opposed to hip-hop
feminism because I do not agree with the self-proclaimed
hip-hop feminist Joan Morgan, who in her book, When
Chickenheads Come Home to Roost: A Hip-Hop Feminist Breaks
it Down, claims to create a feminism that "“fucks with the
grays.” She creates a feminism in which black women who are
a part of hip-hop culture and love rap can check black men
on their sexism and miscgyny, which, in fact, she enacts.
However, 1in the end of her hip-hop feminist declaration,
she chastises Ms. Chicken for taking all of the good black
men away from the good black women like herself because the
good black men sow their oats with these 1licentious
chickens. Morgan condemns Ms. Chicken instead of her
“chickenhead” like behavior or the power relations which
cause Ms. Chicken to behave in such a manner. In her letter
to Ms. Chicken Joan berates this particular “ho” and leaves
her in hoedom, while she derides her with fellow good black
men; Morgan does nothing to help her fellow sister. Morgan
simply confines black women to this neo-black virgin/whore

dichotomy, that I call the “good black woman”/“chickenhead”



dichotomy, that solidifies the patriarchal structure in
which black male patriarchs continue to subordinate black
women who are busy competing with one another for approval
from black males. Ghetto Feminism acknowledges that there
are licentious men and women who are affected by buying
into racist, sexist, and classist representations of
themselves, but it does not seek to outcast them but to
foster true solidarity and help uplift “chickenheads” and
“niggas” who are weak structures.

Ghetto Feminism 1s heavily influenced by other
feminist theorists such as bell hooks, whom I cite multiple
times in this project, in addition to other black feminists
such as Patricia Hill Collins, Alice Walker, Beverly Guy-
Sheftall, Johnetta B. Cole, and Michele Wallace who have
also helped construct this ghetto feminist thought.
However, Ghetto Feminist thought 1s also shaped by
“comrades 1in the struggle” such as Michael Eric Dyson,
Kevin Powell, Bikari Kitwana, and Cornel West. These
scholars and public intellectuals have taught me to try to
“talk back” and “speak in tongues,” which is what I try to
do with a dialogic text of scholarly essays, prose, and
poetry.

This project is constructed of three parts, all

entitled: whose...is this? I pose the guestion of the




possession of the culture, “pussy,” and "“nigga” because
black culture, community and identity has often been taken
away from us and instead we are fed mass-produced images
and representations of ourselves. I use the term “pussy” to
refer to women because black women are fragmented pieces of
a person whose bodies are often colonized. I use the word
“nigga” to refer to the Dblack male Dbecause the
representation of black male§ is thought of as an image
that black males control, this “realest nigga” persona, but
much like the black woman, the nigga is a distorted
representation serving as a “nigger” for “daddy.”

Within each part, there are two chapters. Part one,
Whose Culture is This?, contains chapter one,
“(Dis) (Re)membering the Ghetto: From Multivocality to the
Myth of the Monolith,” which gives a background about the
origins of hip hop culture and rap music and how it has
become commercialized. The second chapter of part one is
“'Eating the Other’: White Consumption of the Underclass A
La Carte,” which addresses white suburban kids consuming
the distorted images of black people in hip-hop culture. In
Part two, Whose Pussy is This?, chapter three “This Bridge
Called My Pussy,” discusses the derogatory use of the word
“pussy” in rap lyrics that black men use to colonize and

possess black women, their sexuality, and their commodified



vaginas. In chapter four, “Wenus: The Black Beauty/Booty
Myth” I address the lyrical fragmentation and
commodification of the black female buttocks that is
analogous to the European’s fragmentation and
commodiciation of the “Hottentot Venus.” In the final part,
Whose Nigga 1s This?, I discuss the stereotypical, highly
sexvalized images of black males in rap lyrics that confine
them to being nothing more than pathological sexual
predators, in chapter five, "“Phallacy of the Patriarch.”
Finally, in chapter six, “'Killing Me Softly’ The Remix: R.
Kelly,” I focus on the sexist and misogynistic messages
that the crooner disseminates and why black people as a
whole continue to purchase his music.

In addition to the essays, there are ten poems that
introduce each section and chapter. The poems are a way to
“talk back” to the texts, and to show the multivocality of
the project that comes out of and is about the culture that
consisted of heteroglossic speech. Concluding each chapter
is a requiem or a poem and song about the death of the
culture and its women and men who all commit suicide to
free themselves from these distorted representations that
commercialization has helped produce. With the aid of the
poems and requiems, the project seeks to reach multiple

audiences, most importantly my fellow urbanites and hip-hop



generationers because I am one voice of many that shall

resonate for all to hear until change is made.



“What is Black Culture, Culture Black?: Rebel”

What is Black culture

Culture black

Hip-hop was progressive

But mass production is holding us back

We regressing to oppression

Cause we undressing the soul

Cloaking the spirit with platinum and designer clothes

Jacob the jeweler has frost and bound your wrists
Designer shackles link you together so you can’t resist
Chain you down to your Coach

That transports you to the project block

Or the auction block

Where the buyers flock

to watch

you

shake it fast

in your Double G’s,

in your Louis V’s

in your Nikes

in your wheat trees

in those name brands that brand your ass

while you on the platform getting them to spend that cash

for buyers who watch the specimen

gyrate and grind their hips

voyeuristically rape her with rap that covers her lips
silences her and whispers in her ear: “Shush shorty don’t
be scared, don’t be afeard,

just promise that you won’t tell

we’re using you to bear more seeds that will sell

our products that will improve your living and make you
well”

so her belly swells

just like the ocean that brought us here

And in nine months she produces Trojans

That could’ve prevented the sowing of the seeds

But she breeds the soldiers

That feed off her breasts that they use to make CREAM
But even those who are lactose intolerant

Still consume

They imbibe

The white man’s creed




Where all it takes now
Is 50 cent to attain the dream

Who’s left to sew the seams
To mend her womb that Nas zooms 1in
But Dr. Dre can’t cause he ain’t an OBGYN

So now we got loose women

A ghetto girl’s rite of passage is a part of the tradition
Little girls that grow up to be chickens

With little boys who are taught to prey

Like Jay-hova who tells them to hunt these pigeons
break their legs

To get them in the missionary position

To shoot and fire until they complete the mission
Where a pussy becomes the ignition of an expedition
It may take one key but everybody can ride

Even the scrub on the passengers side

Who ask her if they can come inside her hotel

Where R. Kelly and Cassidy tell hos:

“"Girl you wanna come to my hotel

Baby I don’t care if you are 14,

I’m feelin the way you carry yourself girl
And I wanna get with you cause you a preteen,
So if you wanna come to my hotel

I ain’t gonna ask for ID,

we’re having an after school party,

Checkin out six in the morning”

Little boys that try to get “their grown man on”
By singing sweet nothings

Cause little girls mean nothing to them

Maybe they can be a wifey

Just an accessory

From the project menagerie

Words can’t set them free

Cause they serve to confine

Even the realest niggas

Can’t get from behind

The 18 bars

The same ones that Reagan had begun to put them in
Then George Bush

Then George Bush

Then Pepsi

Then Crack

Then Coke

10



Then Hypno

Then Hydro

Then Reebok

Then Nike

Via-com(mericalization)

And on the Channel that is so clear

We hear

That niggas got big dicks

To rape black chicks

And are rewarded to put us in our places
Remind us that we are the underclass

And no matter how much money

We will never pass

Cause green is not white

There’s not enough ice to frost our skin
So we need to shed it to reclaim our kin
Bring the culture black

Bring the love black

Bring the heart black

Bring the art black

We can make it the ending

We can make a new start

So fuck what these corporations want us to sell
In order to get to heaven we’ve got to escape from hell
So rebel

Rebel

Rebel

Rebel

Repent

The day is far too spent

Rebel

Or are you satisfied

Are you satisfied

Rebel

1M
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“Signifying Culture”

In this world

Prophets now profit

From prophecies

The future is foreseen by the elite

Or hind

Sights

Along with their heights

Set way above faren

Using their three hundred and sixty degress
To scorch us

Leaving us in a world that is already barren

Now we look to rappers for salvation
Cuz the elite

With their

Million dollar educations

Can’t help us

Unless we are branded with:

In God We Trust

Now we are left to suffice

In a world where HOVA’s crosses of ice
That he paid for thrice

Are to soothe and heal these burns

As we yearn to discern

From this fantasy

And reality TeeV

Where this devolution will be televised
As we sit and watch our demise

With the stars in our eyes

On B.E.T

But we can’t BET on “Bobby Jones’” Gospel Hour
Cuz he doesn’t have the power to set us free
From corporate globalization

And conglomeration

Or the exploitation of colored folks

And those that can’t afford pauperization

And this is the change that we slaved for
The change that we paid for

This makes no sense

Cause we converted it into tokens

That take us on a ride

Where ideclogies collide

13




Instead of coalesce

So now as a people we just digress
In the name of success

Where culture is capitalized
Instead of cultivated

Its equated with money

In this land of milk and honey
This shit 1s funny

You know

Like a

A modern day minstrel show
With niggas in black faces
Actors take your places

In the projects

In the clubs

Your bentley on dubs

Bitches shake your ass

Niggas hold up your glass

And sip on some Hypnotic

Smoke your philly filled with chronic

And get all demonic

R. Kelly’'s calling all 14 year old girls get all erotic
And move your body like a snake ma

For fake niggas

Who rhyme about pulling triggers

Just to earn six figures

Celebrate your predetermined fate

The .scripted lives

You all imitate

Emulate

Poverty and homocide

That is commodified

And rape and misogyny that is exoticized
Cause this is culture diversified
These are black people commercialized
This is black culture bastardized
This is culture black infantilized
This is signified as black culture
Let’s rewrite these lines

14



CHAPTER ONE
(DIS) (RE)MEMBERING THE GHETTO: FROM MULTIVOCALITY TO THE
MYTH OF THE MONOLITH

Rap, hip-hop’s cultural art form, began as a form of
resistance to ghettoization and nihilism, as well as a
reclamation of space and identity through multivocality,
but it has become co-opted by commercialized rap. The media
presents this commercialized form of rap as a monolithic
art form instead of a subgenre. As a consequence of this
co-optation, the selected margin(alized) have become the
center. The center’s voice, instead, 1s suppressed, and
silenced only allowed to speak in and with the cultural
colonizer’s dominant, native tongue that seeks to further
dismember hip-hop culture and its comm(unity).

The urban ghetto, the concrete jungle, the place of
crime, poverty, drugs, AIDS, and joblessness, the site of
the detonation of the nuclear black family, which houses
and breeds the realest “niggas” and “bitches,” is courtesy
of the federal government. Using the guise of
suburbanization, ghettoization was a project, much like the
housing projects that poor Blacks and Latinos were
temporarily supposed to reside in. It was a project whose
goal was to 1solate, concentrate and then eliminate the

social maladies of the day: the poor Blacks and Latinos,

15



the welfare queens, the free-basers, the uneducated, 1in
essence, all of the socially inept and disabled.

The first stage of suburbanization began with
President Herkert Hoover, in 1931. In the President'’s
National Conference of Home Building and Home Ownership,
President Hoover proposed a plan which would increase home
ownership for families by the following: decreasing the
cost of home construction, préviding lower interest rates
for home seekers, proving long-term mortgages that were
amortized, as well as providing housing for low-income
families.! Even after his reign as president, the vision for
decentralization continued with President Franklin Delano
Roosevelt and his New Deal “alphabet soup” legislation.

The FDR administration 1is responsible for passing
legislation, which would change the face of home mortgaging
and financing. The Home Owners Loan Corporation, more
commonly referred to as the HOLC, erected 1in 1933, was
initiated to prevent the foreclosure of homes. What this
corporation is well known for is its system of appraisal,
which rated the security of neighborhoods by number, color,
and letter. The first security grade was designated as one,
green, and A. The first gradé was almost always a WASP

neighborhood, which was considered a good place to live.

! Kenneth T. Jackson, Crabgrass Frontier: the Suburbanization of the
United States (New York: Oxford University Press, 1985) 191-195.
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The second security grade was designated és two, blue, and
B, which was characterized as a still desirable
neighborhood. The third security grade was designated as
three, vyellow, and C, referred to as an area that was
“definitely declining.” And, finally, the fourth security
grade, was designated a four, red, and D, which was usually
an all black or mixed area with immigrants who were poor.
The inhabitants in the designated red areas were ineligible
to receive home loans to prevent foreclosure simply because
the red areas were a high investment risk. The exclusion of
these poor blacks and immigrants from receiving loans was
popularly known as “redlining.”?

Similarly, in 1934, the Federal Housing Administration
(FHA) <continued to pursue the goals of the FDR
administration by continuing with the process of home
appraisal determining the eligibility for those individuals
seeking homes. In comparison with the HOLC, the FHA used a
system of appraisal to prohibit poor blacks and poor
immigrants from obtaining loans to prevent foreclosure. The
FHA is well known for 1its “restrictive covenants” between
the FBA and mortgage companies, which excluded blacks from
moving from the impoverished areas into more “livable”

areas that were predominately white.

? Jackson 196-203
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Likewise, projects such as the Urban Renewal also
referred to as "“Slum Removal,” which was really ™“Negro
Removal” as David Hilfiker notes, continued to further this
project of isoiation and exclusion.’ This renewal or removal
was a two-part construction: The Wagner Act of 1937 and the
Housing Act of 1949. The first act destroyed the
dilapidated homes’ and the second act provided “temporary”
housing for the remnants of the ghetto. Other governmental
projects such as Eisenhower’s Interstate Highway Program
beginning in 1956, which constructed highways through the
heart of the city, bisecting or segregating the poox areas
from the less poor, fu;thered the isolation and
concentration of poverty.’ As the ghetto waxed and waned
during the various presidential administrations, it reached
its nadir during the Reagan/Bush era of "“Trickle Down”
economics, New Federalism, the strict enforcement of Law
and Order, and a “return to normalcy” or pious morality.6
The Reagan era can be summed up by its overt racism,

sexism, classism, homophobia, nativism, and xenophobia.

3 pavid Kilfiker, M.D., Urban Injustice: How Ghettos Happen (New York:
Seven Stories Press, 2002) 7.

" for every ten homes destroyed one unit of housing was erected to house
the former inhabitants of the destroyed homes; Hilfiker 7.

* Hilfiker 8.

¢ Herman Gray, Watching Race: Television and the Struggle for Blackness
(Minneapolis: University of Minnesota, 1995) 14-50.
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The result of this federally sponsored ghettoization
was joblessness, which is characterized as the
disappearance of work in urban ghettos because of the lower
rental property and a less threatening environment in the
suburbs. The disappearance of work was also a result of
cheaper labor abroad as well as the disappearance of
workers in the formal labor market. The other results of
ghettoization were concentration of poverty because of
joblessness and individuals with a decreasing sense of
self-efficacy, or a desire to believe that their efforts to
change the structural impediments or their social
conditions is futile.’

These 1impoverished blacks who reside in the
dilapidated urban ghettos that produce a culture of
ineptness, and moral and social decay are the individuals
below the class line. “These people” have no chance or
ability to ascend the social ladder, thus, they will never
attain the “American Dream.”® The so-called “underclass” are
people pathologized by liberals and conservatives alike.
The “underclass” have succumb to nihilism.

Prolific writer, philosopher and social critic Cornel

West defines nihilism as not only economic despair or

’ William Julius Wilson, When Work Disappears: The World of the Urban

Poor (New York: Vintage Books, 13896) 44-144.
TWilson 176.
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deprivation and political disenfranchisément,- but also
“psychological depression, personal worthlessness, and
social despair [that is] so widespread in black America.”’
Although this debilitating disease cannot be cured, and
even when treated the symptoms can reoccur, "“there is a
chance for conversion-a chance for people to believe that
there is hope for the future and a meaning to struggle.”'®
These symptoms cannot be treated with rhetoric either from
the liberal structuralists or the conservative
behaviorists, but both in order to eradicate the white
supremacist ideological laden institutions, as well as the
suicidal behavior, which is a consequence of the historical
and current structural impediments that the conservatives
pathologize. These symptoms can be treated and prevented by
attacking the sense of self-worthlessness and self-loathing
in black America.'!

However, the “underclass” has tried to treat or cure
the symptoms of nihilism by self-medicating with heroine,
crack, 40s, or by homicide, most commonly fratricide

committed by other black males. There were other ghettoites

who tried to nurse, suppress, or alleviate symptoms by

® Cornel West, ™“Nihilism in Black America,” Black Popular Culture: A
Project by Michele Wallace, ed. Gina Dent (Seattle: Bay Press, 1992)
38.

19 West 43.

1 west 37-47.
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creating a culture that would reclaim their identities and
space. They attempted to re-member their land through graph
art, breaking, djing, and rapping. It was through the art
form rap that the voice for those marginalized who reside ,
or heart of the city was heard. According to scholar and
social critique Michael Eric Dyson, “rap music 1is a
profoundly oral culture that exhibits the gquest for
literacy that has impelled the African American community
forward since its inception, certainly since its pilgrimage
here on American soil.” The progenitors of rap music—Gil
Scot-Heron and the Last Poets, which gave birth to the old-
school rappers Grandmaster Flash, Melle Mel, and the
Furious Five, Kool DJ Herc, Kurtis Blow, Afrika Bambaataa,
Sugar Hill Gang among others—used the black homilectic, or
preaching tradition, and the African-American canonical

12 These ghetto poets discussed

tradition of signifyin’,
their plight, but they also made songs that were less about
social consciousness,

After the first wave of rap, the second wave of rap

emerged, it consisted of political rappers such as Public

)2 Michael Eric Dyson, Reflecting Black: African American Cultural
Tradition, American Culture, 9 wvol. (Minneapolis: University of
Minnesota Press, 1993) 16-18; Henry Louis Gates, Jr., “Introduction to
the Signifying Monkey: A Theory of Afro-American Literary Criticism,”
African American Literary Theory: A Reader, ed. Winston Napier (New
York: NYU Press, 2000) 345-346. Henry Louis Gates defines signifyin’ as
a trope of revision and repetition. In rap music, the trope of the
“Speakerly Text,” which is a process of mimesis and diegesis, or
imitation and narration, is used.
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Enemy aﬁd Chuck D, KRS One, NWA, and ICE-T. But, rappers
such as NWA and ICE-T were deemed “gangsta rappers” because
of their explicit lyrics about life in the ghetto, which
consists of police brutality, drug use, “black on black
violence,” sexism, misogyny, alcoholism, etc. Gangsta Rap
which was a name given to this so~called genre of music by
the opponents of rap because, unlike rappers such as Chuck
D and KRS One and other contemporaries alike, they spoke in
the first person instead of speaking in the third person as
their other contemporaries had done.

"But the “gangsta rap” that was heavily opposed by
conservatives such as William Bennett, liberals such as
Tipper Gore, and a Black Civil Rights Generationer, was
very profitable. This genre was fueled by white dollars;
white children from the suburbs consumed this music. White
conservatives feared that white children would begin
behaving like the underclass, they were not concerned about
the plight that black people were facing. However, the
corporations began to pick up on this new, fresh and hot
commodity, and thus the music be&ame less real, less
political, and more commercial. What is currently referred
to as rap is this obsession with getting that paper to
purchase, hos, cars, bling-bling, trips, and an exit out of

the ghetto, 1living an “in da club” mentality where
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Courvoisier is passed, Crystal is poppin, and Hennessey angd
Hypnotg is sipped. This restrictive mentality, where the
phillies, chronic, or dro, whichever name 1is preferred,
crack, cocaine, and ex 1s distributed to put a black face
on the Lifesyle’s of the Rich and Famous. With this
commercialized and commodity driven genre and generation
respectively, other more progressive voices of rap are
siienced and the master’s tools are using their words to
further the construction of a pseudo-monolithic art form.
This digressive co-optation of progressive rap 1s simply
another structural impediment to hinder the underclass,
confining them to their physical and mental ghetto of
spiritual death, despair, and lovelessness that black
Americans try and are trying to deconstruct and rebuild
with life, hope, and love.

Rap music, which was a voice of the people; a voice of
the disenfranchised, abandoned, 1isolated, enslaved and
subordinated, and ghettoized, a voice of the victims of
suburanization, was a voice used to discuss the injustices
inflicted upon the urban dwellers. This music, which was a
part of the culture, a means to reclaim space and
reappropriate 1identity, was colonized by the dominant and
transformed into a music that is dominated by gross

materialism which severs a community and its people. Even
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though the CREAM!? was a way to attain the American Dream,
the ghetto adage, “more money, more problems” holds true.
The more money that this monolith makes from its exodus
from the ghetto, the less the ghetto and its inhabitants

are re-membered.

13 Term used by the Wutang Clan to discuss how money influences the
world. The acronyms stand for Cash Rules Everything Around Me.
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“Bon Apetit”

Attention: you lily-white suburbanites
Uppexr middle-class wanna-be urbanites
Loosen up your du-rags and cornrows
Cuz they are too tight

Cuz I want you to comprehend

How you emulators offend

My people by consuming our plight

Listen Up: you blonde-hair, blue-eyed, Anglo-Saxon
Phat Farm, Timberland, RocaWear wearing faction
Ebonics speaking, Realist Nigga, tryna be down acting
You Muthafuckas consume our culture cuz you are
reacting

To your conservative upbringing

You think you live the life we singing
Clinging onto a culture cause you wanna rebel
So you buy what us dumb ass niggas wanna sell

Out for that fictitious White American Dream
Cuz these Sambos continue to_smile on the screen

just

As long as we continue to live by the creed of the CREAM

Getting that paper that comes by the ream

The underclass is selling hotter than pussy
You can get it at a discount or full price
Purchase the whole pie or just take a slice

Get it at Wal-Mart or K-Mart

Buy it retail
Buy 1t wholesale

At Neiman Marcus
Nordstrom’s

Macy’s

Or at Bloomingdales

Buy it at a boutique
Cause every body wants to wear that ghetto chic

That underclass couture
So get it while it is hot
And while we sellin it
“Big Pimpin” it
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Like we whores

Attention you crackers: Eat it up
We are a real delectable delight
A ghetto delicacy

A delicioso

Assorted chocolate fantasy

Put some hot sauce and Paprika on us
And enjoy your poverty exotica
But don’t regurgitate

Savor the nigger flavor

A la Carte

Don’'t worry we pay for it

So eat all that you can eat

Enjoy the meal served by your house nigger
Bon Apetit
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CHAPTER TWO
“EATING THE OTHER”: WRHITE CONSUMPTION OF THE UNDERCLASS A
LA CARTE

“Imitation is the sincerest form of flattery,” so
every middle to upper-class white boy and girl in America
who don 1in ghetto-fabulous chic—cornrows, du-rags,
Timberlands, RocaWear, name-plate bamboo earrings, Jordans,
Air Force Ones, and M.A.C. lip glass—reciting the lyrics of
Nelly, Nas, Biggie, Pac, Jay-Z, 50 and Kim—speaking the
urban vernacular better than most black people—must
demonstrate how much they truly appreciate and admire black
people and hip-hop culture. With the Double H Nation’s
exodus from the boogie down Bronx to the bourgeois ‘burbs
and beyond came the commodification, mass-production, and

commercialization of a once marginalized genre and art

form. Hip-hop culture and rap music has blown up, exploding

'This essay expounds on the discussion of white consumption of black
culture that bell hooks addresses in her essay, “Eating the Other:
Desire and Resistance, in Black Looks: Race and Representation. This
essay focuses specifically and primarily on white middle to upper-class
suburban youth and Corporate America, which 1s predominately affluent
white men, instead of other racial and ethnic peoples of various socio-
economic backgrounds, because collectively on the macro level these
groups do not have the political and economic power to oppress and
dominate, whereas affluent white Americans do. This is not to say that
every affluent white person has or will oppress and dominate, but in a
white supremacist capitalist patriarchal culture, which is founded on
the principles of exploitation and domination in order to garner
affluence, it is likely that the affluence was attained through some
type of exploitation of a subordinate group. Although some racial and
ethnic minorities consume black culture in a similar way that white
people bave, and may view black people as inferior, there is no history
of these racial and ethnic minorities exploiting and dominating black
people through political and economic spheres in a manner that middle
to upper-class white people have. Hence the focus on middle to upper
class white consumption of black culture.
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and leaving its debris in the urban ghetto where it once
resided. Hip hop has left some of its current ghettoites or
inhabitants of the ghetto to desire a life of poverty
exotica or ghetto fabulous chic that leads black youth to
buy into conspicuous consumption, hypersexualization of
black men and women, sexism, homophobia, racism, classism,
exploitation—all of the things that are rooted in the white
American Dream—resulting in the production of a bunch of
Neo Sambos, Mammies, Matriarchs, Jezebels, Toms, Coons, and
Bucks in the modern day minstrel show that White America so
willingly and happily loves to consume.’

White America, be it co;porations and suburban youth,
love consuming black culture or love “eating the other”

regardless of how expensive the price because black people

} In Suzan-Lori Parks play “In The Blood,” in Scene 6: The Reverend on

the Rock, Reverend D gives a “sermon” to “congregation member” Hester
La Negrita about his financial assistance and support. to the poor, but
not the domestic poor, or local poor, but a foreign “exotic” poor. This
type o©of poor or poverty is justifiable because it 1is not self-
inflicted. The Reverend desires a poverty that looks good for the
television, which makes the reverend shine because i1f he helps the
acceptable, pitiful poor, he is viewed as a respectable man of the
cloth who practices the gospel he preaches. I use this term in this
chapter because black people in the urban ghetto are foreign to many
white people or the voyeurs who watch the representations of black
people on the news or in rap videos. Some black people of the urban
ghetto desire a type of glorified poverty that is acceptable for the
television or radio because it becomes ghetto-fabulous chic. To the
voyeur, this type of poverty that is portrayed in television programs
is a respectable type of poverty Dbecause these blacks are doing
something about their positions instead of complaining and wallowing in
their poverty. These impoverished people adapt some form of dominant
culture, which in this case 1is conspicuous consumption, which
symbolizes wealth, yet they are still in their respectable places:
below the dominant culture, which makes their poverty acceptable. This
neo type of poverty is a hybridity of blackness and whiteness, which in
itself is exotic.

28



pay for 1it. According to bell hooks, White supremacist
capitalist patriarchy, is the intersectionality of White
supremacy, capitalism and patriarchy. These systems of
domination act in simultaneity to subordinate and
subjugate., Capitalism, which supposedly intends to make
hip-hop transnational, in actuality seeks to commodify and
subordinate black people in the same way that slavery did.
Greg Tate notes the following:
It 1is my belief that capitalism’s original
commodity fetish was the African auctioned here
as slaves, whose reduction from subjects to
abstracted objects has made them seem larger than
life and less than human at the same time. It is
for this reason that the Black body, and
subsequently Black culture, has become a
hungered-after taboo 1item and a nightmarish
bugbear in the badlands of the American racial
imagination.?
Although White America may appear to embrace "“blackness”
and hip-hop culture by using urban vernacular, wearing
traditional hairstyles, and donning ghetto garb in the
burbs and in the boardroom, it simply urges Black people to

#3 in order to entertain

wear black face for a little “paper
White America while simultaneously maintaining white

supremacy.

4 Greg Tate, ed., “Nigs R Us, or How Blackfolk Became Fetish Objects,”

Everything but The Burden: What White People are Taking from Black
Culture, ed. Greg Tate (New York: Harlem Moon, 2003) 4.
In the urban vernacular paper is defined as money
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The hip-hop art form known as rap, which in its
initial stages was presumed to be a short-lived novelty,
gained its popularity through cable television, and more
specifically music videos on MTV. Rap music rapidly became a
huge sensation among middle and upper class white youth
because of their ability to afford the new and expensive
cable television. Black youth in impoverished
neighborhoods, the same ‘hood where rap originated, could
not afford such pricey amenities. Shows such as Yo! MTV
Raps, which was presented as an authentic, real black show
that catered to rap’s progenitors, was watched and consumed
primarily by suburban youth.®

As cable television became more affordable and
accessible to all socio-economic classes, rap also became
more accessible and increasingly popular, and corporate
America soon began to catch on to this profitable trend.’
After the only rap show Yo! MIV Raps concluded, MTV
included rap 1into 1s regular programming, and in the 90s
added shows such as TRL, or Total Request Live, a daily
music countdown show, in which rap music dominates, as well
as Direct Effect, which centers on rap music and hip-hop

culture. BET, or Black Entertainment Television, which was

¢ Murray Foreman, The Hood Comes First: Race, Space, and Place in Rap
and Hip-Hop (Wesleyan University Press: Middletown, 2002) 240-247.
Foreman 213-225.
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once a channel that had a plethora of black music, ranging
from R&B to Jazz, now centers on rap music with shows such
as 106 and Park, which is a daily music countdown, and Rap
City: The Bassment, which focuses on rap music and hip-hop
culture in its raw and realest essence. Both shows are
somewhat similar in format to the shows on MTV—most likely
because Viacom now owns all of the music channels. As a
consequence, rap has bourgeoned into a commercialized
commodity that is now even more appealing to suburban white
youth and ravenous corporate CEOs.

At present, mass culture 1is bombarded by rap music and
hip-hop culture but in a more popish and commercialized
form. One could blame this commercialization and mass
production of an art fofm, which began as a voice for the
marginalized, on the “American Dream” or the “American
Ethos,” which is based on individualism and free-market
capitalism, or exploitation of the marginalized in order to
prosper. Now everywhere one goces rap music and hip-hop
culture is present. Soft-drink companies, such as Pepsi,
Coke and Dr. Pepper; phone companies, such as Verizon; fast
food companies, such as McDonalds and Burger King; and
sneaker companies, such as Nike and Reebok all use rap

music and hip-hop culture to sell their products.
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Although women are assumed to be the ultimate
consumers and are often the target group of corporate
America, youth, both female and male, are also a huge
market for major corporations. Thus, rap music and hip-hop
culture’s fresh, unique and cool image made the blandest
items for consumption more appealing and appetizing for
youthful consumers who wanted to “fit in” or “be down” with
the current trends. It is not surprising that most of rap
and hip-hop culture’s aficionados are adolescents, teens
and young adults, who are mostly white.

According to prolific thinker and cultural critic bell
hooks, white people consume the culture of the “other,” or
black people, because it is assumed by white people that
black people are able to experience pleasure, whereas white
people have an inability to experience pleasure, thus by
consuming blackness, white people will be capable of
experiencing pleasure. She attests:

It is within the commercial realm of advertising
that the drama of Otherness finds expression.
Encounters with Otherness are clearly marked as
more exciting, more intense, and more
threatening. The 1lure 1is the combination of
pleasure and danger. In the cultural marketplace
the Other is coded as having the capacity to be
more alive, as holding the secret that will allow
those who venture and dare to break with. the

cultural anhedonia (defined in Sam Keen’s The
Passionate Life as ‘insensitivity to pleasure,
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the incapacity for experiencing happiness’) and
experience sensual and spiritual renewal .®

By using black people, rap music, and hip-hop culture,
corporate America plays on this so-called white lack of
pleasure that essentially all black people possess. If
corporate America brings blackness to the “boring” white
world, white people will be cured of their pleasure-less
lives.

However, this so-called appreciation for blackness,
which depicts black people as more human and, 1in some
instances superior to white people, is a disguise for the
perpetuation of racist white supremacist thinking, which
categorizes black people as primordial beings who are wild
and free, capable of experiencing the natural “primitive”
pleasures that the superior civilized white people lack.
Since the rap game 1is predominately male dominated, black
males are regarded as the individuals who possess this
natural inclination to experience pleasure as hooks notes:

Black youth culture comes to stand for the outer
limits of ‘outness.’” The commercial nexus
exploits the <culture’s desire (expressed by
whites and blacks) to inscribe blackness as
‘primitive’ sign, as wildness, and with it the
suggestion that black people have secret access
to intense pleasure, particularly pleasures of

the body. It is the young black male body that 1is
seen as epitomizing the promise of wildness, of

® bell hooks, Black Looks: Race and Representation (Boston: South End
Press, 1992) 26.
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unlimited physical prowess and unbridled
eroticism. It was this black body that was most
‘desired’ for its labor 1in slavery, and it is
this body that is most represented in
contemporary popular culture as the body to be
watched, imitated, desired, possessed. Rather
than a sign of pleasure in daily life outside the
realm of consumption, the young black male body
is represented most graphically as the body in
: 7
pain.

Because there is such a large demand for commodified
blackness—the black male body and the culture, as well as a
desire to emulate blackness that the black male exhibits-—
there has been an increasing number of suburban white boys
who try to imitate the well-liked, street-credible thug
outcast. These duplicators who go by the moniker wigga, try
to relate to black Americans by rejecting their own
conservative white upbringing that limits their ability to
experience the pleasure which they desperately. They
consume the rap videos, CD’s and magazines under the naive
assumption that they can become cool. They truly believe
that they are down with the “realist niggas.” They think
that they can empathize with the hood life because they too
know what it 1is 1like to experience deprivation, albeit

their lack of pleasure, and the black male’s lack of power

and agency.

” hooks 34.
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Consequently, these suburban youth believe that they
can "“be down” and participate in intra-cultural rituals,
such as using the word nigga to refer to their black male
peers in the same manner that black males do. Regardless of
the cultural political debates about the usage of a
politically charged word, white people still do not have
the intra-racial/cultural authority to use such a word.
Even though it 1s a term that has been reappropriated
(according to some) and revised and used as a term of
endearment acknowledging a male comrade as opposed to its
former racially derogatory meaning, white people still do
not have access to utilize the word. But as Michael Eric
Dyson attests

In part, ([when any white person uses the term
niggal] that 1is the unavoidable consequence of
making art in an age of international capitalism,
multinational corporations, and global
technology. The easiest choice might seem to be
to simply stop using a term over which we can
exercise little control in America, much less the
world. Such a choice, however denies crucial
dimension of the racial struggles—for self-
determination, for self-identification, for self-
expression—that all black communities have
historically waged, struggles that show up in the
music we have produced.B

To echo Dyson, black usage of the word should not be banned

because of the commercialization and transnatiocnalization

8 Michael Eric Dyson, Holler if you Hear Me: Searching for Tupac Shakur
(New York: Basic Civitas, 2001) 148-1485.
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of a culture that is overly consumed. Just because a
consumer of another culture may listen to rap, purchase the
magazines, wear the gear, emulate the dance, and can
comprehend the urban vernacular, there are certain things
in the culture that are forbidden to whites. Black people
should not have to discontinue using a word that is a part
of their conceptualization and construction of their
identity.

Not only has the mass-production and commercialization
of a culture, art and people <created a problem of
linguistics, but also created a problem of racial
representation and cultural authenticity. The real niggas
and real bitches of the hip-hop generation and beyond have
consumed the American Dream crafted by white males, which
is based on the principles of conspicuous material
consumption. It 1is unfortunate that black people of all
classes, more specifically, the underclass, and rappers
from the underclass, emulate gross materialism that 1is
illustrated in Town and Country, Harper’s Bazaar, and other
white elitist magazines. However, The underclass has
created a hybrid culture of ghetto-fabulous chic or hood
chic that is a composite of both worlds.

Consequently, black rappers will deo anything to make

that paper or CREAM to 1live the hood rich 1life, and it
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becomes problematic because these rappers “sell out” for
the money and "“buy into” the racist perceptions of
blackness, in which black people are primitive beings who
want to walk and talk like the civilized white Tarzan.
These realest niggas and bitches try to walk and talk like
middle to upper class white people by acguiring the same
material possessions, or talking about their affluence,
while simultaneously maintaining their hood authenticity.
Regardless of the material acquisitions and affluence the
underclass attains, they still are perceived as inferior to
whites and are simply viewed as mocdern-day Sambos: minstrel
entertainment for white consumers.

Henceforth, white people, i.e., suburban youth and
corporate CEOs desire to emulate and embrace a form of
blackness and hip-hop culture because it is temporary yet
instant gratification and they do not have to bear the
burden of being black to experience such pleasurable
fulfillment. These white consumers “eat the other” not
because they appreciate blackness but because it keeps
black people in their respective place, below whites
because white colonization and capitalization of a culture
is rooted in the maintenance of the racial and economical
hierarchy.

As bell hooks eloquently contends:
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Within cultural debates about race and
difference, mass culture 1is the contemporary
location that both publicly declares and
perpetuates the idea that there is pleasure to be
found in the acknowledgement and enjoyment of
racial difference. The commodification of
Otherness has been so successful because it 1is
offered as a new delight, more intense, more
satisfying than normal ways of doing and feeling.
Within commodity culture, ethnicity becomes
spice, seasoning that can liven up the dull dish
that is mainstream white culture.’

The_commercialization of the culture of the underclass,
also known as, hip-hop culture, is consumed by suburban
youth and corporate America because it 1is a way of
experiencing satisfaction and amusement through the
interaction with the other. They consume blackness and
black culture because it is a covert yet appetizing and

patronizing way of maintaining the status gquo.

° bell hooks, Black Looks: Race and Representation (Boston: South End
Press, 1992) 26.
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“'Where is the Love?’: A Requiem for Hip-flop Culture
fire})}”

“I look at my environment

And wonder where the fire went

What happened to everything we used to be
I hear so many cry for help

Searching outside of themselves

Now I know that its strength is within me”
-Lauryn Hill

Where’s the fire

the desire to keep moving on

It’s slowly burning

and I'm still yearning

for things to start turning

in the right direction

because my perception of us 1is changing
and we’re rearranging

our goals

Where’s the fire

the desire to stand on higher ground

It can’t be found

because we’re lost at our own cost

Lost

in the struggle of attaining material possessions
as 1f it benefits succession ’

yet we have this obsession

when we are our own oppression

which leads us into secession

Where’s the fire

the desire that we had to

inspire

but now we conspire

against us

Where is Chuck D

and Public Enemy

who were supposed to free us from this
genocide

homicide

suicide

we’re committing and permitting against us

Where’s the fire
the desire to attain and retain our goals
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But we disdain in vain

we have -slain our own

This is insane

what are we trying to maintain

Where’s the fire

the desire to ignite the flames

Now you can’t tame them because they’re out of control
And your death can’t console them

The fire has died

drenched from the tears that it has cried
saturated with the blood that it has shed
Yes

the fire

the fire has killed itself

the fire is dead

Where is the fire?
Where is the love?
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“’'Whose Pussy Is This?'”

Whose Pussy Is This?
Now I have to ask this question
Cuz you mothafuckas keep disrespectin’ my shit

In every line that your lame asses spit

I'm forced to hear about my pussy

That is always on sale

A hot retail item

wrapped in plastic

for $12.99

And this shit 1s drastic

Bcuz everyone thinks they too have ownership of something
that belongs to me

And I do not agree with this

I wanna break free from this lyrical prison
that I currently live in

I hear every common nigga and their respective hos and
bitches

chantin’

That they’re down with OPP

When that last P, which i1s my pussy

Belongs to me

But none of you care about my feelings

Cuz you keep dealing me the same bullshit lines
Committing the same sexist crimes against me
You all want to label our pussies’ pet names
Bcuz you want to restrain us

You think that just bcuz you can beat up the oochie
Or attack my chocha by pinning me down on your sofa
Roughly sexin’ me after I’ve consumed some Hennessey
That the contents within my panties

That I have freely given up -

So you are livin’ it up

Have your name inscribed inside of them

And although some of us may abide by your rules

By allowing you to:

Thug us

Fuck us

Love us

Then leave us

Cause you don’t fucking need us
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Not all of us are fools

Some of us have reclaimed the pussy

As we now croon to the ever so popular tune:

My neck

My back

My pussy and my crack

Which is now the anthem or the ode to a liberated pussy
Bcuz it is not what our pussies can do for you

But what you or

we

can do for our pussies

It is not about our coochie
That we so freely give up for Gucci
Or the lucci

Just because some of us may stroke the male ego

But letting you stroke us

movin and groovin to your melodic misogyny

We all ain’t puttin the pussy up as a hot commodity
I am like Ntozake’s lady in green

I scream about repossessing my shit

Cause I am going on a woman’s trip and I need my stuff
And I’'ve had enuf of you possessing it

Whose pussy 1is this?

I ask this question one more time

Nigga, you can keep the “bitches” and the “hos”

But this pussy

is

mine
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“This Bridge Called My Pussy”

This bridge

Was created for the connection of two bodies
An erection

That you now seem to fill with yours

It was constructed

As a form of synthesis

That you now sever

With your phallacy

Of a member

You like to fill the gaps

By fucking (w)holes

Using this pussy as a bridge in your songs
You wanna holler

About the size of your dick

How thick

How slick

And how quick you can stick it to us

You’ve gotten tired of using our backs to trample on
So now you stampede on down to the delta
Swelter in the sweat and heat that we emit
During our reconstruction

Of your deconstruction of our bridges

You wanna retreat to the motherland

That connects continents that you divide
With your tool

But go and erect another fool

My brutha

Cause mules will no longer hold your weight
You have no access to this bridge

It has closed its gates
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CHAPTER THREE
“TRIS BRIDGE CALLED MY PUSSY”’

An African-American proverb states that you must

7

“praise the bridge that carries you over.” You must give
thanks to those individuals who have provided support,
solidarity, and guidance for individuals traveling along a
path of the unknown. During many social movements for civil
rights, African-American women have served as the bridges
that carried the race over the turbulent times. "“If it
wasn’t for the women” to help carry the race and sustain
it, who knows where African-Americans would be today.
However, the post-civil rights, hip-hop generation has
forgotten the importance of the old adage. African-American
men of the hip-hop generation especially are not only using
African-American women’s backs as bridges to walk on, but
also their vaginas. Male rappers and rap groups such as
Naughty by Nature and QB’s Finest, and female rapper, Missy
Elliot are now using black women’s “pussies” as bridges and

refrains 1n their songs. These misogynistic 1lyrics

denigrate black women, denounce their being, and render

" Although in Black Feminist Thought, Patricia Hill Collins initiates a
discussion on black female sexuality in rap music in hexr Chapter on
“The Sexual Politics of Black Womanhood,” there is still not a
significant amount of research compiled on the usage of the word
“pussy” in rap 1lyrics as a mechanism of domination and a form of
hypersexualization of black female sexuality. In this essay, I attempt
to construct a critical analysis of rap lyrics, with the few old and
new essays on black female sexuality, in order to further the dialogue
about such an important topic in hip-hop culture.
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them hypersexualized hoochies and hos that are objects and
property of black males.

In rap music, today the black female body is one of
the most frequently discussed topics in rhymes. Whether it
is the butt or the breasts, African-American women are
dismembered into pieces of a person. Their body parts are
often objectified and sexualized. The black female vagina,
derogatorily called the “pussy,” is one body part that is
overly exploited and exoticized in rap lyrics. The pussy
has come to be representative of the black female. The
black woman is the equivalent of what her pussy is. The
black woman 1is the equivalent to heterosexual sex and
subordination.

The rap group Naughty by Nature created their popular
pussy tune “OPP”, or “Other People’s Property,” also known

! in which men and women sing in

as “Other Pecple’s Pussy,”
favor of having sexual relations with a person who is in a
committed relationship. Although this song discusses men
and women's sexual organs as the property of another male
or female, the song is widely known and remembered for men

having sex with women who “belong” to other men. This 1is

illustrated in the following lyrics:

Its OPP time, other people’s what you get it /

! Alonzo Westbrook, Hip Hoptionary: The Dictionary of Hip Hop
Terminology (New York: Harlem Moon, 2002) 103.
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There’s no room for relationships there’s just
room to hit it / How many brothers out their know
just what I’'m getting at / Who thinks 1it’s wrong
‘cos I’m splitting and co-hittin’ at / Well if
you do, that’s OPP and you’re not down with it /
But if you don’t here’s your membership / You
down with OPP (yeah you now me) / You down with
OPP (every last homie).?

From these lines, it is obvious that this song encourages

black men to claim black women’s pussies as property that

can be shared and colonized regardless of a woman’s consent

7

or approval. As long as the “homies,” or male peers condone
“OPP” then women become their pussies that are copious and
expendable.

The song also suggests that women and men should
practice polygamy. However, the women who are partaking 1in
the communal heterosexual politics of “OPP”—having sexual
intercourse with multiple men—are viewed as promiscuous angd
are thus branded with the licentiocus label of hoochie or
ho.? “In its punishing hypocrisy, hip-hop at once deplores
and craves the exuded, paraded sexuality of the ‘ho’. As it

is with most masculine cultures, many males in hip-hop seek

promiscuous sex while resenting the women with whom they

2 wopp~ Naughty By Nature Song Lyrics, Song Lyrics, 22 September 2003

<http://www.thesonglyrics.com/n_song_lyrics/naughtybynature lyricl.html

Zis
3

Patricia Hill Collins, Black Feminist Thought: Knowledge,
Consciouvsness, and the Politics of Empowerment, 2™ ed. (New York:
Routledge, 2000) B83.




4 Conseguently, the very same men, who are

share it.
engaging in “OPP” with the women, denigrate the women and
demonize their sexuality.

In a similar fashion, QB’s Finest, featuring the
usually insightful rapper Nas, claims black women and their
pussies as territory that 1s only to be captured,
colonized, and possessed by men. As one member of the group
flows:

Yeah what up ma, / take a look you hypnotized /
on how my long dick stretch your insides / for
real ma, with your thick lips and thick thighs /
stroke both holes, and pass it to Nas / or pass
it to Naish, or pass it to Jung / or pass it to
Horse, then that ass gettin tossed / fuck a
hustler book, penthouse or blacktale.’
To the rapper and the audience, the black woman becomes her
vagina. She becomes a hole, much like her sexuality that is
represented as a void that is often colonized and filled by
a male presence.6 Her pussy becomes an “it,” an object that
is communal and replaceable. Her pussy 1inextricably

connects her to her sexuality and sex, making her overly

sexual much like the women represented in pornographic

% Michael Eric Dyson. Holler If You Hear Me: Searching for Tupac Shakur
(New York: Basic Civitas, 2001) 186.
5 “oochie Wally” QB’s Finest, Lyrics Cafe, 22 September 2003
<http://www.lyricscafe.com/g/gbfinest/gbfinesté6.htm?lyricscafe=91a819f2
b38da4elc54£409143fc2e59>.

Patricia Hill Collins, Black Feminist Thought: Knowledge,
Consciousness, and the Politics of Empowerment, 2" ed. (New York:
Routledge, 2000) 123.
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magazines like Penthouse and Blacktail. She becomes an
object that is owned, used and later discarded.

It is appropriate that all women, and especially black
women, would object to such sexist, obscene, and abusive
behavior, but the chorus of the song is actually recited by
a woman. In an all too hypnotizing chant, she sings:

He really really really fucked my coochie / He
really really really turned me out / He really
really really got to gut me / He really really
made me scream and shout / BRe really taught me
how to work my body / He really taught me how to
do it with my mouth / He really really tried to
hurt me hurt me / I really love his thug and
gansta style.’
The young black woman reciting these 1lyrics more than
acquiesces to such degrading conceptions of black women.
She supports the male domination of her vagina and the
renaming of her coochie. She exemplifies a sense of
gratitude and pays allegiance to the black men who teach
her how to become a ho. It 1is questionable, however,
whether or not she 1is aware of the violence against her
when she sings of being hurt, or if she sings the praises
of being “sexed”® so good that it hurts. Regardless, she

still loves the ruggedness and brashness of the thug that

mistreats her.

’ “pochie wally” OQB’s Finest, Lyrics Cafe, 22 September 2003

<http://www.lyricscafe.com/g/gbfinest/gbfinest6.htm?lyricscafe=91a819f2
b38d44e1c54f4b9143fc2e59>.

4 Sexed is a verb used in the black urban vernacular that is defined as
having good sexual relations.
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Likewise, the full-figured female phenomenon, Missy
Elliot, known for her innovative beats and transgressive,
lyrical stylings, embraces a masculinist conception of
black female sexuality. In her song "“Pussycat,” which 1is
about females using the physical act of sex to maintain a
monogamous relationship, Missy does little to alter the
dominant sexist/racist view of black female sexuality.
Instead, she adopts the notions of the black female as an
object of male control that is used to hypersexualize black
women, turning them into nymphomaniac hos. She recites:

Its all for the love / But there is more things
to keep a man satisfied / And I know the remedy
just to cure him from / Cheating even i<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>