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ABSTRACT 
 

Michael Tillotsonôs Agency Reduction Formation theory is designed to expose, 

situate, and explain ideological trends that are intended to compel African people to 

distance themselves from their collective identity (Tillotson 2011, 62). Identity provides 

African people the internal construction to seek self-determination that allows them to 

strive for agency, the ability to provide the psychological and cultural resources 

necessary for the advancement of human freedom (Asante 2007, 40-41).  In this study, I 

have added an agential location dimension to the discourse of ñidentity namesò  utilizing 

Afrocentric analysis to interrogate whether those specific ñidentity namesò position 

African people toward victorious consciousness, an attitude which reflects a commitment 

to Africana history, values, and culture. In addition to exploring why it is problematic for 

African people to identify with terms such as ñNiggaò, ñBad Bitchò, ñSavageò and ñTrap 

Queenò given the controversy sustained by their overuse as racial epithets and radical 

forms of misnaming, I also address how such ñidentity wordsò are aggressive forms of 

Agency Reduction Formation.  To demonstrate how the use of the previously mentioned 

ñidentity wordsò is an agency reducing activity, I analyzed the words and photographs of 

African men and women featured on the social networking platform Instagram. Through 

content analysis, I claimed that African people identifying particularly as a ñNiggaò, 

ñBad Bitchò, ñSavageò and ñTrap Queenò within their profiles and posts create an 

environment for dis-empowerment, identity dislocation, and internalized oppression.  If 

tendencies to use these ñagency reducing identity wordsò continues in this manner, 

African people will experience ongoing cultural dislocation that diminishes their ñneed 

for a collective agency that fights against oppression.ò  
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CHAPTER 1 

INTRODUCTION  

Robert Williams: We need to define what we speak. We need to give a clear 

definition of our language. 

Ernie Smith: If you notice, every language in the world represents a nation or a 

nationality. What we are speaking has continuity not only in the United States, but 

outside the United States and all the way back to the mother country.  We need to 

get the term completely off the English scale and start calling it what it really 

represents. 

Robert Williams: Let me make a point here. Language is a process of 

communication. But we need to deal with the root of our language. What about 

Ebo? Ebo linguistics? Ebolingual? Ebo Phonics? Ebonics? Letôs define our 

language as Ebonics.   

The Group: That sounds good. 

Robert Williams: I am talking about an ebony language. We know that ebony 

means black and that phonics refers to speech sounds or the science of sounds.  

Thus, we are really talking about the science of black speech sounds or language 

(Williams 1997a, 14). 

The conversation above was held on January 26th, 1973 in St. Louis, Missouri at a 

conference titled ñCognitive and Language Development of the Black Child,ò hosted by 

Robert Williams (Baugh 2000,15).  This conversation highlights the urgency for Africans 

to linguistically define themselves on their own terms. African people have their own 

language and this conference not only expressed the need for that language to be 

recognized but also named, giving it life and existence.   
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Statement of Problems 
 

Robert Williams defines Ebonics: 

 

 Ebonics has two major dimensions as a language: 

1. A lexicon or the vocabulary of the language, 

2. Morphology or the study of the structure and form of the language that 

include its grammatical rules.  Ebonics may be defined as the linguistic and 

paralinguistic features which on a concentric continuum represent the 

communicative competence of the West African, Caribbean, and United 

States slave descendent of African origin.  It includes the grammar, various 

idioms, patois, argots, ideolects, and social dialects of Black people. 

(Williams 1975, vi; Baugh 2000, 15) 

 

This definition provided the foundation of what Ebonics was however it has evolved into 

a larger component within the Rhetoric of both Continental and Diasporic African people 

and recognizes the African forms of letters, syllables, and words of phonetic, 

morphological and syntactic value (Blackshire-Belay 1996, 20; Baugh 2000, 23).  The 

definition of Ebonics now embraces African nonverbal communication patterns such as 

body language and movement, expressions, gestures and silence.  The definition now 

welcomes all languages of African people on the continent and in the Diaspora that have 

created new languages based on their environmental circumstances (Blackshire-Belay 

1996, 20; Baugh 2000, 23).  Language is a socially constructed behavior that changes, 

evolves and can be manipulated by exposure, identity, and peer group influence 

(Rickford 2015, 1). Ebonics as a liberating language, has socially constructed and 

socially evolved itself due to the conditions of enslavement, discrimination, mass 

incarceration, racism, white superiority and endless instances of in justice.  It has given a 

voice to Africans of the continent and the Diaspora, allowing them to create a linguistic 

culture of survival; especially through contemporary entertainment mediums such as 

Music specifically Hip Hop and Rap, Reality Television and Social Media.  Ebonics is 
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spoken or embraced by 80 to 90 percent of African people1, at least some of the time 

(Smitherman 1977, 2).  Ebonics, because it is grounded in African language and the 

African experience, it is crucial for the speaker and listener to know context and nuances, 

so that no one misinterprets the intended meaning of the communication and the language 

is not used as either a verbal weapon against one another or a tool of oppression. 

However, Ebonics as a language has provided both linguistic liberation as well as 

semantic silencing by also providing a homeplace for noticeable expletives as well as 

provocative terms and racial epithets such as ñNiggaò, ñBad Bitchò, ñSavageò and ñTrap 

Queenò (Low 2007, 148).  

Michael Tillotsonôs Agency Reduction Formation theory is designed to expose, 

situate, and explain ideological trends that are intended to compel African people to 

distance themselves from their collective identity (Tillotson 2011, 62). Identity provides 

African people the internal construction to seek self-determination that allows them to 

strive for agency, the ability to provide the psychological and cultural resources 

necessary for the advancement of human freedom (Asante 2007, 40-41).  In this study, I 

have added an agential location dimension to the discourse of ñidentity namesò  utilizing 

Afrocentric analysis to interrogate whether those specific ñidentity namesò position 

African people toward victorious consciousness, an attitude which reflects a commitment 

to Africana history, values, and culture.  It is problematic for African people to identify 

 
1 This work uses the term African because it recognizes the ethnicity of both the people that were 
observed to obtain the data but also the people that are impacted by the terms discussed in this piece. 
This work is less based on the race one identifies as or is identified as, and does not focus on the 
nationality of an individual but more so embraces that all of these people, concepts and ideologies in this 
work are African and aide to the liberation of African people.  The term African will be used in place of 
stating that one is, or a group of people are either identified or recognized as Continental or Diasporic 
Africans.   
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with terms such as ñNiggaò, ñBad Bitchò, ñSavageò and ñTrap Queenò given the 

controversy sustained by their overuse as racial epithets and radical forms of misnaming, 

I also address how such ñidentity wordsò are aggressive forms of Agency Reduction 

Formation.  When Africans choose to identify themselves as the previously mention 

ñidentity wordsò they are choosing to no longer view themselves as an intelligent subject 

but as an internalized oppressed victim (Nguyen 2013, 295). For African people, to 

position the African self as nonessential is a pseudo-reality that reduces African peoplesô 

desire for collective resistance, which maintains power for the status quo (Tillotson 2011, 

61-62). 

Unfortunately, there are scholars that study linguistic, rhetoric, African rhetoric 

and Ebonics that continue to produce decapitated texts that exists without cultural 

presence in the historical experiences of the creator or produce lynched texts in which 

they are strung up with the tropes and figures of the dominating culture (Asante 2003, 

238-240).  In which they tend to only focus on the impact of the use of ñNiggaò 

politically, culturally and personally to African people; rather than discuss the 

consequences of African people continual use of any ñidentity wordò, not just ñNiggaò 

and how the continual uses is not only creating  dis-agency within the African cultural 

experience but also manifesting archetypes, personas and personalities from these 

ñidentity words.ò  This is both problematic and mentally traumatic for African people that 

are seeking that linguistic liberation that Ebonics usually gives; this dis-agency later 

evolves into a dislocation from oneself and thus creating a disillusionment in how 

African people see themselves or worse continues to see themselves how their oppressor 

wants them to see themselves.   
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To demonstrate how the use of the previously mentioned ñidentity wordsò is an 

agency reducing activity, I analyzed the words and photographs of African men and 

women featured on the social networking platform Instagram. I analyzed 200 Instagram 

pictures posted by 40 users, each usersô handle or bio included the ñidentity wordsò 

ñNiggaò, ñBad Bitchò, ñSavageò or ñTrap Queenò.   Through content analysis, I claimed 

that African people identifying particularly as a ñNiggaò, ñBad Bitchò, ñSavageò and 

ñTrap Queenò within their profiles and posts create an environment for dis-

empowerment, identity dislocation, and internalized oppression. By taking part in this 

agency reducing activity, African people act as if they cannot see themselves as victors of 

the present and future lives.  If tendencies to use these ñagency reducing identity wordsò 

(ARIW) continues in this manner, African people will experience ongoing cultural 

dislocation that diminishes their ñneed for a collective agency that fights against 

oppressionò and thus promoting ñmental enslavementò to white superiority.  

Dissertation Research Questions 

 

My study answers the following research questions: 

¶ How does African peopleôs use of ñARIWò influence African peopleôs collective 

identity? 

 

¶ What does the use of ñARIWò suggest about the identities of African people? 
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Language 

Afrocentricity has ña commitment to lexical refinementò because language has 

been used as a tool to keep Africans mentally imprisoned, oppressed, and dislocated 

(Asante 2008, 104-108). The Afrocentric concern with language exists necessarily on two 

different but related planes; one being the efficacious use of language in the efforts of 

Africans, as African people and the second being the nature of the linguistic environment 

in which that effort is being made (Modupe 2003, 69). 

A dilemma that African people experience is that they consciously or 

subconsciously choose to use and embrace the language of white racists as their own 

language with no regard to their historical circumstance, not realizing that choice is in 

fact them choosing to remain mentally enslaved (Asante 1998, 31-34). Unless we reflect 

on the terms we use, we may continue to use terms that encapsulate us, distort our 

historical reality, cloud our own minds, and render us impotent in the face of 

psychological, political, or cultural challenges (Asante 1998, 31-34). If an African person 

is using names like ñNiggaò, ñBad Bitchò, ñSavageò, and ñTrap Queenò to name or 

describe another African person, they are not located or appear to be on the path toward 

African agency (Mazama 2003, 28-29). Yes, African people may use irony, sarcasm, and 

other techniques of language to deliver a specific point, message or perspective; however, 

an African that is located is extremely sensitive and aware of their use of ARIW.  They 

would never use ARIW to name another African and associate them to a false identity, 

archetype or caricature. The located African, is aware of name displacement, and would 

not contribute to the spiritual and psychological damage it has on African people 

(Mazama 2003, 28-29).  
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In every instance, Africans must seek agency to understand the source and 

motivation of themselves. If agency cannot be established or is deliberately given up, 

then one is witnessing the results of the psychological chains of enslavement (Asante 

2007 40-42). Words do change and have different appeals at different times. For 

example, ñNegroò ñBlackò ñAfrican Americanò and ñAfricanò have had their impact at 

various times; contemporary words such a ñNigga,ò ñBad Bitch,ò ñSavage,ò and ñTrap 

Queenò will as well (Asante 2007, 40-43). 

Maulana Karenga argues that we must create a different language and logic from 

our oppressors, as well as give new meanings to old terms and concepts. However, due to 

popular entertainment mediums such as Hip Hop, Reality Television and Social Media, 

the need and desire to create a different or new language and logic from the oppressor is 

lost and considered both not necessary and obsolete.  African people have become reliant 

on the reclamation of old terms and concepts to provide them with both agency and 

liberation.  Nevertheless, African people embracing and reclaiming a language that was 

designed to oppress them is problematic.  African people are choosing to believe that by 

changing the nomenclature, ignoring the histories associated to the terms, and ignoring 

the intent behind the terms; the language will provide them with agency or liberation.  

Unfortunately, with this mentality and popular entertainment mediums such as Hip Hop, 

Reality Television and Social Media African people are expressing ignorance,  laziness 

and a lack of accountability for their awareness and active participation and justification 

in using: oppressive language, negative rhetoric,  ARIW and mentally, emotionally, 

internally and at times physically altering and damaging speech.   As an Afrocentric 

study, this work looks to discontinue the use of ARIW.    
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Significance of the Study 
 

There is ample scholarship on the term Nigger and its permutation óNigga,ô that 

describes the history and controversy surrounding the usage of those words among 

African peoples. The analyses for óNiggaô are inappropriate to apply to other ARIW such 

as ñBad Bitchò, ñSavageò and ñTrap Queenò. These ARIW have different histories, and 

their construction does not come from the conceptions of African inferiority. As much as 

these ARIW are a part of Ebonics; my work is contributing less to the scholarship of 

Ebonics but more so providing a homeplace for these ARIW within the scholarship of the 

rhetoric of the African Diaspora. It is in providing this space, these ñidentity-wordsò and 

words like it can be properly identified, defined and examined as they relate to their 

impact and effect on the mental liberation of African people.  

Molefi Kete Asante defines Africology as the Afrocentric study of phenomena, 

events, ideas, and personalities related to Africa (Mazama 2003, 24). The discipline of 

Africology provides African people a prism through which Africans can correctly 

interpret the world around them. It demands African people to search for truth about the 

realities emanating from the African experience. Africology is sustained by a 

commitment to centering the study of African phenomena and procedures in the 

experiences of African people (Mazama 2003, 24-26). The mission of Africology is 

liberation from Eurocentric thinking and imposition. Africology's primary theoretical 

framework is Afrocentricity. Afrocentricity is a theory about African development both 

psychic and cultural of the person and of the people. Its objective is the development of 

the African human personality because African people are the source of life for the 

material and the spiritual. When African people become more conscious of themselves, 



9 

 

they shall be advanced and will then make progress (Asante 2003, 49-50). This study is 

grounded in Africology because it explores and expands on the concept of liberation 

through language and the interrogation of obtaining and losing African agency through 

words.  

Michael Tillotson defines Agency Reduction Formation as ñany system of 

thought that distracts, neutralizes, or reduces the need and desire for assertive collective 

agency by African peopleò (Tillotson 2011, 60). Tillotson identified postmodernism, 

color-blind ideology, essentialism, and the social construction of race as aggressive forms 

of Agency Reduction Formations because they are ideological tools that instill political 

inaction in Africana people. When African people do not recognize the nefarious nature 

of these allegedly progressive ideological systems, then African people contribute to their 

marginalization (Tillotson 2011, 61). This study claims that ñNigga,ò ñBad Bitch,ò 

ñSavageò and ñTrap Queenò are ARIW; it also highlights the significance in knowing 

what ARIW are as well as how and why they impact African people.   

I argue that some African peopleôs linguistic creations maintain archetypes, 

identities, and personas once used or designed to oppress them. I theorize on how African 

people oppress themselves internally, psychologically, and socially when embracing and 

celebrating ARIW as if they were devices of liberation and empowerment.  
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Language Influences on African People 
 

Throughout the evolution of Ebonics, the conversation of negative naming has yet 

to be documented in this manner, looking at terms and words as names, identities, 

archetypes, and personas, as well as cultural manifestation of African Rhetoric/Nommo. 

This discussion has not been considered let alone documented when researching Ebonics. 

The evolution of words/terms past the creation and presence of ñNiggaò and ñBitchò has 

yet to be recognized. A gambit of ARIW has been created due to the urban dictionary, 

generational trends, reality television, hip hop/rap culture and social media memes and 

hashtags but have thriving life-forces that have and are expanding outside of their 

original home or said purpose of creation. There are cases and studies in which some of 

these words/terms are being documented, collected, created, defined and gathered, 

unfortunately they are not observed as serious threats to the African community because 

they are not associated with scholarly documents and are merely viewed as just products 

of the African people because they are now being created by African people, and appear 

for African people because they are majority used by African people.  
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CHAPTER 2 

 

 LITERATURE REVIEW  

 

ñAs long as you allow them to call you what they wish you donôt know who you really 

are. You canôt lay claim to any name, any home, any destiny, that will identify you as 

something you should be, as someone you should become; a brother among brother 

(Benston, 1982)ò 

           -

Malcolm X 

 

This chapter will review literature on African Worldview, African and African 

Diaspora rhetoric, and social media.  

African Worldview 
 

The rhetoric of the African Continent and its Diaspora is an extension of the 

African worldview. The African worldview is a mental active agent in the internal 

liberation of African people. It is the foundation for the characteristics of African 

peopleôs civilizations and distinguishes the Africology from other forms of Black Studies 

(Azibo 1992, 4-7). The African worldview locates the concepts of Afrocentricity: 

centeredness, situatedness, agency, location, and victorious consciousness. It is 

comprised of the natural indigenous/authentic conceptual framework of African people, 

and originates from their history, culture, and philosophy (Baldwin 1991, 14). The 

African worldview is the universal and timeless worldview characteristic of African 

people throughout space and time (Carruthers 1984, Chapter 3). It is the guiding lens for 

African people to achieve equity, justice, and liberation. 
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By understanding the African worldview, one can understand the foundation and 

structure of African culture. The African worldview is a product of the Africanôs history, 

culture, and philosophy. The center and location of African thought originates from the 

African cultural perspective. When African people do not embrace their worldview, they 

are unable to achieve agency (Azibo 1992, 4-7). When African people embrace their 

worldview, they release themselves of the mental and emotional shackles placed on them 

and rid themselves of the oppressive muzzles that have been silencing them. A large part 

of the African worldview is understanding the significance of culture. According to the 

Kawaida Theory, culture is the totality of a peopleôs thought and practice by which they 

celebrate themselves, themselves, and introduce themselves to history and humanity 

(Mazama 2003, 18-21). Wade Nobles identifies culture as ñthe process which gives a 

people a general design for living and patterns for interpreting realityò (Nobles 1982, 43-

44; Nobles 1985, 5-8). Nobles explains the process in a three-level model in which the 

ñprimaryò level unfolds into and influences the ñsecondary or intermediaryò level which, 

unfolds into and influences the ñsurface level. Nobles states a peopleôs ñpattern for 

interpreting realityò are generated in the primary and secondary levels, which taken 

together comprise of the deep structure of culture (Nobles 1982, 43-44; Nobles 1985, 5-

8). A peopleôs ñgeneral design for livingò is the upshot of their patterns for interpreting 

reality. It is expressed in the vast array of manifest behaviors, values, customs, ideas, 

beliefs, symbols, language, and so on that are characteristic of that peopleôs experiences 

and practice. This is the third of surface level and comprises the surface structure of 

culture (Nobles 1982, 43-44; Nobles 1985, 5-8). 
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Wade Noblesô model of culture affords a precise definition and explication of the 

term ñdeep structure of culture,ò due to its development as a scientific construct. The 

breakdown of Nobleôs ñdeep structure of cultureò is documented in ñThe African and 

European Answers to the cultural factors and cultural aspects.ò There, he defines the 

primary and secondary levels of culture as well as recognizes the African and the 

European natural responses to each level, as well as the cultural factors and aspects 

associated to each level (Nobles 1982, 43-44; Nobles 1985, 5-8). Acknowledging the 

clear difference between the African and European worldview is important for 

understanding the foundation of African people and the damage Europeans have imposed 

and inflicted upon African people. A peopleôs worldview influences and determines their 

behavior. This is no different when looking at African people of the continent and the 

Diaspora. If African people are view themselves through the eyes of others, they will face 

conflict with how they interpret themselves and the world.  

When African people embrace the European worldview, they view the universe in 

a materialistic and ñEuro-rationalisticò way that inevitably discourages their spirituality. 

They are forced and coerced to embrace ñEuro-ethosò that which is characterized by a 

will -to-power, by the need to control, a will derive pleasure from a technical order, from 

conflict (war), from winning (destroying) and the exploitation of others. Africans 

embracing worldviews outside their own, especially those grounded in oppressing and 

victimizing others and not built on cultural values of any kind, are forced to ask and 

answer the question ñwhat happens when a people are forced to live, i.e. survive, within a 

culture based on a worldview that is oppressive to their ethos?ò (Ani 1992, 4). Once we 

as African people understand the nature of the traditional African worldview, we will see 
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that it explains the African-Diasporic ethos in response to Western European culture, and 

to the experiences forced on us by that ñcultureò in its New European setting (Ani 1992, 

5). African people must begin with an explanation and understanding of the traditional 

African worldview. This knowledge will enable African people to recognize their own 

expressions and manifestations within African Diasporic life and culture (Ani 1992, 5). 

The Eurocentric worldview and ñcultureò has blinded, silenced, and stripped African 

people of their cultural identity and in doing so, has also created a barrier in which those 

same Africansô traditional senses are either jaded or completely distorted: they cannot 

recognize the signs and symbols of their own culture in front of them, they cannot 

recognize familiar sounds let alone understand or interrupt their native tongue or 

adaptations of their traditional dialect, they cannot recognize the taste of their traditional 

food, they cannot recognize familiar smells associated to that of their culture and spices, 

and they are unaware how it feels to wear their traditional clothing or dance to their 

traditional music.  

The African Worldview is built up of a composite of cultural groupôs 

understanding of: the universe (cosmology), being (ontology), values (axiology), 

reasoning (logic) and knowledge (epistemology), all of which contribute to the ways 

people make sense of their lived reality (Nobles 1982, 43-44; Nobles 1985, 5-8). When 

comparing the two worldviews; the central premise of an African worldview is that a 

divine law governs an active and alive universe. A European worldview embraces the 

worldview as idea of order is imposed by a stronger force; and to overcome chaos one 

must impose (control) or enforce a reorder to order to fits oneôs own interests (Nobles 

1982, 43-44; Nobles 1985, 5-8). The African worldview embraces that of ontology, the 
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African ñspiritò or ñforceò that endows all things and expresses that the Divine provides a 

spirit essence to all creation; while the European worldview embraces ontology through 

the materiality that is worth only in utility for exploration (Nobles 1982, 43-44; Nobles 

1985, 5-8). The African worldview embraced axiology through the rhythmic and 

harmonious interchange of syntheses (connections) and contradictions (antagonisms); 

while the European worldview embraced axiology as conflict of opposing forces; one 

force must conquer the oppressors (Nobles 1982, 43-44; Nobles 1985, 5-8). The African 

worldview embraces ethos as primary; the oneness of all things, to be ñone with/harmony 

withò nature; while the European worldview recognizes ethos as the control and mastery 

of nature and all life (Nobles 1982, 43-44; Nobles 1985, 5-8). The African worldview 

recognizes ideology as the oneness of things and the primacy of life reflecting a Divine 

nature; group maintenance, collectiveness and sharing; the European worldview 

recognizes ideology as the survival of the fittest; drive for mastery and control of nature 

(Nobles 1982, 43-44; Nobles 1985, 5-8).    

The African worldview is relevant because it generates a set of metaphysical 

definitions and can only be explained or understood using those definitions as reference 

points. Gross distortions and misconceptions results when alien metaphysical conceptions 

are injected into cross-cultural analysis of a given world view. The European mind is 

literal, while African conceptions are expressed symbolically. The European and African 

worldviews are vastly different; any Africans embracing the African worldview and 

utilizing and embracing European definitions are blatantly absurd. The African 

worldview is relevant and crucial for African people to utilize because it provides the 

foundation toward understanding African philosophy; and essentially provides the 
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necessary tools to locate and continuously relocating African people once dislocated (Ani 

1992, 50). 

The African worldview, is a composite of African spirituality and understanding 

how all things are relative, related and connected to one another; everything is united in 

existence. It is understanding that everything that happens or occurs involves every 

individual and everything else around said happenings or occurrence. 

  It is relevant for African people to obtain the African worldview because it 

embraces the fact that African people are communal, and it addresses that events and 

relationships are the main components of reality. It is within the African worldview that 

Afri can people embrace the fact that African existence is based on them being named, 

what that means and who they are to be within and for their community. An Africansô 

identity consists of who they are related to and how they are related to them. The African 

worldview focuses on the relationship between individuals, and their roles in events. The 

African worldview values the community, there are no separate identities for 

individualistic thoughts and ideas. It is relevant for African people to not only understand 

the African worldview as a foundation for their existence but also as a foundation to their 

language and the rhetoric of the continent and the Diaspora.  For Continental and 

Diasporic Africans language and rhetoric is not just about communication, it defines who 

they are and reflects the rhythm of their lives (Jackson II & Richardson 2003, 34).   

An aspect of the African worldview that is very important to not only African 

people but especially in understanding and grasping Rhetoric of the African Diaspora is 

that of African-Diasporic humanism, which is derived from the humanistic nature of the 

African world-view and grows out of the African conception of the human being. 
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African-Diasporic humanism is an attitude toward life that stresses the importance of 

human spiritual/ emotional experience. It places emphasis on the human spirit (Ani 1992, 

50). 

The essence of the human is understood to be the soul and not the conscious 

intellect alone. The ability of a human being to have power over and to exploit others is 

not paramount. Rather, human interrelationship and interdependency are recognized as 

primacy needs and part of what validates human experience. African humanism in the 

Diaspora places value on achieving a special quality of life; on living life to its fullest; on 

feeling pain and joy deeply. All of that is life (Ani 1992, 50). African-Diasporic 

humanism, as an aspect of the African worldview, puts value on the survival of the group 

as actualized through the birth of its new members and the rebirth of its ancestors (Ani 

1992, 50). African humanism is North America places value on the expression of the 

African spirit-Soul-through various art forms such as: art, literature, film, television, 

music, and language, all of which contain or reflect the history and experience of being 

black in America; or being African in Europe. African-Diasporic humanism rejects the 

concept of ñart for artôs sakeò and replaces it with ñart for lifeôs sake.ò It recognizes that 

African people must do and speak with purpose because African people are people of, for 

and about purpose (Ani 1992, 50). 

African Rhetoric of the Continent and Diaspora 
 

The study of African American rhetoric as orature has been a significant advance 

in the field of communication, though relatively few scholars of African and Diasporic 

Af rican rhetoric in speech communication have integrated African and African Diasporic 

rhetorical theories and methods to encase discussions of this culturally located set of 
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rhetorical experiences. Some scholars who contributed to the discourse of African and 

Diasporic African rhetorical traditions have written a narrow understanding of said 

traditions, which has left the discourse with research laced with the impression that 

European and European American paradigms are sufficient for examining African and 

Diasporic African phenomena and artifacts.  

European infiltration and validation are not necessary when describing and 

interrogating rhetoric of Africa and the Diaspora. There is a safe intellectual space for 

dramatist, narrative, neo Aristotelian and postmodern rhetorical approaches, among other 

such paradigms. The urgency now resides in creating and maintaining a safe intellectual 

space for African and Diasporic African rhetorical critics and criticism in the discourse of 

not only Rhetoric but the discipline of Africology and African American studies (Jackson 

and Richardson 2003, xii).  

Jack Daniel explains that in the late 1960s, the National Communication 

Association (formerly Speech Association of America) convened an ñOpen Meeting on 

Social Relevance,ò out of which emerged a heightened ñconsciousnessò and ñawarenessò 

among some White scholars in search of the ñneedò for African American intellectual 

and political participation in the discipline; again negating that African people of the 

continent established ñrhetoricò well before Aristotle. Daniel expresses how Africans felt 

the need to seek European validation just to obtain approval that Rhetoric and Language 

can be examined by African people of both the continent and the Diaspora. Even after 

this genesis of ñallowingò African and Diasporic African people in the conversation and 

their narrative at the table, Europeans were persistent in verbal harassing and gave death 

threats from those who would rather advocate that of White racial separatism and the 
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continual European dominating characteristic of the 1960s, than embrace the infinite 

possibilities of an African located intellectual front (Jackson and Richardson 2003, xiii).  

Despite this, scholars such as Charles Hurst, Molefi Asante, Jack Daniel, Dorothy 

Pennington, Lucia Hawthorne, and Lyndrey Niles began to conceptualize the Black 

Rhetoric Institute, an entity that would be dedicated to rhetorical inquiry by, for, and 

about Black people throughout the Diaspora. Daniel explains, the study of Black rhetoric 

is needed to extend beyond the proposed institute and that the scholar teachers of the 

institute would need to teach Black rhetoric as well as African derived concepts such as 

Nommo (the generative power of the spoken word) to assist in ñmaking senseò of Black 

orature to Whites who attended their respective universities and also would need to 

influence how scholars studied Black discourse throughout the profession. Daniel asserts, 

for example, ñInstead of analyzing Malcom Xôs discourse with modifications of 

Aristotleôs categories, we proposed to teach African American graduate students the role 

of óNommoô in Malcolm Xôs discourse, thus providing the active agent in what makes the 

language of liberation, liberating (Jackson and Richardson 2003, xiii).  

According to works of G.M James in Stolen Legacy: Greek Philosophy is Stolen 

Egyptian Philosophy, Chanchellor Williams in The Destruction of Black Civilization: 

Great Issues of a Race from 4500 BC to 2000AD and Cheikh Anta Diop The African 

Origin of Civilization: Myth or Reality? Europeans emphasize Greek philosophy, as the 

dominating intellectual landscape in classical rhetorical studies, and that it began around 

640 BC with the Persian conquests; and that there is only one ñclassical rhetoricò that is 

ever mentioned, celebrated or acknowledged, and that refers to that of Greek and Roman 

traditions. In their texts, James, Williams and Diop stress the historical inaccuracies that 
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remain to be taught. If the genealogy of classical rhetoric begins in 640 BCE and human 

civilization began in 4500 BCE, then four thousand years of African rhetorical 

innovations have gone unexplored by present day rhetorical scholars (Jackson Richardson 

2003, xvi). Diop and others remind us, as African scholars, we must examine discursive 

activity during the origins of humankind to gain access to a traditional rhetorical system. 

Diop and others have explained that rhetoric must be at least 6,500 years old, since the 

estimated birth of human civilization has been dated at 45000 BC. The ñre locatingò 

process of the origin of rhetoric needed to be put in place and Greek and Roman classic 

rhetorical paradigms no longer could occupy a restrictive space of anteriority since there 

are clearly African civilizations, cultures, and traditions that existed before the Greeks 

and Romans (Jackson and Richardson 2003, xv). Diop and others pushed for a relocating 

and reclaiming of African rhetoric, and they created a space to focus less on the critical 

need to contextualize the 20
th

 century revision of Aristotelian canons by revisiting the 

original text and context of Greece from 366 BC to 322 BC. They placed an urgency on 

how necessary it was to contextualize contemporary paradigmatic revisions of African 

oratorical traditions found within African American rhetoric by revisiting ancient African 

sources and concepts such as the Egyptian texts of Ptah Hotep and the Dogon concepts of 

Nommo and magara (Jackson Richardson 2003, xvi).  

Asante has persistently argued to clarify the objectives of Afrocentricity and to 

assuage the fears of Greek classicists: 

 

It is not true that Afrocentrists have replaced White Greeks with Black Egyptians; 

we do not mind everyone standing in his or her own ground. The Greeks can 

remain firmly in control of whatever cultural legacy they bring to the world. We 

simply believe that is important to demonstrate that ancient Egyptians must be 

seen in the correct lightéHistorical correctness is better than political posturing 

(Jackson and Richardson 2003, xv). 
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African and Diasporic African Rhetoric, along with its ancestral traditions, has 

been dislodged from our purview of what rhetoric is and how it gets defined. It is 

fortunate that there is now a formal attempt to rescue African and Diasporic orature from 

its arrested agency, from its seeming inability to be studied alone as a legitimate line of 

inquiry independent of classical Greek philosophy (Jackson and Richardson 2003, xv). 

This is a revolutionary time for this safe intellectual space since most contemporary 

scholars seem prepared to agree that rhetoric coincides with the existence and civilization 

of a people and is a primary vehicle of communicating culture, meaning and 

traditions(Jackson and Richardson 2003, xv). Rhetorical studies in the communicological 

tradition refer to the conceptual and analytic dimensions or oratorical character, verbal, 

and nonverbal features, and ultimate delivery of the spoken word, it is necessary distinct 

from, and yet adjacent to, linguistics. Rhetoric of the African Diaspora explores not only 

language, vernacular and dialect, and that of the African American Vernacular English 

(Ebonics) it also provides a space to explore ancestral and rhetorical, discursive and 

linguistic continuities and traditions present in African American orature (Jackson and 

Richardson 2003, xiv).  

African and Diasporic Rhetoric arouses mixed feelings in that it is a term of 

ridicule and yet a widely studied discipline on its own, especially when it comes to 

African people both continent and the Diaspora; it is more than persuasion alone. It has 

ñtraditionallyò been concerned with techniques for gaining compliance. This long-

standing association to rhetoric has been at the heart of the conflict over whether African 

and Diasporic rhetoric is a neutral tool for bringing agreements between African people, 

or an immoral activity that ends in manipulation and silencing (Herrick 2013, 4). 
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  African and Diasporic rhetoric is an art form that has an intimate connection with 

persuasion, the use of appeals to reasons, values, beliefs, and emotions to convince a 

listener or reader to think or act in a particular way (Nordquist, 2017). One must revisit 

the word persuasion through an African located lens and with the African worldview as 

the foundation. African and Diasporic rhetoric embraces the art of persuasion in oral and 

written communication as well as art, painting, sculpting, body language, humming, 

singing, dancing, silence, hair braiding, acting, pantomiming, music, drumming, food, 

comfort, clothing, symbols, and spirituality. It is part the systematic study of persuasion. 

Its recognition of how crucial persuasion is to daily life may suggest that this art deserves 

attention. It provides a safe space to acknowledge what is called ñthe pervasiveness of 

persuasiveness ñso not to condemn persuasion or rhetoric. It is a space to begin to 

appreciate the centrality of this activity to much of life, and to recognize that human 

beings are rhetorical beings and devices themselves (Herrick 2013, 6). 

There has yet to be a clear and concise definition of what is Rhetoric of Africa 

and the Diaspora. There are definitions to what rhetoric is. Rhetorician James Murphy 

has suggested ñadvice to others about future language useò as one way of defining 

rhetoric (Herrick 2013, 6). Classicist George Kennedy defines rhetoric broadly as ñthe 

energy inherent in emotion and thought, transmitted through a system of signs, including 

language, to others to influence their decisions or actions.ò This definition suggests that 

rhetoric is part of who we are as human beings. Every time we express emotions and 

thoughts to others with the goal of influence, we are engaged in rhetoric (Herrick 2013, 

6).  Kennedy stated that rhetoric involved ñsigns, including language;ò thus suggesting 

that rhetoric develops in the realm of symbols of one type or another (Herrick 2013, 6).   
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A symbol is a term referring to any mark, sign, sound, or gesture that 

communicates meaning based on social agreement. Individual symbols usually are part of 

a larger symbolic system, such as a language. Language is the symbol system on which 

most of us rely for communicating with others daily. However, many arts and other 

activities also provide symbolic resources for communicating (Herrick 2013, 6).   

Social life, especially in the age of social media and instant gratification, depends 

on our ability to use a wide range of symbol systems to communicate meanings to one 

another. A rhetorical dimension can be detected in many of these (Herrick 2013, 6). For 

African people, rhetorical elements can reveal themselves unexpected location as well as 

in places easily overlook. For example, the typeface in which a book, text or response on 

oneôs social media is printed has a rhetorical dimension, each individual font was 

designed to convey a quality, character, or tone (Herrick 2013, 7).  In the instance of 

social media platforms, if someone comments, it is what they comment on, what they are 

commenting, how and the ways in which they commented was it text, text speech or 

emojis and even how fast they not only liked something (if they did like it or not), as well 

as how fast they liked something and commented are all modern forms of rhetorical 

elements for African and Diasporic African people.  

Persuasion has long been an important goal of the rhetoric of African and 

Diasporic African people, however, it is important to expand the definition of rhetoric to 

include other goals such as achieving clarity, awakening our sense of beauty, or bringing 

about mutual understanding in the African community (Herrick 2013, 8). The art of 

rhetoric can render symbol use more persuasive, beautiful, memorable, forceful, 

thoughtful, clear, and compelling. In all these ways, rhetoric is the art of employing 
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symbols effectively (Herrick 2013, 8). Effective, especially when addressing African and 

Diasporic African people, meaning purposeful, i.e. achieving the purposes of the symbol-

user, whether that purpose is persuasion, clarity, beauty, mutual understanding, and 

agency for and toward African liberation.  

African and Diasporic African rhetorical discourse is a communication possessing 

several identifying characteristics. The 6 distinguishing characteristics of rhetorical 

discourse are: planned, adapted to an audience, shaped by human motives, responsive to a 

situation, persuasion-seeking, and concerned with contingent issues.  

As indicated previously, African and Diasporic African rhetoric is effective and 

thus purposeful and has intent which indicates that it is planned and strategic. Regardless 

of the goal at which it aims, rhetorical discourse involves forethought or planning, 

especially when striving toward regaining, obtaining and maintaining African agency. 

The planned nature of rhetoric has long been recognized as one of its defining features 

(Herrick 2013, 9). Concern for forethought or planning points up a second characteristic 

of rhetorical discourse. Rhetoric is planned with some audience in mind; the orator must 

make an educated guess about the audience they are addressing. This imagined audience 

is the only one that matters when a message is being crafted, and it often guides the 

intentional process in important ways (Herrick 2013, 9). The audience that hears, reads, 

or otherwise encounters a message may be quite like the imagined audience, but even 

highly trained writers or speakers guess wrongly at times. Rhetorical discourse forges 

links between the oratorôs views and those of an audience. It is their obligation as an 

orator to attend, to be aware and to address to an audienceôs values, experiences, belief, 

and aspirations (Herrick 2013, 9). The concept of call and response can be applied and 
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used within the realm of rhetoric to refer to the bond between orators and their audiences, 

finding identification crucial to cooperation, consensus, compromise, and action (Herrick 

2013, 9). The discussion of audience adaptation whether it be from music, dancing, 

drumming, poetry, storytelling, folklore, comedy or complete transparency of the orator 

should not neglect the obvious concern that the orator has for keeping the audienceôs 

wandering attention (Herrick 2013, 10). Orators and Oral artists from the past to the 

present would agree that attracting and holding audience attention requires that the 

skillful orator or oral artist become a student of the human mind, that is, of psychology 

(Herrick 2013, 10). The ability to attract and hold an audience attention is a central 

concern of the public advocate, and much of the art of rhetoric is directed to achieving 

this goal (Herrick 2013, 10). 

The third characteristic, that of African and Diasporic rhetoric reveals human 

motives relates closely to the concern for the audience. Any study of rhetoric will reveal 

people acting symbolically in response to their motives, a term taking in commitments, 

goals, desires, or purposes that lead to action. Orators address audiences with goals in 

mind, and the planning and adaptation processes that mark rhetoric are governed by the 

desire to achieve goals (Herrick 2013, 11). Orators accomplish such goals by aligning 

their own motives with an audienceôs commitments. For this reason, the history of 

rhetoric of Africa and the Diaspora is complete with efforts to understand the values of 

African people, identify factors prompting audiences toward action, protest, and 

rebellion, and to grasp the symbolic resources for drawing African people together 

(Herrick 2013, 11). 

The fourth characteristic that of African and Diasporic African rhetoric discourse 
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typically is a response either to a situation or to a previous rhetorical statement. By the 

same mark, any statement, once advanced, is automatically an invitation for other would-

be orators to respond; thus, rhetoric is both ñsituatedò and ñdialogicò (Herrick 2013, 11). 

For this form of rhetoric to be situated, it means that it is crafted in response to a set of 

circumstances, including a time, location, problem, and audience (Herrick 2013, 11). 

African and Diasporic Rhetoric is both response-making and response-inviting.  

The fifth characteristic is African and Diasporic African rhetoric seeks 

persuasion. This form of rhetorical discourse often seeks to influence an audience to 

accept an idea, and then to act; this occurs by employing various resources of symbol 

systems such as language, specifically arguments, appeals, arrangements and aesthetics 

(Herrick 2013, 12). 

The sixth and final characteristic of African and Diasporic rhetoric is that of 

addressing contingent issues. This form of rhetoric addresses unresolved issues that do 

not dictate an outcome, and in the process, it engages our value commitments. When 

there are alternatives to be weighed and matters are neither inevitable nor impossible, we 

are facing contingent issues that invite the use of rhetoric (Herrick 2013, 15). 

Rhetoric of Africa and the Diaspora as Nommo 
  

Jahnheinz Jahn, the German ethnologist, posited four categories (Muntu, Kintu, 

Hantu and Kuntu) based on Bantu logic in which ñall being, all essence, in whatever form 

it is conceived, can be subsumedénothing can be conceived outside themò (Harrison 

2013, xx). Muntu, that which represents all human beings, the ancestors, certain trees, the 

spirits and the Creator, has sole possession of the civilizing essence, Nommo. Nommo is 

the generative power of the Word-spoken or gesticulated- it is that which activates all 
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forces from their frozen state in a manner that establishes concreteness of experience; 

thus, giving them existence. Nommo seeks to conceptualize the ability to activate and 

when done properly Muntu demonstrates the power to designate all life forms, be they 

glad or sad, work or play, pleasure or pain, in a way that preserves his Muntuness, his 

humanity (Harrison 2013, xx).  Nommo is the most important component when studying 

and understanding African and Diasporic Rhetoric because it is the linguistic active agent 

that allows and essentially defines rhetoric, Nommo is what allows rhetoric to be 

manipulative, possessive, persuasive and responsive language, speech and action.   

Nommo is a force that manipulates all forms of raw life and conjures images that 

not only represent the African biological place in Time and Space, as well in their 

spiritual existence (Harrison 2013, xiv).  It provides the foundation that ñeverything is 

everything in a mode: Man, Things, Time and Space, and the Context itself share a 

mutual coexistence,ò within the Rhetoric of Africa and the Diaspora.  African people are 

concerned with the activation of images rather than the creation of forms, through 

manipulation of the forces in the mode until they give up the power of our designated 

reality; hence their value is in words and that which exist due to certain words (Harrison 

2013, xix). Nommo activates both language and its rhetorical direction in such a way to 

allow the African to conjure up an understanding of how to manipulate and maneuver 

through not only oppression as a mode of survival, but also through the mental, 

psychological, physical, emotional, spiritual and financial unrealistic Eurocentric 

expectations place on them (Harrison 2013, xix).  It is through Nommo, African people 

are given the ability to transform the English language, giving it a new life. Nommo, 

within African and Diasporic rhetoric, gives African people the ability to create and 
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change their language according to their needs and circumstances of their African ethos 

(Ani 1992, 41). African people learn the language of the dominant group because it is a 

tool of survival in a literate white dominated culture and intensely technical society, 

however their language could never be enough for African people; African people 

improvise to express their ethos as well as emphasize what is missing or what is needed.  

Thus, why African people make up words, coin new words, and modify and manipulate 

words to essentially create a linguistic liberating homeplace in this Eurocentric conquered 

platform (Ani 1992, 41).  

The Social Functions of the Rhetoric of Africa  and the Diaspora  
 

African and Diasporic African Rhetoric is the method by which we advocate ideas 

we believe in; it gives our privates ideas a public voice, thus directing attention to them 

(Herrick 2013, 16). African and Diasporic African Rhetoric assists advocacy and that of 

effective advocacy; providing a voice for ideas and agency. Rhetoric of Africa and 

African Diaspora distributes Power; and it is what emphasizes that talk is not only action 

but is revolutionary. It is once understanding that Rhetoric for African people of the 

continent and the Diaspora is Nommo; it allows African people to recognize languageôs 

great power to shape our thinking and thus our actions, i.e. being that generative power to 

speak things into existence. African people, both Continent and the Diaspora, have long 

recognized that language and power are intimately connected, and that power involves 

more than physical force. Speaking and writing are forms of action, Nommo as the 

rhetoric of African people of the continent and the Diaspora can be understood as the 

study of how symbols are used effectively as a source of power (Herrick 2013, 17). 

Nommo as Rhetoric expresses personal power and provides an avenue toward success 
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and advancement by sharpening our expressive skills (Herrick 2013, 18). Nommo as 

Rhetoric is a source of psychological power, that is, the power to shape thought. African 

people of both the continent and the Diaspora recognize that symbols and thoughts are 

intricately connected; that one may change the way they or others think simply by 

altering the symbolic framework presented; it is possible to change the way people 

behave by the same method. Nommo as Rhetoric is a means by which one person alters 

the psychological world of another, for African people of the continent and the Diaspora 

symbols are one of many avenues into the mental world (Herrick 2013, 18). Nommo as 

Rhetoric is also a source of political power; the distribution of political influence is often 

a matter of who gets to speak, where they can speak, and on what subjects. When 

exploring the intersection of Nommo as rhetoric and recognizing its political power in 

society; it is suggested that power is not a fixed, hierarchical social arrangement, but 

rather a fluid concept closely connected to the symbolic strategies that hold sway at any 

particular time (Herrick 2013, 18). Nommo as Rhetoric builds communities, it shapes the 

character and health of communities in countless ways; communities are largely defined, 

and rendered healthy or dysfunctional, by the language they use to characterize 

themselves and othersò (Herrick 2013, 20). 

Rhetoric and Africology 
 

Africology refers to the systematized study of the African continent, which its 

multiple civilizations, traditions, ideals, and contributions to humanity. Afrocentricity can 

be defined as a cosmological, axiological, aesthetic, ideological, or philosophical 

orientation toward the world (Jackson and Richardson 2003, xvi). When rhetorically 

examining phenomena via Afrocentric lenses, one approaches and apprehends the critical 
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object by encasing oneôs analysis from the standpoint of African ancestral traditions, 

mores, and ideals to ascertain the possibilities of human potential and liberation. As an 

extension of Afrocentricity, that being a conceptual and methodological tool; that 

indicates a collective thirst for new paradigms to encapsulate a diversified set of 

rhetorical and discursive experiences too frequently ignored or misunderstood (Jackson 

and Richardson 2003, xvi).  

Literature Review 

Classical Origins of Continental and Diasporic African Rhetoric 

Nommo 

Maulana Karenga in his essay Nommo, Kawaida, and Communicative Practice: 

Bringing Good into the World discusses how communal character of communicative 

practice is reaffirmed and rhetoric is approached as, above all, a rhetoric a communal 

deliberation, and action, oriented toward that which is good in the world (Jackson II & 

Richardson 2003, 3). Communitive practice is posed as both expressive and constructive 

of a community, and the building of a community. Karenga discusses tradition and 

themes in African American rhetorical practice and then continue with a critical 

engagement of the conceptual construct Nommo, its evolution in the 1960s as a central 

category in Black rhetorical studies, and its usefulness in providing conceptual space not 

only for African centered grounding in the field of rhetoric but also for exploring 

alternative ways of understanding and communicative practice (Jackson II & Richardson 

2003, 3). His essay explores African rhetoric and rhetoric of the African Diaspora as an 

understanding that brings into focus and complements the ethical teaching of the Odu Ifa. 

The Odu Ifa is the sacred text of ancient Yorubaland that óhumans are divinely chosen to 
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bring good into the worldô, and that this is the fundamental mission and meaning in 

human life (Jackson II & Richardson 2003, 3-4). Karenga explores the use of the ancient 

Egyptian concept of ómdw nfrô, and the means of eloquent and effective speech. 

Karengaôs goals in this piece is to identify shared insights and orientations in a larger 

African tradition of communicative practice and to recover/employ these classical 

African understandings to expand the range of useful concepts of defining and 

explicating communitive practice and African American rhetoric. The approach to this 

essay is essentially an Afrocentric cultural approach rooted in Kawaida philosophy. The 

Kawaida philosophy is an ongoing synthesis of the best of African thought and practice 

in constant exchange with the world and is directed toward the enduring historical project 

of maximum human freedom and humans flourishing. The Kawaida philosophy poses 

culture as a unique and instructive way of being human in the world and is the 

fundamental framework for self-understanding and self-assertion. Kawaida expresses that 

as people in general, we must constantly dialogue with African culture, asking questions 

about it and seeking answers to the fundamental concerns of humankind (Jackson II & 

Richardson 2003, 4).  

Karenga expresses that to engage in rhetoric as an African is to enter an ancient 

and ongoing tradition of communicative practice, a practice that not only reaffirms the 

creative power of the word but also rootedness in a world historical community and 

culture, which provides the foundation and framework for self-understanding and self-

assertion in the world (Jackson II & Richardson 2003, 4-5). Karenga explores the 

development of rhetoric from both Africa and the Diaspora when looking at that of 

tradition. He states ñit is a tradition that from its inception has been concerned with 
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building community, reaffirming human dignity, and enhancing the life of the people. 

Recently, it has expanded to include vital contributions to the struggles for liberation in 

the political, economic, and cultural senses as a rhetoric of resistanceò (Jackson II & 

Richardson 2003, 5). Karenga explains that unlike Herbert Simons (Simons 1978, 50) 

talks of ñdistinctive and recurring patterns of rhetorical practiceò as defining a genre, he 

aims to identify these defining patterns of African rhetorical practice and locate them into 

the larger context of a distinct and ongoing tradition (Jackson II & Richardson 2003, 5). 

Karenga defines tradition as a cultural core that forms the central locus of our self-

understanding and self-assertion in the world and which is mediated by changing 

historical circumstances and an ongoing internal dialog of reassessment and continuous 

development (Jackson II & Richardson 2003, 4). According to Karenga, tradition as he 

defines it is a source of location, to know where you came from, ñthe constantly 

presenting and representing context, the evolving presentation context, the perspective-

that is history to usò (Asante 1990, 5-6 ;Jackson II & Richardson 2003, 5). Tradition is 

not an obvious source of authority. Molefi Kete Asante says, the source of ñcodes, 

paradigms, symbols, motifs, myths and circles of discussion that reinforce the centrality 

of African ideals as a valid frame of reference for acquiring and examining data;ò which 

corresponds to the Kawaida concept of tradition as a core source out of which the 

materials, methods, and methodologies of rhetoric and other communicative practices are 

made. This overall becomes a larger cultural context and becomes an essential source of 

our self-understanding and self-assertion in the world (Jackson II & Richardson 2003, 5).  
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Karenga, expresses that Kawaida concept of tradition:  

Is that which incorporates unity and diversity, consensus and disagreement, 

affirmation and opposition, criticism and corrective, and a critical integration of the 

past with the understanding and engagement of the present and the aspirations and 

striving for the future(Jackson II & Richardson 2003, 5).  

 

Karenga defines and recognizes African rhetoric as a rhetoric of the community because 

it evolves in ancient African culture and has been and remains essentially the rhetoric of 

communal deliberation, discourse and action toward delivering not only goodness but 

also agency into the community and the world (Karenga 1999, 1994; Asante 1998; 

Parkinson 1991; Assmann 1990; Gyekye 1987; Perry 1986; Jackson II & Richardson 

2003, 5).  A rhetoric of communal deliberation, discourse, and action oriented toward that 

which is good for the community and the world (Jackson II & Richardson 2003, 10). 

Karenga also defines and recognizes African rhetoric as a rhetoric of resistance; due to 

the fact that African people are a people that have been forcibly transported not only to 

the Americas but also all around the world during the holocaust of enslavement and  have 

been systematically oppressed; thus a central aspect of  Continental and Diasporic 

African rhetoric is rooted in and reflective of resistance (Logan 1999; Hamlet 1998; Niles 

1995; Walker 1992; Howard-Pitney 1990; Smith 1972; Foner 1972; Bosmajian and 

Bosmajian 1969; Woodson 1925; Dunbar 1914; Jackson II & Richardson 2003, 6).  

Continental and Diasporic African rhetoric is also rhetoric of reaffirmation; it is self-

consciously committed to the reaffirmation of the status of the African person and their 

agency. It is through reaffirming the agency of African people that African people are a 

given the proper space to universally speak their own unique cultural truth and are 

provided the ability to make their personal contribution toward the accuracy of human 

history (Karenga 1980).  Lastly, Continental and Diasporic African rhetorical practice is a 
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rhetoric of possibility; it seeks not simply to persuade, but to share, to inform, to question 

and to search for and explore possibilities in the social and human condition (Jackson II 

& Richardson 2003, 6).  

 Karenga explores the category of Nommo and its evolution in the 1960s not only 

as a conceptual framework for understanding and engaging in both African and Diasporic 

African rhetorical practice, but also for communicative practice in the broadest sense of 

the word (Jackson II & Richardson 2003, 8). He defines and breaks down Nommo and its 

Continental and Diasporic African rhetorical relationship: 

The word Nommo or nummo was taken from the creation narrative of the Dogon 

people of Mali [Griaule 1965; Griaule and Dieterlen 1986]. According to the 

Dogon sage Ogotommeli, the Creator, Amma, sends Nommo, the word (in the 

collective sense of speech), to complete the spiritual and material reorganization 

of the world and to assist humans in the forward movement in history and society.  

It is through the word, Ogotommeli tells us, that weaving, forging, cultivating, 

building family and community, and making the world good are made possible.  

Inherent in the concept of Nommo are the triple aspects and elements of water, 

wind, and word symbolizing, respectively, the life force (animation), life essence 

(spirit), and life creation (creativity) [Jackson II & Richardson 2003, 5].  

Moreover, Nommo is ñthe completion of the perfect series [of creation], symbol 

of the total union of male and female, that is to say of unityò [Griaule 1965, 26]. It 

is sacred, indispensable and creative character of the word, as an inherent and 

instrumental power to call into being, to mold, to bear infinite meanings, and to 

forge a world we all want and deserve to live in, that seizes the hearts and minds 

of the African American creative community and becomes a fundamental 

framework for developing, doing, and understanding rhetorical practice- both its 

oral and literary forms (Jackson II & Richardson 2003, 8). 

  

Karenga also highlights Molefi Kete Asante, more specifically his text 

Afrocentric Idea (1998), and his understanding of Nommo and Nommosô placement 

within the rhetorical discourse. Karenga expresses that Afrocentric Idea explored 

concepts that ultimately led to his development of Afrocentricity as a methodology, not 

only for rhetoric but also for the Africology discipline.  It is in this text that Asante 
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explains Nommo within the African communicative practice and how Nommo is one 

distinctive difference between African communicative practice and European practice 

(Smith and Robb 1971, 2).  According to Asante, Nommo is rooted in African heritage, 

within oral tradition as an active agent in ñtransforming vocal communicationò (Smith 

and Robb 1971, 2).  Asante contends,  

To understand contemporary Black rhetoric in America means one must 

understand that Nommo continues to permeate Black activitieséthis is not to say 

all Black people or most Black people are conscious of Nommo in a technical 

sense, but rather that most Black, given the situation can immediately identify the 

transforming power of vocal expression (Smith and Robb 1971, 2; Jackson II & 

Richardson 2003, 9).   

 

Lastly, Asante calls attention to the fact that it is the practice of everyday life that 

shapes and reshapes the rhetorical practice, for African people both of the Continent and 

the Diaspora, as it puts forth and develops its transforming and constantly transformed 

expressions (Jackson II & Richardson 2003, 9.) 

Karenga, highlights Asantesô work, The Afrocentric Idea in which Asante recognizes 

that: 

rhetoric in African society is an architectonic functioning art, continuously 

fashioning the sounds and symbols of people even as it reenacts historyéand that 

the word is productive and imperative, calling forth and commandingéthe word 

is imperative, it is the fundament as well as the fashioning instrument of 

traditional African society (Asante 1998, 81; Jackson II & Richardson 2003, 9.) 

 

Karengaôs piece focuses a great deal on how Asante reaffirms the traditional African 

understanding of speech as a ñworld-creatingò power and process.  Karenga quotes 

Asante as he explains Nommo as that vocal transforming agent and how African people 

speaking things into existence or create things through rhetoric.  
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The African sees the discourse as the creative manifestation of what is called to 

be.  That which is called to be, because of the mores and values of society, 

becomes the created thing, and the artist or speaker, satisfies the demands of 

society by calling into being that which is functional.  And functional, in this case 

refers to the object (sculpture, music, poem, dance, speech) that possesses a 

meaning within the communicatorôs and audienceôs worldview, a meaning that is 

constructed from the social, political and religious moments in the societyôs 

history (Asante 1998, 75; Jackson II & Richardson 2003, 10.) 

 

Karenga uses Asantesô text to explore Nommo as a conceptual construct that seeks to 

recover and engage African modalities in understanding and approaching rhetorical 

practice, and has been a key component in providing conceptual space not only for an 

African centered foundation within rhetoric, but also for exploring and developing 

alternative ways to conceive, critique and conduct this defining activity (Jackson II & 

Richardson 2003, 10.)  

Karenga provides historical placement for the African rhetorical discourse; he 

states how rhetoric is traditionally thought to have originated in Greece but explains how 

the people of Kemet created rhetoric; and how in the Book of Ptahhotep, there are two 

expressions for rhetoric, rhetoric as eloquent and effective speech itself (mdt nfrt-medet 

neferet) and rhetoric as the rules or principles of eloquent and effective speech (tp-hsb n 

mdt nfrt-tep-heseb en medet neferet) ( Jackson II & Richardson 2003, 11). The people of 

Kemet viewed speech as an ethical activity, an activity of tremendous power that could 

be used for good or evil (Jackson II & Richardson 2003, 11.) Karenga highlights not only 

Book of Ptahhotep but also medu nefer, Maat, Kemetic rhetoric, and Book of 

Khunanup.to express the traditional and ancient African rhetorical foundation opposed to 

that of Greece and specifically Aristotle.  Lastly, Karenga recognizes classical African 

rhetoric as a communal and ethical practice and investigates deeply into four concerns 

surrounding the concept; those four concerns being: the dignity and rights of the human 
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person, the well-being and flourishing of community, the integrity and value of the 

environment, and the reciprocal solidarity and cooperation of humanity (Jackson II & 

Richardson 2003, 18.) 

Adisa Alkebulan in his essay The Spiritual Essence of African American Rhetoric 

examines spirituality as a significant component of African American rhetoric (Jackson II 

& Richardson 2003, 23). It is in his piece he provides a historical foundation that 

demonstrates the cultural continuity of language and rhetoric that Africans have both 

throughout the Diaspora and the continent (Jackson II & Richardson 2003, 23).  He 

identifies, in detail, how the spiritual aspects of African culture are associated and 

manifested in African American rhetoric; he focused mainly on the Kemetic (ancient 

Egyptian) concept of MAAT and the Dogon concept of Nommo (Jackson II & 

Richardson 2003, 23).   

Alkebulan acknowledges that the study of African American rhetoric is also the a 

study of African languages both diasporic and Continental; because it is almost 

impossible to speak of, let alone, research African American rhetoric without discussing 

language given the dominant nature of the oral culture (Jackson II & Richardson 2003, 

23) .  Alkebulan, in his essay, explores how the spiritual aspects of African culture are 

associated and manifested in African American rhetoric, focusing mainly on MAAT and 

Nommo.  He does not define or conceptualize spirituality in religious terms because it 

prevents the understanding that the nature of spirituality is at the core of the African 

person both in Africa and in the Diaspora regardless of religious affiliation (Jackson II & 

Richardson 2003, 24). He defines spirituality as the search for personal balance and 

harmony as well as that of society. Alkebulan, states that the concept that best embodies 
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the African conceptualization of spirituality is the ancient African principle of Maat 

(Jackson II & Richardson 2003, 25).  His essay highlights, Asante who defines Maat as 

the ñKemetic (ancient Egyptian) quality of order, justice, righteousness and balanceò and 

without Maat there is no understanding, no harmony and no possible restoration of 

balance, leaving African people without power and direction (Asante, 2000 89-95).  Maat 

is the ruling force between good and evil (Asante 2000, 89-95).   It is the organizing 

principle of human society, the creative spirit of the phenomena, and the eternal order of 

the universe (Asante 2000, 89).  Maat imposes order and direction as well as providing 

adequate meaning to the lives of African people while serving as a major force against 

chaos (Asante 2000, 95).   

Alkebulan referenced the work of Adetokunbo Knowles-Borishade, and how she 

conceptualizes the relationship between language, rhetoric, and spirituality, affirming that 

African orature takes place within a certain ritualistic format (Jackson II & Richardson, 

2003, 26).  Knowles-Borishade states that traditionally Africans understand humanity as 

a spiritual force, and the African rhetor is viewed as having the power to access ñcosmic 

forces for a higher truth by merging her/his vibratory forces with the rhythmic vibrations 

of the universal cosmic energyò (Knowles-Borishade 1991, 494 ; Jackson II & 

Richardson 2003, 27) Alkebulan also addresses the works of Knowles-Borishade to 

highlight the accountability of the orator or rhetor in their use of Nommo.  Knowles-

Borishade states 

The oratorôs concern is with the spiritual harmony of the audience or community, 

again abiding by the guiding principles of Maat.  The word set forth by the rhetor 

demonstrates ówhat is morally good is what benefits a human being; it is what is 

decent for man-what brings dignity, respect, contentment, prosperity, joy to man 

and to his community.ô óWhat is morally bad is what brings misery, misfortune, 

and disgrace.ô (Knowles-Borishade 1991, 494)  
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Alkebulan piece addresses the African philosophical background of rhetoric, he starts 

with giving the reading perspective and information on how Africans view language and 

rhetoric.  He starts with the ancient Egyptians or Kemites and how they referred to their 

language as mdw ntr; literally translating to ñdiving speechò because mdw translates to 

ñspeechò and speech was divine and seen as a gift of the creator.  Alkebulan states the 

importance in pointing out that this ancient language of divine speech also refers to an 

authoritative utterance; and how the rhetoric of both Continental and Diasporic Africans, 

is the theory of authoritative utterance, and oratory are intertwined with Egyptian life 

(Asante 2000, 81). Continental and Diasporic African rhetoric was spiritual and 

interpreted as a human quest for what was good and divine.  (Jackson II & Richardson 

2003, 27-28).   

Alkebulan, references the works of Asante, Asante states that the spoken word was 

the primary method of cultural and spiritual transmittal of values.  Asante points out that 

good speech must have an ethical base. 

There are no speeches by hatemongers that have gone down in the history as great 

speeches.  There will never be such speeches because the overwhelming judgment 

of history is a moral one and the speaker who imperils the forward march of 

human dignity will not live in the minds of the future.  It is the champion of 

righteousness that is the true victor in rhetorical traditions (Asante 2000, 81).  

  

Asante and Alkebulan in this essay highlight that the rhetoric of African people both of 

the continent and the Diaspora is spiritual, yes it was once a human quest for what was 

good and divine, it now remains a powerful entity (Jackson II & Richardson 2003, 28).   

 Alkebulan, in his piece recognizes that powerful entity as Nommo, the generative 

and productive power of the spoken word as defined by the Dogon of Mali (Asante, 

1998, 17).  He dedicates a portion of the essay to defining Nommo and how others have 
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discussed and explained its place within the rhetoric of Continental and Diasporic 

Africans through literature and spirituality. He highlights in this piece, just as I do in my 

research, how the power of the word or of speech in general, has always been rooted in 

Africansô oral tradition.  When explaining and exploring the concept of Nommo, he first 

addresses the works of Janheinz Jahn and Marcel Griaule and their works that delved into 

the Dogon of Mali. Jahnsô works highlight that The Dogon believe that the concept of 

Nommo carries the vital ñlife force which produces all life, which influences óthingsô in 

the shape of the spoken wordò (Jahn 1990, 124). It is through Griaule works that 

Alkebulan is introduced to Ogotemmeli, a Dogon elder who states when referring to 

Nommo that, ñThe voice of man can arouse God and extend divine actionò (Griaule 

1970, 138). Ogotemmeli statement not only expresses that the human utterance can 

invoke a kind of spiritual power; but also expresses that African people can speak 

óthingsô into existence.  Alkebulan uses both the works of Griaule and Jahn to also 

explore the power of word and the origin of ñthe word;ò Nommo is this life force within 

and behind the word, Nommo is the bearer of the Word, and the breath, water and energy 

become components and elements of the word (Griaule 1970,140).  Jahn deeply explores 

this aspect within Nommo, revealing that epic nature of the power of the word for 

African people both the continent and the Diaspora. He states that Nommo is the 

lifeforce, it is a unity of spiritual-physical fluidity.  Nommo is the generative power that 

gives life to everything, penetrates everything, causes everything and essentially creates 

everything.  However, Jahn highlights that since man has power over the word, it is man 

who directs the lifeforce; it is man that receives the words and shares it with others, and 

so fulfills the meaning of life (Jahn 1990, 124).  Yes, the power of the word is different 



41 

 

from one individual to the next; word power of the Creator is most powerful, yet 

individuals have, dominance over things, expressed by the power of their words, which 

they can change and  make work for their purposes and command them; Jahn refers to the 

ability to command things with Words as ñmagicò (Jahn 1990, 135). Alkebulan 

references the works of Asante in which he states similar thoughts as Jahn when 

expressing the impact of the speaker ñThe more powerful the speaker, the more 

fascinated the audience will be.ò Asante goes on to explain that it is more than the 

individual but the experience they provide for their audience, the experience of ñthe 

orality and the spirituality of the presentationsò (Asante 1998, 91).  

 Aside from Asante, Alkebulan pulled from the works of Knowles-Borishade to 

address the spiritual approach within the concept of Nommo. She states that ñNommo 

gains in power and effectiveness in direct proportion with the moral character, strength of 

commitment and vision of the orator as well as the skills they exhibit.ò  She expresses 

that the speaker ñmust be direct their creative powers toward a higher level of 

consciousness by activating spiritual and psychic powersò (Knowles-Borishade 1991, 

490). Alkebulan utilizes Knowles-Borishade works to address the traditional views of 

African people in regarding their humanity as a spiritual force and viewing the orator as 

one having the ability to tap cosmic forces for a higher truth by merging their vibratory 

forces with the rhythmic vibrations of the universesô energy (Knowles-Borishade 1991, 

490-491).  Knowles-Borishade states that Nommo is the embodiment of ñAfri-Symbols;ò 

exploring the concept of Nommo and expressing that it is ñpregnant with value-meanings 

drawn from the African experience which, when uttered, gives birth to unifying images 

that bind people together in an atmosphere of harmony and power (Knowles-Borishade 
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1991, 490).   

 Alkebulan, highlights the contemporary aspect of the power of Nommo presented 

in the Diasporic African community, when exploring the role of the African preacher in 

the Black church, in which he utilizes the works of Asante.  Asante asserts that in order to 

understand the nature of African communication, one must understand that Nommo 

continues to permeate the African existence in the Diaspora; and thus, becomes an 

experience and way of life for both Africans of the Continent and the Diaspora (Asante 

1998, 97-98).  Alkebulan highlights the effectiveness of the African preacher or lecturer 

and how they understand both the transformative power of the word and call and 

response.  Alkebulan refers to Geneva Smitherman statement that ñthe African church in 

the United States is the most significant force that nurtures African linguistic and cultural 

traditionsò in her piece Word from the Hood: The Lexicon of African American 

Vernacular English; to express the importance and significance of sermon and 

sermonizing in rhetoric of the African Diaspora (Jackson II & Richardson 2003, 31).  

 Alkebulan emphasizes that the African culture is an oral culture and to understand 

Nommo and African and Diasporic rhetoric one would have to understand African oral 

tradition.  African oral tradition provides a framework to study not only African language 

but also African rhetoric.  African language is not just a normalized code that includes 

syntax, lexicon, and phonology it is also the nuances of African culture and the 

articulation of language; i.e rhetoric.  Alkebulan quotes the works of John Conteh-

Morgan to define oral tradition, ñoral traditionémeans that tradition whose origins 

stretch back to pre-colonial Africa and the beliefs associated with it.ò He follows that 

with Asantesô understanding of oral tradition, ñ óoral traditionô also termed óoral 
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literatureô or óoratureô refers to a ócomprehensive body of oral discourse on every subject 

and in every genre of expression produced by a people ôò(Asante 1998, 96) Emphasizing 

this foundation in African culture, Alkebulan is able to provide a strong understanding of 

the importance of Nommo and rhetoric within African oral literature itself.  African oral 

tradition incorporates rhetoric when looking at public speaking and performing especially 

through avenues of expression such as poetry, songs, proverbs, myths, legends, 

incantations, sermonizing, lecturing, testifyinô and signifyinô to name a few ((Jackson II 

& Richardson 2003, 33).  

  Alkebulan concluded his piece with exploring the relationship of aesthetics and 

African and Diasporic rhetoric.  He notes that to explore the spiritual essence of African 

and Diasporic rhetoric one would have to discuss aesthetics.  Alkebulan focuses the 

conversation of what aesthetics is and are, around culture-inspired perceptions of beauty.  

He expresses that culture-inspired perceptions of beauty are within the language and for 

African people, language and rhetoric are beauty (Jackson II & Richardson 2003, 33).  

Alkebulan notes that when he uses the term aesthetics, he is referring to what Kariamu 

Welsh-Asante calls pan-African aesthetics which, ñtranscends geographic or ethic 

boundaries and functions on certain commonalitiesò (Welsh-Asante 1993, 2; Jackson II & 

Richardson 2003, 34).  Alkebulan uses the works of Welsh-Asante to further make the 

connection between aesthetics and rhetoric; Welsh-Asante teaches that spirit, rhythm, and 

creativity are the key criteria in discussing African aesthetics.   Spirit, rhythm and 

creativity derive from epic memory and for Diasporic Africans epic memory is essential 

in understanding the nature of rhetoric (Welsh-Asante 1993, 4; Jackson II & Richardson 

2003, 35).   
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The Manifestations of Continental and Diasporic African Rhetoric 

 In Thurmon Garner and Carolyn Calloway-Thomas piece African American 

Orality: Expanding Rhetoric, the writers attempt to address the space between the 

rhetorical practices of Diasporic Africans and the landscape of Diasporic Africans orality.  

The writers discuss how Diasporic African communication scholars have continuously 

overlooked the theoretical but overpowering influence of Diasporic African rhetoric in its 

entirety.  This piece explores broader rhetorical forces that focus or explain Diasporic 

African oral traditions.  The discussion of this piece centers around the notion of orality 

and the concern with the rhetorical features of Diasporic African oral tradition and how 

such features can serve as means for understanding not only traditional avenues of 

rhetorical discourse, but also digital platforms and contemporary rhetorical spaces 

(Jackson II & Richardson 2003, 44).   

 Garner and Calloway-Thomas discuss in this piece what makes Diasporic African 

rhetoric, rhetoric of the African Diaspora.  They pose the questions ñis there anything 

actually ñBlackò about rhetoric from the African Diaspora? Is the ñBlackò experience 

conveyed through the rhetoric of African people? The writers state that the Black 

presence in rhetorical work is evident through a cultural bound way of practicing and 

framing language, discourse, and patterns of behavior (Jackson II & Richardson 2003, 

44-45).  They address that the most obvious point is that in Diasporic African rhetoric is 

that a Black presence is generated; and that presence is generated when African cultural 

combinations and patterns are present.  African agency and elevation has to be present, in 

such a way that African rhetors or oral artists are at a point where they no longer concern 
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themselves with how they write or speak about African people because they 

automatically foreground Black perspectives (Jackson II & Richardson 2003, 44-45).  

Africans must be the subjects and narrators of their own stories and must be seen as the 

norm at the center of their own works; hence being a key component with Diasporic 

African rhetoric.  

 The writers express that a Black presence is not just when an African is present, 

or an African is delivering a speech, performing on stage even the author of a piece it  is 

signaled when the cultural intensity or emotional energy of Africans is exhibited and 

African agency is present.  The piece recognizes that common orientations to experience 

or witness the Black presence and Diasporic African rhetoric are within African music 

both on the continent and within the Diaspora.  Rap, hip hop, dance, athletics, religion 

(especially preaching), rituals, literature, and oral tradition are all common orientations 

for Diasporic African rhetoric (Jackson II & Richardson 2003, 46).       

Garner and Calloway-Thomas address that African rhetoric of the Diaspora and 

Black cultural communication is not only rooted in oral tradition but the history of 

African people of the Diaspora including their enslavement, culture and liberation.  The 

writers refer to Nommo as it being the magic power of the word and how prior to this 

piece, the research on Black communication and the rhetoric of the African Diaspora has 

revolved around identifying and exploring expressive uses of language  (Jackson II & 

Richardson 2003, 47).  The writers of this piece address how Black communication needs 

recognized acts such as boastinô, bragginô, playinô the dozens or soundin, signifyinô and 

rappin as traditional African rhetorical devices as well as develop an understanding of 

how these rhetorical devices contribute the Diasporic African rhetorical presence 
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(Jackson II & Richardson 2003,47). 

 Garner and Calloway-Thomas emphasize that the work is less about reinventing 

aspects of the African rhetorical experiences and more about refining and refitting the 

location of African rhetorical devices and reestablish how exactly African people have an 

oral culture and how African rhetoric is about of the culture.  Afri can culture is an oral 

culture because communication is direct, immediate, personal, intimate and important.  It 

is important because it is about and involves people and the words and decisions, 

convictions, impulses, conclusions and decisions of people.  Oral approaches are less 

based on intuitive and more based on cultural connections and learned experiences and 

the hope that as community will respect each other and their culture.  As an oral culture, 

call and response is crucial and there is no distinction between the speaker and the 

audience.  Throughout these oral approaches, it is the communication that transpires 

between or within them that is the creation and the sharing of oneôs personhood that 

retains a personal humanism, an aspect that is very important in understanding Nommo 

(Jackson II & Richardson 2003, 47).  This piece addresses that there are rhetorical 

positions, patterns and modes of discourse that allow members of the African community 

to act out their daily personal interactions; however it is in stating all this the authors 

address that it is the innovations within the Diasporic African rhetoric that demand a new 

way of explaining the connection between formal aspects of a rhetorical tradition and the 

everyday intuitive approach to an oral rhetorical tradition (Jackson II & Richardson 2003, 

47).   

 Part of this chapter explored what the Black presence in African rhetorical spaces 

looks like and the repositioning of that Black presence as an everyday use orally.  Garner 
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and Calloway-Thomas discusses the African and European, specifically Greek, 

worldviews and how they relate to the rhetoric of African and European people.  They 

address that European (traditional or classical) explorations of rhetoric position 

rationality and logic at its center, while African oral rhetoric positions ethics, critical 

thinking and personal logic as its core principles.  European rhetoric focuses on the art of 

persuasion, influence and manipulation while an oral based worldview places influences 

on the judgment in decision making (Jackson II & Richardson 2003, 48).    Rhetoric of 

the African Diaspora presents an oral presence that is not based on separating or labeling 

the rhetoric as public or private, nor does it provide a privilege over the public logic or  

rhetoric over the private; African orality is circular and merges the two together and 

anything in between that aides in African people receiving agency and clarity of the 

world they live in (Jackson II & Richardson 2003, 48).   

 Oral based discourse is not passive but very active; and scholars such as Walter J. 

Ong, J. Goody, J.P. Gee, E. A. Havelock, and Deborah Tannen yield insight about 

African orality.  Garner and Calloway-Thomas articulate what makes Black orality and 

Black and rhetorical is a step toward understanding the ways in which rhetoric of the 

African Diaspora presence is signaled in a text (Jackson II & Richardson 2003, 48).  The 

writers highlight the scholars above, expressing how they have provided agency to 

language that presents the Diasporic African oral presence linguistically, thematically, 

socially and rhetorically (Jackson II & Richardson 2003, 49).  

 Garner and Calloway-Thomas address how rhetorical features exist in oral 

traditions and that rhetoric,  from a linguistic standpoint is a figure of speech when it is 

stylized or considered an embellishment but when a point is trying to be conveys or an 
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attempt to change anotherôs point of view is initiated, the form of expression is rhetorical 

in these of adjusting or manipulating meaning or adding emphasis to an idea. From an 

European perspective, specifically Greek,  

Rhetoric has been considered the art of speaking on a subject that is constructed 

and appropriately stylized for audience, purpose and occasion.  The aim of 

rhetoric in the Aristolian sense has been morality and is concerned with questions 

of justice and injustice, good and bad, equity and inequity, desirability and 

undesirability, praise and blame and right and wrong.  They are particularly 

rhetorical when infused in the more formal rhetorical process of public speaking 

(Jackson II & Richardson 2003, 49).   

 

Garner and Calloway-Thomas wrote about the exploration of the Black presence in 

Diasporic African rhetoric, and what that exploration looks like in formal texts.  African 

Diasporic rhetoric is more than, the Greek understanding, persuasion and influence it is 

about recognizing and giving agency to African cultural patterns.  The writers turned to 

the works of Ben Sidran and how he discusses the circumlocution component within the 

African language and unnecessary need for a direct or exact definition for things.  The 

circumlocution component expresses intelligence and personality while the direct 

statement expresses crudeness and a lack of imagination (Sidran 1971, 6).  It is in African 

rhetoric, that direct questions come off as confrontational, intrusive and presumptuous 

(Kochman 1981, 99).   

 Garner and Calloway-Thomas conclude their piece with directing the 

conversation to the rhetorical strategies such as indirection verbal play and signifying.  

First, they highlight boasting, bragging, loud talking, rapping, signifying and playing the 

dozens as elements of indirection.  Indirection suggests that direct confrontation in 

everyday discourse is to be avoided when possible (Jackson II & Richardson 2003, 50).  

These elements of indirection have the capacity to contain explicit and implicit content, 
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while remaining to avoid confrontation.  These elements are not just speech events but 

also are rhetorical strategies used to handle communication behaviors; they provide 

African people with the intuition to know what is and is not appropriate cultural 

discourse.  The writers discuss orality and rhetorical preparedness and how through call 

and response there is an accountability of the speaker and audience to devise, originate, 

compose, or invent without preparation when engaged in conversation. This is important 

because African people rely on spontaneity, inventiveness and improvisation within their 

language behaviors.  Black improvisation is a personal voice in the context of a group 

activity, it is a metaphoric language that is a medium for intimate expression (Jackson II 

& Richardson 2003, 50).   Walter J. Ong notes that oral cultures are 

óAntagonisitic in their verbal performance and indeed in their lifestyleôéhe 

observed that orality situates knowledge in a context of struggle. Riddles, 

proverbs and stories are used store knowledge as well as óto engage others in 

verbal and intellectual combatéhe also claims that óviolence in oral art forms is 

also connected with the structure of orality itselfô. Verbal communication by 

nature, direct word of mouth, dynamic give-and-take, and a high degree of 

interpersonal relation add to the antagonisms of daily life (Ong 1982, 44; Jackson 

II & Richardson 2003, 51) 

 

 The writers of this piece do not necessarily agree with Ong but recognize that 

Diasporic Africans tend to participate in daily verbal struggles and that might be due to a 

cultural difference and the importance Africans have on orality.  The writers explain the 

rhetorical strategy of Verbal Play (or playing the dozens) which is a nonserious, 

nonthreatening verbal exchange; it is a harmless symbolic exchange of selves, an 

entertainment of each by the other (Hannerz 1969; Jackson II & Richardson 2003, 51).  

The writers discuss how with verbal play within the African community, the importance 

relies on knowing the difference between the real and the serious; as well as the audience 

believing that threat of what makes it serious remains consistent, that is supported with 
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the use of curses, boasts, and devices of vilification used in real arguments (Jackson II & 

Richardson 2003, 51). Verbal Play within African communal spaces functions in a 

recreational sense and can be considered good-natured banter, however when 

confrontation arouses the use of play can diffuse emotionally charged situations from 

escalating.  Verbal play, according to the writers, is considered both a performance and 

entertainment and is wildly used as a communal verbal exchange.  It is a mechanism to 

reduce and restrict the daily hostilities brought on by the antagonism and struggles 

brought on from society.  The writers emphasize how it is not only important for the 

speakers and audience to recognize verbal play but understand the how and why it is used 

and the common areas for verbal play i.e. street corners, barber shops, pool halls, garages, 

churches and homes where people congregate to enjoy themselves (Jackson II & 

Richardson 2003, 51).   

 Lastly the writers discuss the rhetorical strategy of signifying, they preface by 

saying that the rhetorical speech event of signifying is complex, but it holds as much 

value as another rhetorical device developed within the African community.  

Signifying as an African American speech event has been explained as a 

rhetorical stance, an attitude toward language, a means of cultural self-definition, 

and as a critical means of exploring African American literary 

traditionéSignifying is an alternative message form and embedded in a variety of 

discourses (Abrahams 1970; Kochman 1972; Gates 1988; Smitherman 1977; Lee 

1996; Jackson II & Richardson 2003, 52-53).   

 

 The writers emphasize that signifying is rooted in indirection and the foundation 

of that indirection is shard knowledge, and shared knowledge allows the listener to 

understand the hidden meaning within signifying and reveal the intent behind the 

speaker.  It is through signifying that African people are allow and suggested to read 

between the lines using cultural connections and codes. Garner and Calloway-Thomas 
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express that signifying is important because it can be employed as a rhetorical device 

within writing and speech.  Signifying is a way of encoding a message, and ones shared 

cultural knowledge is the foundation of any reinterpretation could develop (Jackson II & 

Richardson 2003, 52).  The writers emphasized how signifying as a rhetorical strategy 

revealed the appearance that there are more meanings to sentences and passages and one 

can be real and other cannot; and a listener is required to interpret meaning through 

shared knowledge and communal participation before a real mean can be discovered 

(Jackson II & Richardson 2003, 53-54).   

 In Ruth Finnegan Oral literature in Africa, she addresses in her chapter ñThe 

óoralô nature of African unwritten literatureò what oral literature is and how it is the 

foundation for African rhetoric and Nommo.  She discusses the difference between prose 

narrative and oral literature; prose narrative does not have a formal metrical structure and 

applies a natural flow of speech while oral literature is a broad term which is a form of 

human communication where knowledge, art, ideas and cultural material is received, 

preserved and transmitted orally throughout generations (Finnegan 2012, 5).   Oral 

literature may include ritual texts, curative chants, epic poems, music genres, folk tales, 

creation tales, songs, myths, spells, legends, proverbs, riddles, tongue-twisters, word 

games, recitations, life histories and historical narratives.  African oral literature reflects 

ideas, themes, suppositions and ñtruthsò about tribes, villages, and religion (Finnegan 

2012, 25).  She explains that oral literature is not widely known, one reason being that 

society automatically believes this type of literature has been made with trivial 

formations without any depths of meaning. Finnegan expresses that oral literature is 

continuously not classified as a form of literature and she debunks that as along with the 
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need for authorship to determine its validity.  She spends most of the chapter debunking 

the what scholars have said against oral literature and its validity (Finnegan 2012, 18-23).   

 Oral art is dependent on a performer who formulates it in words on a specific 

occasion; it is also dependent on repeated performances for the continued existence of the 

art.  Oral literature has no standards, each performer is different and presents the material 

with a different approach.  She emphasizes that the oral artist has the ability to take older 

pieces and create it into their own through performance.  She discusses how call and 

response has an impact within oral literature, oral literature is affected through the 

different atmospheres of the crowd, it plays off the energy of the event and those 

attending.  The tone of the oral presentation is already set because of the atmosphere and 

the associate stereotypes that could be presented there (Finnegan 2012, 14-15).   

  She discusses how folklores became and remain mediums to deliver oral 

literature and through those mediums, morals are taught, and entertainment is provided. 

In this chapter she discusses some components within oral literature such as the tone of 

voice used as a structure element in literary expression.  Folklore and oral literature  as an 

entirety are brought to life by the creativeness of the narrator and their natural ability to 

refine and embellish what is being told.  She speaks of folklore as the process of creating 

literature about traditional beliefs, customs, and stories passed from generation to 

generation by using word of mouth.  This chapter emphasized that tape recording has 

innovated oral literature (Finnegan 2012, 14-17).   
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Proverbs  

In Patricia Liggins Hills book Call and Response: The Riverside anthology of the 

African American literary tradition she devotes her chapter ñCall for deliverance: The 

Oral Tradition-Origins African Survivals in slave folk cultureò to oral tradition and more 

specifically proverbs.  She highlights proverbs as not only as an important component 

within oral literature but as a key element in understanding Diasporic African rhetoric.  In 

this chapter she discusses the history of proverbs outside of a biblical sense and more 

from a cross cultural focus.  She first addresses African proverbs and how they are used 

to impart a way or of life to a people by building on the experience and wisdom of the 

past.  She continues to explain that African proverbs have greater flexibility of imagery 

and application, symmetrical balance, poetic structure and rhythmic quality than 

European ones, and because of the flexibility of folk form (Hill 1998, 28). Africans relied 

on proverbs more than most people.  The chapter explains how African proverbs were 

created and spoken to teach modes of conducts, respect for elders, religious beliefs and 

ultimate moral value (Hill 1998, 28).  They were also used for litigation of dispute with 

community, and more informally, as greetings.  She mentions in the chapter how in 

several West African cultures, like the Yoruba and Ibo, a personôs mental power and 

literary skills were and are still measured by the fluency with which one can use this folk 

form (Hill 1998, 28).   

The chapter then address the slave proverb, which developed through 

enslavement and transporting across the waters to the Diaspora.  She states that many of 

the slave proverbs are identical in form and content to the African ones, about 50% of the 

proverbs the enslaved Africans used reflected the plantation experience (Hill 1998, 28). 
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She mentions that the plantation proverbs contained advice about how much labor the 

enslaved African would perform, how to avoid punishment and frequently referred to 

such activities as ploughing and harvesting cotton, corn, wheat, religious meetings, corn 

shucking and singing (Hill 1998, 28).   

In Daryl Cumber Dance For My People 400 years of African American Folklore, 

in the chapter ñProverbs and Other Memorable Sayingsò addressed the importance of 

proverbs within Diasporic African rhetoric and traditions.  The chapter expressed how 

proverbs are prevalent in both African and African American communities.  In this 

chapter Dance, explores what proverbs are, he explores that proverbs: teach lessons, 

reflect values, reinforce points, issue warnings, tender consolations, attack enemies, 

philosophize about life, serve to distinguish the speaker and even to settle court disputes 

(Dance 2002, 464).  He emphasizes that proverbs are constantly evolving, a common folk 

expression and that the key characteristic to proverbs is brevity.  This chapter recognized 

that proverbs are typically poetic; they occasionally rhyme, they are lyrical, and they 

make use of alliteration, assonance, and other poetic techniques (Dance 2002, 464-465).  

The chapter recognizes proverbs as a form of folklore and thus a foundation of Diasporic 

African rhetoric, due to their appreciation not only among African people but from those 

within the Diaspora (Dance 2002, 465).     
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Spirituals and the Black Church 

 In Patricia Liggins Hills book Call and Response: The Riverside anthology of the 

African American literary tradition she addresses a section of her book to the foundation 

of the Diasporic African rhetoric, specifically the blues and spirituals of African people 

of the Diaspora both during and post enslavement.  She addresses 3 various forms of folk 

cries and ways of communicating both during and after enslavement. The first were plain 

cries which consisted of calls of selling or street cries and dance cries. The second were 

florid cries which consisted of religious cries, field cries, whoops and hollers.  Florid 

cries were most common in the spirituals, work songs, blues, jazz songs and folk 

preaching.  The third and final cry or form of communication were coloratura cries that 

were rooted from the water cries of those that were enslaved (Hill 1998, 29-30).  This 

section highlighted the importance of shouting and the shout existing as a medium on its 

own and how it played a big role in religious and social life of those that were enslaved.  

Specifically, in blues or spirituals, songs consisted of a single stanza, or walk, and a 

single chorus with a faster rhythm, there is a main singer that stands in the middle of the 

floor and sings, there is a congregation of some sort that would either sing along, clap, 

dance or stomp or in some cases the lead singer sings single stanza or walk twice and the 

chorus would begin singing the shout (Hill 1998, 32-33).  She recognized the need and 

purpose of the work song; they retained traditional African elements while adapting to 

the new world environment.  Work songs were an African form of antiphony with its 

deliberate and necessary alteration of verse lines and refrain and alteration of stanza and 

chorus (Hill 1998, 32-33).   
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 Hill states that the spirituals that were developed during and post enslavement 

communicated and reflected the African epic in form, content and performance style.  

She recognizes antebellum spirituals; they were mostly used and sung during 

enslavement.  They were a communication tool to either send alerts or to send codes of 

plans to either protect oneself or to escape and directions how. They expressed that of 

Nommo and consisted of poems, chants, sermons, hymns, prayers and improvising (Hill 

1998, 35-36).  Hill acknowledges the presence of Diasporic African rhetoric when she 

discusses the development of sermons and prayers both during and post enslavement; she 

identifies it as a genre of African oral epic or sermonic poetry (Hill 1998, 47-48).  Hill 

juxtapose that with lyrical poetry, which embodies lyrical quality of traditional African 

poetry, and relies on the orator their success in the integrating of words, music and oral 

performance style to convey a message opposed to utilizing faith, hope, spirituality, 

freedom or liberation to keep the attention of their audience.  Lyrical poetry used the 

expression of intense personal emotions and feelings to capture their audience. Hill much 

like others mentioned before recognized the importance and power of the speaker, orator, 

preacher, storyteller, singer or griot and the highlights the use of repetition of certain 

words and phrases and a piling up of details as a part of a lyrical act (Hill 1998, 49-50).  

Hill ends her section with the gospel, expressing how they were usually songs of an 

improvisational style based on the classic blues and usually incorporated the piano, guitar 

or another instrumental accompaniment.  

 Hill recognizes that whether work songs, spirituals or the blues is being projected, 

an audience is necessary and have an important role, she highlights the importance of call 

and response, a speaker is just as important as their audience.   
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In Gregory Howardsô chapter ñReligious Rhetoric from a Black Perspectiveò in 

his book Black Sacred Rhetoric he discusses the beginnings of the Black Church and the 

characteristics of the Black Sacred Rhetoric.  Howard begins the chapter introducing 

African Traditional Religions (ATR) and explaining how African religious traditions are 

based upon individual communal groups or tribes.  He states that African Traditional 

Religions are not homogeneous but are similar and have commonalities.  This chapter 

recognizes that African Traditional Religions have a sort of trinity; they consider God, 

natural phenomena and oneôs ancestors to be intrinsically related to one another for the 

benefit and prosperity of all humanity.  African Traditional Religions are deeply 

expressive through mediums such as music, dance, oral art and essentially African 

rhetoric (Howard 2010, 26).   

 Howard addresses how there is discussion that there are ritualistic congruencies 

between African Traditional Religions and aspect of Christianity and provides history of 

how those congruencies could have developed.  This chapter explored the time period 

during the 19th century in which the Diasporic Africans who were enslaved began to 

convert to Christianity; and it was during this evangelization success during what was 

deemed the Second Great Awakening that Christian preaching in an oral and cultural 

direction was recognized and celebrated by those who were apart of African Traditional 

Religions.  Howard recognizes the developing stages of safe Black Sacred Rhetoric space 

in this chapter, he shares how Diasporic Africans who were enslaved preferred their 

secluded worship spaces over the European Christian church experience because it did 

not provide a space for Black Sacred Rhetoric; a space to pray, dance, sing and express 

their own dialect filled with vivid memories of the their traditional customs (Howard 
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2010, 29-30).   

 The soulfulness of Black preaching predates Christianity being introduced to 

Traditional African Religions, that soulfulness is the foundation to the Black Sacred 

Rhetoric, it is the deeply authentic, expressive, rhythmic, and spirited nature within the 

Rhetoric and essentially the nature of Black preaching.  In this chapter, Howard 

acknowledges that Black preaching is a constituent of oral folklore, call and response and 

many African Traditional religious traditions and essentially was developed well before 

Christianity was set in place.  The author provides history of the European invasion and 

how Christianity and European Christian preaching introduced to many West African 

nations by Portuguese missionaries of the early 16th century.   

He explains that throughout the late 18th century, Christianity established a 

legitimate presence throughout West African provinces through the return and ministry of 

enslaved of Africans (Howard 2010, 29).  Howard recognizes that Christian conversion in 

both America and West Africa was a consequence to the adaptation of the instinctively 

religious African people whose previous religion was not totally intact due to a rude and 

forced separation from their home land, surroundings, symbols, personal freedom and 

kindred (Howard 2010, 30).  This chapter addressed how many Africans who were 

enslaved kept the roots of their African religious traditions by gathering in secret.   

 Howard dedicates a section to how Black preaching and Black Sacred Rhetoric 

was ñborn.ò  He provides history of this development, he first recognizes the union 

between African religious traditions  and American Christian preaching started nearly a 

century before the Second Great Awakening of the 1820-1830s; it was during the First 

Great Awakening during 1730-1740s that a religious synthesis took place in the life of an 
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enslaved African in America through the preaching of some white revivalists (Howard 

2010, 31).  It was later, Howard, recognizes that the theology of both liberation and hope 

was joined with a freedom of liturgical expression and an oral tradition of folk talk, to 

create a common tongue among African American worshippers.  This chapter 

acknowledges that present day theories and tactics of persuasion have replaced Black 

Sacred Rhetoric and other ancestral liturgical expressions as the mode of communal 

identification (Howard 2010, 32-33).  The author states that religious language is formed 

for communicative purposes and that religious exhortation is a constituent of rhetorical 

persuasiveness (Howard 2010, 35).  Howard recognizes religious communal 

identification and that it was determined according to the unique liturgies and verbal or 

nonverbal religious practices of Black people.  The chapter highlights that some African 

American preachers chose deliberately to be more American than African, creating a 

double consciousness; however the authors makes note to express such a dichotomy is 

not a bad thing and the African American preacher who preaches Black has a message for 

the world.  Howard addresses that Black folk preaching can be defined by intonation, call 

and response, hand gestures, shouting and the ability to handle great words (Howard 

2010, 36-37). In this ñhistory of Black preachingò section of this chapter, Howard 

recognizes the stratification in the public preaching of African Americans as opposed 

authentic Black preaching was realized in the ñhush haborò era; black believers would 

steal away after public worship services in White churches in order to fully express 

themselves religiously without threat of being beaten (Howard 2010, 40). Howard 

expresses the intent behind delivering Black preaching and Black Sacred Rhetoric in 

invisible institutions and ñhidden churchesò was to give agency and liberation to Black 
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people as well as provide a safe space so that Black people could freely and genuinely 

worship through gesture and rhetoric.   

 Within this chapter, Howard takes the time to not only explore what is Black 

preaching and Black Sacred Rhetoric but what are the components within and make up 

Black preaching and Black Sacred Rhetoric.  Howard states for Black preaching to be 

considered Black preaching it must: express the sound of biblical emphasis, be prophetic, 

be poetic in style, be dialogical, be declarative as opposed to suggestive, be life-

situational and be hopeful (Howard 2010, 40).  Howard also reveals that there are five 

features of the Black sermon, a black sermon must be functional, festive, communal, 

radical and climatic.  He also shares that there are three primary characteristics of Black 

preaching: intonation in the form of whooping as an extremity of Black preaching, 

spontaneous responses to the movement of the Spirit accompanied with the expression of 

deep the feelings and finally the narrative invitation by which persons are invited to 

experience the sermon.  Howard emphasizes that for Black preaching to be considered 

Black preaching, it must provide an experience and deliver a lively conversation between 

God, the preacher and the congregation that addresses real life issues (Howard 2010, 43-

44).  The Black preacher, according to Howard, is supposed to serve as a mediator of 

meaning and a translator of divine truths into folk talk; the preacher is a medium and  is 

not an inventor of the Word, the Word has already existed through the experience of God, 

Nommo and people.   

 This chapter reveals not only the defining characteristics that make up Black 

preaching but also devotes a section to the substance and style that all Black preaching 

possess.  The style and delivery of Black preaching is tonal, manifestly, imaginative, 
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deeply emotive, vivid in imagery, dialogical, gesticulating, dialectical and celebratory 

(Howard 2010, 44).  Howard emphasizes that celebration is both a style and substance 

because it is parallel to delivery but has a theological significance; celebratory preaching 

is jubilant and absent of a contrite monotone voice as to be ashamed of the Gospel or one 

with no hope. Black preaching features sounds of: 

Alliteration- the repetition of the first sound of several words in a line. 

Metaphor- signifies language that juxtaposes entities that initially provoke 

puzzlement. 

Assonance- is the repetition of similar vowel sounds followed by different 

consonants. 

Anaphora-begins successive clauses with the same group of words. 

Epistrophe-ends successive clauses with the same group of words. 

Syncopated stammering is the deliberate stuttered pauses between groups of 

words. 

Crescendo is the gradual increase in sound. 

Intonation is the variation of pitch that provides melody in speech (Howard 2010, 

44-45)  

 

This chapter addresses that Black Sacred Rhetoric is both about style and 

substantive judgements about Godôs grace.  It adds that Black Sacred Rhetoric expresses 

not only trouble, but also hope, enduring faith, and a call for human response and 

deliverance by God; that is the substance of the preaching of Black Sacred Rhetoric 

(Howard 2010, 45). 

Lastly Howard, recognizes the relationship between Negro Spirituals and Black 

Sacred Rhetoric.  He shares the history of the Negro spiritual and how it reflected African 

peopleôs interpretation of love, life and death.  Negro Spirituals were tools to achieve 

liberation and experience Black Sacred Rhetoric; it was a vernacular of faith and a coded 

concession of how enslaved Africans believed in the unseen as well as how God was 

going to free them from enslavement (Howard 2010, 46-47).  Howard concludes this 

section in saying that the Negro Spiritual and Black Sacred Rhetoric are safe spaces 
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where Continental African and Diasporic African religious traditions, wisdom and truths 

are stored.   

 In Melbourne S. Cummings and Judi Moore Latta essay ñJesus Is a Rockò: 

Spirituals as Lived Experience; spirituals are explored as rhetorical platforms in ways to 

reach and receive the community. The essay discusses the remerging of old folklore that 

were once retired and providing them new views for the current era.   Cummings and 

Lattasô study for their essay was based on several assumptions:  

¶ that religion plays an important role in shaping and reflecting a worldview 

¶ that the indigenous sacred music of African Americans is tightly woven in 

text and performance with the lived experiences of individuals 

¶ that linguistic meanings and insights into cultural communities are 

produced through such music 

¶ that the ñpervasiveness of Nommo, the generating and sustaining power of 
the spoken word, permeates all aspects of Black life (Smith 1972, 296; 

Jackson II & Richardson 2003, 57).   

 

The piece discussed how African Americans came to understand the importance 

and centrality of religion in their lives as embodied in scared music that reflected their 

troubles, as well as everything they were and what they aspired to do or be.  Cummings 

and Latta emphasize how religion were the African American lifeforce; and it was the 

virtual essence of their worldview.  (Jackson II & Richardson 2003, 59).  The piece does 

highlight history and how during enslavement religion, as form of rhetoric, offered solace 

ad refuge from lives filled with trials and tribulations.  It is through Christianity and the 

construction of the Black Church that  not only was the preacher and the sermon the 

rhetorical spaces to seek liberation, but through power of song, African Americans were 

given a voice to express patience, forbearance, love, faith, and hope.  Those that were 

enslaved took complete refuge in Christianity, and though they were forged of sorrow, 

the songs, later called Negro spirituals, took on fervor often of joy, peace and relief 
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(Levine 1977, 20; Jackson II & Richardson 2003, 59). 

 Cummings and Lattaôs essay expressed that music in general has always been a 

rhetorical device and an important part within the Black Church, especially as an integral 

part of the Sunday service.   This essay emphasized that Spirituals are a powerful source 

of strength in Diasporic African communities.  It expressed how the singing of spirituals 

not only represented ways in which those who were enslaved were able to comfort 

themselves or find peace, but also served as a way of coping with life as well as a means 

of communication (Southhall 1973, 47; Jackson II & Richardson 2003, 59).   The 

structure of the spirituals was grounded in the traditional call and response pattern, a key 

component within African rhetoric, to keep African people communicating but also 

unified.  

 Spirituals were never static, and the lyrics had no final version; they were always 

communal. As African people, a community, they felt free to alter and re-create (Jackson 

II & Richardson 2003, 60). Spirituals were rhetorically liberating and were 

psychologically uplifting to those that were enslaved.  This piece examined the lyrics that 

enslaved African people sang and addressed how they were completely lacking the 

feeling of unworthiness and were filled with the sense of self-worth, of belonging, and of 

the probability of justice and a sense of earthy life Jackson II & Richardson 2003, 61). 

Spirituals have been and are presently tools of rhetoric that project and manipulate the 

message of hope.   

 Cummings and Latta recognize that not all songs sung within the Black church 

are spirituals; some songs are called hymns of the church and others are gospels which 

embody the energy, intense, enthusiasm, and upbeat Christian fervor.  Spirituals have 
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been a source of consolation, a means of expression and reflection of perspective that is 

both collective and individual, they have maintained rhetorical elements that are placed 

clearly in the oral tradition (Jackson II & Richardson 2003, 66). 

Gregory Howardôs chapter ñThe Lord will Make a Way Somehowò in his book 

Black Sacred Rhetoric discusses African and Diasporic Rhetoric and Nommo used within 

the Black church.  He discusses black preaching; and correlates it to music, recognizing 

that theological and rhetorical appropriation to preaching of the holy saying of the Black 

Church experiences, preachers can harness vernacular rhetoric to enhance communal 

identification among African American Christians in particular and all believing listeners 

in general.  Howard highlights bond and dance explaining that it is caused from the 

preaching through theologically substantive and shared sayings as the rhythm and blues 

of preaching (Howard 2010, 1-2).  Preaching at its best will begin where the people are 

and educate them in possibilities of refined and improved human relations.  As mentioned 

in prior sections, Black preaching relies on call and response, as any other component or 

aspect of African and Diasporic Rhetoric, and Howard expresses that the sermons of 

Black preachers are not focused on speaking the gospel directly but to create a 

conversation and a communication medium between those of the congregation. 

In this chapter, Howard introduces the term Fold theology; theology that a 

community of people treasures and lives by that is expressed in folklore.  Howard 

explains that Black preaching is a constituent of Black folklore; Black Christian folklore 

is expressive culture that includes tales, music, dance, popular beliefs, proverbs, and oral 

traditions as transmitters of Black Folk theology (Howard 2010, 4). Howard emphasizes 

to violate the folklore is to victimize the folk theology; he states that the people of the 
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church know that anyone can recite the Bible from memory but to actually understand the 

meaning, one must learn, appreciate and respect the folklore.  This is relevant because 

while the church is full of biblical liturgical sayings, which is literally what is being said 

through preaching, non-biblical liturgical sayings are a component of black folklore and 

one must know it to communicate with the church (Howard 2010, 4-5).  Howard explains 

that in order to speak to the listeners and have them connect, preacher must know native 

language or fold theology of that community (Howard 2010, 5).  If a preacher does not 

know the idiomatic religious language of the people, the preachers will never be known. 

Howard addresses the impact of Black Sacred Rhetoric could cause African believers of 

God to dance with joy, leave informed and be convinced that they need to change their 

lives (Howard 2010, 7).  

Howard expresses how Black Sacred Rhetoric is at times mishandled and 

manipulates the minds of those that have faith and believe in God.  Howard  also 

emphasizes the downsides of Black Sacred Rhetoric stating that some preachers holy 

sayings are used as artificial signals and most of the time are misappropriated in order to 

gain emotional response from the people to God which in return arouses the preachers 

narcissistic appetite and feeds his or her plea for public affirmation.  Howard refers to this 

as pseudo-prophetic prostitution of Black sacred rhetoric and recognizes it as problematic 

(Howard 2010, 7). The author also expressed his frustration or when Black sacred 

rhetoric is used as a scapegoat or a tool used when a preacher is not prepared for a 

sermon; in which they use ñgrandmaôs theologyò or ñAunt Janeôs theologyò to rely on 

call and response to do the work of the sermon or holy sayings without context to provide 

theological and rhetorical connectivity to the audience (Howard 2010, 7-8).   
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Howard acknowledges that Black Sacred Rhetoric may be heard around the 

neighborhood or in the house and that call and response religious speech has a significant 

liturgical value in the Black Church worship experience, however he reiterates that Black 

Sacred Rhetoric mostly centers upon worship and specifically preaching (Howard 2010, 

10).  Howard recognizes that Black Sacred Rhetoric is a language that has shaped the 

faith of the Black Church and holds it as a key communal identifier between the preacher 

and the those of the church or faith.  Unfortunately, Black Sacred Rhetoric relevance is 

continuously threatened with extinction due to the act  of pseudo-prophetic prostitution 

mentioned earlier,  the endless acts of bastardization of this ancestral language, and the 

desire for preachers to not use it properly and turn to modern day sayings that have more 

appeal to a postmodern and pop culture influenced society (Howard 2010, 10). Howard 

uses this chapter to explore all those problematic aspects and occurrences.  

He expresses the prostitution of Black Sacred Rhetoric is usually implemented 

when it is used for entertainment and amusement purposes by the preacher in which they 

abuse  the rhetoric text primarily for a verbal response from members of the 

congregation; this is an act of control, power and narcissism and essentially the preachers 

way of play God and making fun of the vulnerability of their parishioners.  He addresses 

that the bastardization of Black Sacred Rhetoric becomes apparent when holy idioms are 

spoken without meaning, context or commentary.  Howard, states that Black Sacred 

Rhetoric has a true essence and the idioms within it have interpretative meanings that 

unfortunately are often overlooked or rejected and are subjugated to lack luster sermonic 

fillers instead of creative illustrative oral imagery. Howard stated ñthe bastardization of 

this liturgical dialect takes form when the preacher declares that óHeôs been better to me 



67 

 

than Iôve been to myselfô without expounding upon how this is so (Howard 2010, 11).  

The preacher is to be a mediator of meaning and provide a deeper and more relevant 

meaning of the holy sayings and not teach the congregation what they already know.   

Lastly, Howard brings awareness to the rise of preachers not utilizing the Black Sacred 

Rhetoric and losing sight of its ability to make people shout and catch the ñholy spiri t or 

ghostò (Howard 2010, 13-14).  Howard makes it clear in this chapter that he is not 

referring to younger preachers taking on older congregations, preachers trying to be 

ñhip,ò ñfresh,ò or ñyoungò for the younger members of the congregation; he recognizes 

those that are exploiting the Black Sacred Rhetoric and are either intentionally or 

unknowingly misusing and abusing the art of the Black Sacred Rhetoric as well as those 

that stating that Black Sacred Rhetoric is obsolete.  Howard states: 

Black Sacred Rhetoric is neither old-time religion nor either/or religious rhetoric, 

but rather it is a para-canon unto the Black Church that speaks of an anamnetic 

and doxological glorification of God for those in need of an affirming informing 

or hopeful word (Howard 2010, 14.)   

 

  The Politics of Defining Continental and Diasporic African Rhetoric 

 In Richard L Wrightsô The Word at Work: Ideological and Epistemological 

Dynamics in African American Rhetoric the discussion of Nommo as a political dynamic 

within Continental and Diasporic African Rhetoric is discussed; Wright explores the 

concept of Nommo being the essence of words at work and in action.   

Contrary to the Western lexicographical approach to the word, which defines it as 

óa sound or a combination of sounds, or its representation in speech or writing, 

that symbolizes or communicates a meaningô or alternatively as ósomething said: 

utterance, a remark, or a commentô (American Heritage College Dictionary 3rd 

Ed, 1997; Jackson II & Richardson 2003, 85).   

 

Wright explores the power of words and word power, and the concept of Nommo 

expressed that art of being and doing.  He explores how Nommo through agency is not 
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just speech skillfully manipulated, but it is an active force and a friend to human activity, 

which gives life and efficacy to what it names or verbally affirms; hence speaking things 

into existence.  He points out that the African principle of Nommo acknowledges that the 

word is both generative substance and mystical force, which are activated within a 

rhetorical event (Jackson II & Richardson 2003, 85).  Wright addresses the assumption 

that: 

For African Americans, given their history of struggle against the individual and 

institutional forces/structures of exploitation, marginalization, isolation, 

degradation, and annihilation, one might conclude that the primary work of the 

rhetoric produced by African Americans has been essentially in protest against 

such conditions, thereby utilizing all of the verbal skills at their command to 

mount a verbal assault upon such conditions in the hope of challenging, 

persuading, cajoling, frustrating, exhausting, and so on in order to prepare the 

ground for the seeds of Black liberation (Jackson II & Richardson 2003, 85-86).  

  

He uses this piece to express how the rhetoric of African people whether on the 

continent or of the Diaspora discloses the active presence of strong ideological and 

epistemic foundations what it means to be African in the world and to engage the world 

as an African.  He explored how Diasporic African rhetoric was best examined as an 

academic quest from the observation of the African being in the world to the discourse 

about being and doing in the world, where the power and presence of the word.  Wright 

highlights the work of language-oriented philosophers such as Mikhail Bakhtin (1973), 

Michael Foucault (1961), and Jacques Derrida (1976) whose work questioned language 

and its relation to thinking, knowledge power, discipline and the reproduction of 

structures of domination  (Jackson II & Richardson 2003, 86).  

Wright discusses how realist epistemology is founded on premises, which 

advanced important claims regarding the perceptual, cognitive, and ideological nature of 
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human beings.  He addresses one claim that humans are capable of experiencing and 

conceptualizing ñrealityò as it is, in itself.  The second claim he addresses is that human 

language functions adequately to state real world dynamics in a straightforward and 

revealing manner. Wright recognizes that both of these claims must be challenged in the 

light of (1) culture-specific differences in conceptualizing and categorizing ñthe worldò 

and (2) the fact that in learning a language, a child must discover which domains 

experience are relevant to categorization  (Jackson II & Richardson 2003, 89).    

Wright discusses how contemporary approaches have emphasized the political 

nature of all discourse, together with the realization that all reality is constructed through 

symbolic/linguistic interaction.  He addresses how knowledge and truth are embedded 

within the pragmatic, political and linguistic/discourse processes that motivate their 

construction. (Jackson II & Richardson 2003, 90). Wright emphasizes on how discourse 

as an ideology works to create a certain subject formation, projecting the individual or 

group into a particular structure of consciousness, which becomes the basis for acting to 

alter the character of the perceived conditions that sustain the formation of subjects 

(Jackson II & Richardson 2003, 91). 

  In Wrightsô piece he looks at the use of language as the nature of the mind that 

attends to things, and not the nature of things; and how within the academic community, 

all knowledge is the product of textual strategies found in language and rhetoric  (Jackson 

II & Richardson 2003, 91-92).  He directs the conversation of rhetoric, to the Diasporic 

African community.  He emphasizes that by ñdoing languageò within the context of 

unrelenting oppression, Diasporic Africans have been compelled to create and to 

continually recreate themselves and their world (Jackson II & Richardson 2003, 93).   
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This essay offers insight into how both continuity and change have marked the 

development of Afrocentric communication scholarship.  He considers the 

transformations that have occurred in traditional Western rhetoric and recognized the 

shift from representational to generative conceptualizations of language.  Wight 

recognized that rhetoric is no longer reducible to persuasion, much like Nommo, it offers 

an understanding of discourse as generative, as constitutive of reality (Jackson II & 

Richardson 2003, 103).  

Wright juxtaposes this traditional emphasis with an understanding of rhetoric 

ñthat views all discourse as a constructive dynamic inseparable from the ideological and 

the epistemic (knowledge).ò  Wright focuses on Ebonics as a specific example of African 

American discourse that reveals the theoretical complexities entailed by the shift from 

representational to generative rhetoric. Wright also states that ñthe word has a special 

place and does its work in a sacred spaceò to connect Nommo to the essence of word 

development and spirituality (Jackson II & Richardson 2003, 103).    

  The rhetoric of Diasporic Africans is rhetoric that demonstrates that they live as 

much ñin the worldò as they live ñin the world,ò  and it encapsulates the spirit of 

resistance , redemption, self-affirmation and defiance to imposed restrictions (Jackson II 

& Richardson 2003, 94-95).   Wright ends his piece addressing the importance and 

significance of Diasporic African speech and the patterns within their speech; he 

expresses how their rhetoric is often misunderstood and assumed to be under the category 

of ñlanguage-deficientò or ñlanguage disadvantageò (Jackson II & Richardson 2003, 95).   

He concludes this piece strongly emphasizing that Diasporic African rhetoric is rich in 

traditional forms of expression as well as in its variable transformations over time, in 
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response to the changing character of domination and the conditions of existence that it 

seeks to impose.  Rhetoric is the dynamic constructive force that frames and structures 

social reality, and Wright in his piece explores how those forces and structures are 

movement.  That movement is explored in the power of the word and creates a sacred 

space for that movement.  Diasporic Africans have been and continue to be actively 

engaged in the complex processes of reality construction through dynamic linguistic 

action through which they author, and are authorized by, their words (Jackson II & 

Richardson 2003, 97). 

The Politics of (In)visibility in African American Rhetorical Scholarship: A 

(Re)quest for an African Worldview written by Mark Lawerence McPhail touched on how 

the foundations of African American Rhetoric has provided insight on the visibility of the 

discourse about African American Rhetoric.  This essay was a juxtaposition of the 

visibility of Afrocentricity and the invisibility of Sowadeôs perspective in contemporary 

African American rhetorical theory by comparing and contrasting Sowadeôs ñThe Quest 

of an African World Viewò and  Molefi Asanteôs ñTheoretical and Research Issues in 

Black Communicationò (Jackson II & Richardson 2003, 100).  

 McPhailôs essay highlights many, including himself, who have been overlooks 

and seen as invisible contributors to their disciplines.  McPhail highlighted Ralph Ellison, 

and how he articulated his definitive discussion of one of the fundamental concerns of the 

African American experience; that being the need to assert oneôs existence or oneôs 

visibility in a culture suffering from a certain kind of blindness, an inability to see the 

humanity of others and ultimately of self.  Ellison believed that African Americans 

offered the nation a potentially transformative consciousness, one in which difference and 
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diversity could be celebrated instead of subordinated (Jackson II & Richardson 2003, 99).  

The chapter recognizes the structure of Black communication as a discipline involved in 

an important movement from the descriptive studies that had dominated the critical 

analysis of African American rhetoric.    

In this essay McPhail explores the political implications of the visibility of 

Afrocentricity and the invisibility of Sowandeôs quest for an African worldview by 

examining how Sowandeôs essay informs two of the less visible trajectories in African 

American rhetorical scholarship.  McPhail also argues in this essay that the absence of 

attention to the issues raised by Sowande, during the time he wrote his piece, remain to 

limit the intellectual and political lens of African American rhetorical thought today; and 

he reveals that due to these limitations  that the African worldview should be included 

more in application as well as in theory (Jackson II & Richardson 2003, 104-105). 

McPhail also suggests that African American rhetorical Scholarship cannot afford 

to ignore any perspective on the contribution of African people that enriches our 

understanding of language and communication in America. McPhail recognizes that 

African American scholars in disciplines such as psychology, philosophy, political 

science, literary studies and communication are continuously challenged by the 

prevailing intellectual paradigms of Western thought. These disciplines refuse to 

celebrate or promote the visibility of the rhetorical, historical, political, and spiritual 

contributions and influences of peoples of African descent. This essay was an attempt to 

begin the healing process when referencing the lack of attention to the contributions of 

African writers and initiate a more critical conversation about the politics of invisibility 

in African American rhetorical scholarship (Jackson II & Richardson 2003, 104-105).  
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McPhail expresses that in the field of communication, the most important 

challenge to the disciplineôs European biases and influences emerged in the work of 

Molefi Kete Asante (formerly Arthur Smith).  Asante was at the forefront of this 

movement to recognize the agency of African people as well as their contributions to all 

disciplines.  The chapter recognizes that Molefi Kete Asante is an African American 

professor and is a leading figure in the fields of African American studies, African 

Studies and Communication Studies.  Asanteôs Afrocentric ideas have been the most 

important and pervasive influence on African American rhetorical theorizing.  Asante 

emphasized the expressive and embodied dimensions of language largely neglected or 

subordinated by traditional Western rhetorical theory and criticism.  Afrocentricity has 

had a large impact on modern Black thought in communication and has significantly 

manipulated the theoretical and methodological direction of research.  Afrocentricity has 

been assumed to only reflect the underlying epistemological and ontological 

preconceived notions of the African worldview; however it has also been suggested that 

Afrocentricity focuses its emphasis on obscuring African worldview instead of clarifying 

it (Jackson II & Richardson 2003, 101-102).   

McPhail refers to Smithôs 1974 essay ñMarkings of an African Concept of 

Rhetoricò which established the foundations for reconceptualization of rhetoric that 

would significantly impact African American studies of language and communication.  

Asante begins by challenging the hegemonic assumptions of Western rhetorical studies 

and arguing for the legitimacy and cultural significance of African approaches to, and 

perspectives on, discourse (Jackson II & Richardson 2003, 101). 

 It is this essay that Asante expresses a strong emphasis on contrast between 
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Western and African cultures and through this recognition he defined an Afrocentric 

approach to communication. These contrasts allowed Asante to establish clear boundaries 

between the assumptions at work in the discourses of peoples of African descent and 

those at work in Western mediums of rhetoric (Jackson II & Richardson 2003, 102). 

Asante was a critique of the epistemological foundationism of Western rhetorical 

thought, a foundationism that placed emphasis on rational, ñobjectiveò, and abstract 

communicative principles and practice.  Asante emphasized the expressive and embodied 

dimensions of language largely neglected or subordinated by traditional Western 

rhetorical theory and criticism and argued that discursive practices were deeply 

embedded in both cultural consciousness and historical action.   

Asante juxtaposed the foundation of the Western rhetorical theory with the 

integrative impulses of African thought and culture.  Asante expresses one can only draw 

a generalization about the role of language and communication in traditional African 

societies because previous scholarship addresses the communal aspect of African 

societies, and the principle of ñart for lifeôs sakeò that distinguished African and other 

traditional aesthetic systems from Western formalism (Jackson II & Richardson 2003, 

101). Asante highlights that African societies are essentially societies of harmonies and 

express the compatibility of persons, things and modalities are grounded of traditional 

African school of thought and way of life.   

This chapter not only highlighted Afrocentricity and the works of Asante, but also 

it recognizes ñThe Quest of an African World View: The Utilization of African 

Discourseò a piece written by Chief Fela Sowande that presented an alternative 

conceptualization of the character and consciousness of African-inspired theories of 
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language and communication.  McPhail recognize that unlike the Afrocentric theory, 

which is explicitly premised upon ñthe belief in the centrality of Africans in post-modern 

history (Asante 1989, 6). Sowandeôs understanding of an African-inspired 

communication theory assumes that ñthe world view that is enshrined in African 

traditions, folklore, and mythologyéis not the preserve of the African or of peoples of 

African descent (Sowande 1974, 111).  Sownade recognizes that traditional or classical 

African thought, in contrast, embraces the creative and constitutive power of the word, 

and aligns languages with morality, spirituality, and social responsibility (Jackson II & 

Richardson 2003, 104)   

McPhail addresses that both Asante and Sowande expressed some similarities 

such as being focused on the epistemological, moral, and spiritual contributions of 

traditional African cultures, and both emphasized the participatory and integrative aspects 

of African thought and consciousness.  They also saw in traditional African cultures the 

possibility of an identity and consciousness grounded in coherence; however, they 

defined coherence differently. The essay recognizes that coherence, according to Asante 

was ñthe compatibility of persons, things and modalitiesò and according to Sowande it 

was an ñinseparable organic unity in an organic relationship to that organic whole which 

is life itselfò (Jackson II & Richardson 2003, 105). The essay expressed not only 

viewpoints they shared but aspect they did not; Asante viewed culture as a primary 

determinant of consciousness and recognizes that African culture is the foundation of 

Afrocentric consciousness and communication. While Sowande believed that both culture 

and consciousness were subordinate to a fundamental unity and that culture was one that 

transcended all forms of difference and identity. African culture reflected an 



76 

 

indistinguishable reality (Jackson II & Richardson 2003, 104-105). The essay highlighted 

that Sowande emphasized that when processing the concept of the African worldview, 

ones focuses should be on the worldview and not the African.  Sowande found 

Afrocentricity problematic and according to him it was a view of the world rather than a 

world view.  Sowande essay differed with Asante theory and felt the very act of drawing 

a distinction between Afrocentric and Eurocentric viewpoints undermined the value of an 

African worldview.  Sowande expressed in his essay that instead of contrasting 

Afrocentric and Eurocentric thought Sowande found the importance lied in searching for 

their points of implicature; because Afrocentric and Eurocentric thoughts are inseparable 

and deeply implicated in each other (Jackson II & Richardson 2003, 105-106).   

The chapter focuses on the visibility of Afrocentricity in African American 

rhetorical scholarship illustrates its importance for theoretical and critical understanding 

of discourse produced by and for persons of African descent.  McPhail acknowledges that 

African American Rhetoric is made up of many strands and he strains that all strands 

should be celebrated.  He states that African American rhetoric in terms described as 

ñdialogic coherenceò to express its capacity to integrate diverse conceptions of reality, 

culture and identity.  McPhail dedicates a large portion of this essay to address how there 

were and remain to be a lot unrecognized, silent or invisible scholars that were or are 

contributing to either the communication, African American or rhetorical discourse 

(Jackson II & Richardson 2003, 106-107). These scholars are expressing a range 

ideologies and methodologies some: Afrocentric, African centered or exploring the Black 

narrative or experience.  He states that aside from his work he could not recall any other 

work or scholars in either Afrocentric or rhetorical studies reference Sowande work.  
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McPhail recognizes the politics in the inclusive and diverse study of Afrocentric or Black 

rhetoric however there is an obvious who is welcome to speak, be heard and be visible 

and who is not (Jackson II & Richardson 2003, 106-107).  

 This essay recognizes that since up to the 1970s the studies of rhetoric within the 

African American discourse was majority contributed and written but European 

American and based on Western theoretical and methodological approaches.  Yet, with 

the birth and rise of Black studies, that contribution has shifted, and new approach 

emerge and that was an Afrocentric one, which regarding ideologies, methodology, 

pedagogies and worldview, was specifically inclusive of some and excluded many.  The 

Afrocentric perspective expresses that the studies of Black language and discourse should 

be written by African Americans opposed to the more inclusive notion of the study of 

African Americans written by rhetorical scholars.  McPhail express that it is problematic 

to suggest that African Americans, by virtue of race or culture are more capable of 

conducting an analysis of Black communication than someone whose obtained the 

African worldview as a foundation to understand Black communication (Jackson II & 

Richardson 2003, 106-107.) 

He concludes his essay expressing to contemporary and future African American 

rhetorical scholars that they cannot get hung up on choosing a path or a politic and to 

acknowledge that Afrocentricity and African American rhetoric are rooted in a type of 

double consciousness; and whether one chooses to pursue Afrocentricity, complicity, 

recovery, or traditional rhetoric, it is about the worldview and it is up to scholar to 

provide the African worldview as the foundation of their work (Jackson II & Richardson 

2003, 108).   
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Continental and Diasporic African Rhetoric Presented in Music, Struggle and 

Resistance 

Portia K. Maultsbysô chapter Africanisms in African-American Music explores the 

evolution of Continental and Diasporic African rhetoric, by not only recognizing it as an 

oral tradition that has traveled through the Diaspora, but also a key component in the 

music of African people and its impact on them.  Maultsby addresses culture and what it 

is and how it has manifested through not only rhetoric but also the common thread of 

oppression.  She mentions how enslavement and other institutions of oppression are 

designed to destroy the cultural legacy of African traditions but have not truly 

accomplished that mission especially when it comes to rhetoric and music of the 

Continent and the Diaspora of Africa.  She expresses how these indestructible traditions 

were transported through generations by culture like music, dance, art, rhetoric and etc.  

Maultsby defines culture as the product of interactions between the past and present. Its 

toughness and resilience are not determined by its ability to withstand change, which is a 

sign of stagnation, but by its ability to react creatively and responsive to the realities of a 

new situation (Holloway 2005, 326-327). 

 The writer begins the chapter exploring the essence of African traditions in music 

during enslavement and the capture of Africans.  When Africans were enslaved, they 

used music as a form of oral art and rhetoric by reconstructing instruments they had and 

used in Africa out of things they found in ñwesternò society and used familiar songs as 

well as familiar sounds and beats to communicate and create a common ground and 

essence build a community.  Maultsby addresses how as time wore on European 
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instruments were eventually embraced by African people and became a part of ñBlack 

culture,ò and in some cases these instruments were adopted, and it changed how Africans 

made their traditional instruments.  However, the chapter highlights that it was more than 

the instrument itself, but also the messages sent as well as the continuity of the familiar 

sounds and beats throughout generations; as well as the cultural memory of how create 

the traditional instrument remained imprinted with the African people.   Despite all of 

that in the embrace and adoption of European and Western instruments, African notes 

began to make a new creation, a new sound and example of this creation would be the 

ñblue notes.ò  The chapter explores how Africanisms in African American music ensure 

the creative process can ñall continuity and change.ò This chapter focuses on how music, 

as a form of rhetoric, is integral to all aspects of black community life (Holloway 2005, 

328-329).  Maultsby expresses that the fundamental concept that governs music 

performance in African and African derived cultures is that music-making is a 

participatory group activity that serves to unite black people into a cohesive group for a 

common purpose.  She mentions that music-making in Africa requires the active 

involvement of all present at the musical event.  Maultsby recognizes three areas of 

aesthetic significance when rhetorically looking at the Africanism of music of the African 

Diaspora: Delivery style, Sound quality, and Mechanics of delivery (Holloway 2005, 

329-330).   

 The delivery style refers to the physical mode of presentation; specifically, how 

performers employ body movements, facial expressions and clothing within the 

performance context.  These expressions in black culture are considered expressions of 

ñaliveness (Holloway 2005, 330).ò  Maultsby refers to images during performances when 
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trying to convey aliveness or through the attire with the type of fabric, colors and designs.  

This aliveness is a rhetorical device. The dance itself can convey a rhetorical experience 

and can illustrate the intensity of emotion through the total physical involvement of oneôs 

body.  The writer, reflects to that of cultural memory, stating that the practices of cultural 

memory have been passed down through generations and can still be seen today in gospel 

tradition, black churches, church choirs and even black marching bands (Holloway 2005, 

330-331).   

 Sound quality refers to the objective of African music is not necessarily to 

produce sounds agreeable to the ear, but to translate everyday experiences into living 

sound. Maultsby expresses that the music of Africa and the African Diaspora produce 

many sounds to either imitate or represent animals, speeches, spirits or nature.  The music 

is full of unique sounds associated with black music such as manipulation of timbre, 

texture, and shading; it is these unfamiliar sounds that deems Black music as weird or not 

music at all (Holloway 2005, 333-334).  

Mechanics of delivery refers to the distinct sounds produced by black performers 

are combined with other aesthetic components to generate a pool of resources for song 

interpretation (Holloway 2005, 334).  This section addressed how improvisation is 

extremely important in Black performance art and is essential to the mechanics of 

delivery.  Maultsby highlights three basic components to structural network for song 

interpretation in black music: time, text, and pitch.   

Time is manipulated through structural and rhythmic aspects, the extension of 

notes, repetition, of words, phrases, entire parts of a song, instrumental cadences. 

Text or Textures can be increased by adding layers of instruments and vocals. 

Pitch is the voices and instruments manipulating sound i.e. bends, slides, melodies 

and passing tones (Holloway 2005, 336-337).  
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When interpreting music as a rhetorical device, much like spirituals, call and response 

plays a large role and impacts all three components (Holloway 2005, 335).  The chapter 

concludes with Maultsby drawing connections to the Africanism present in music to the 

styles of music presented during enslavement as well as the music produced today; she 

concludes that music always has and will remain a rhetorical device to either overtly or 

covertly send messages.   

Felicia M. Miyakawa, explores the concept of Black Power rhetoric from the 

perspective of Black Nationalism in her piece óThe Duty of the Civilized is to Civilize the 

Uncivilizedô: Tropes of Black Nationalism in the Messages of Five Percent Rappers. 

Black Nationalism in America has continued to recreate and reconstruct itself depending 

upon era and circumstance.  This chapter addresses not only the different trends and 

social conditions, but also several major themes that remain endemic to Black 

Nationalism.  Although each movement has been different, the underlying themes stay 

the same: the desire to lead and educate the masses, the promotion of unification of 

African people across the world, and the hope that they can continue to foster racial pride 

and solidarity (Jackson II & Richardson 2003, 171).  Miyakawa recognizes that one of 

the newest forms of Black Nationalism can be found within rap music, especially hip-hop 

music grounded in Islamic principles.  She expresses that many of the ñconscious 

rappersò that evolved in the late and 80s and early 90s used their Islamic ties to promote 

awareness spark dialogue about a myriad of social issues (Jackson II & Richardson 2003, 

171).  These rappers used the foundation of Black Nationalism to develop ñconscious 

rapò and voice the woes of social inequality and racism (Jackson II & Richardson 2003, 

172). 
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This chapter acknowledges the rhetoric of not only Black Nationalism but also the 

rhetoric of the Five Percent nation.  The Five Percent nation is a breakaway section from 

the Nation of Islam formed in 1964.  Miyakawa highlights groups such as Public Enemy, 

Brand Nubian, Poor Righteous Teachers, X-Clan, the Jungle Brothers, KRS-One, Queen 

Latifah, and the Wu-Tang Clan belong to the Five Percent Nation, a party derived from 

the Nation of Islam (Jackson II & Richardson 2003, 172).  This chapter focuses on 

analyzing the messages of Five Percent rappers and how their music embodies the 

paradigms prevalent in Black Nationalism; and takes on the mission to spiritually civilize 

the masses (Jackson II & Richardson 2003, 173). 

 Five Percent rappers used their medium to spread their spiritual message to an 

international audience.  The lyrics of Five Percent rappers were educational and 

possessed doctrinal texts pulled directly from the rhetoric of Five Percenters. This chapter 

acknowledged the three primary tropes within the Black Nationalist rhetorical discourse 

that Five Percent rappers utilize and manipulate; Pan-Africanism, Racial Pride, 

Solidarity, the role of leadership and importance of teaching.  Five Percent and Black 

Nationalist rhetoric embraced the rhetoric of Booker T Washington, Alexander 

Crummell, W.E.B. Du Bois, Lakim Shabazz, Imanuel Geiss, David Walker, Henry M. 

Turner and The WORD (Jackson II & Richardson 2003, 173-180).  Miyakawa expresses 

that these rappers embraced Washingtonôs rhetoric that was encouraged being educated, 

instruct others and to obtain the people skill for commercial success. This chapter 

recognizes that the Five Percent Nation draws its racial pride from social developments 

that were occurring at the same time as the rise of the Nation in 1960 (Jackson II & 

Richardson 2003, 173). The rhetoric of these movements influenced songs like James 
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Brown, ñSay it Loud, Iôm Black and Iôm Proud,ò groups like Brand Nubian identified a 

source of their inspiration was the rhetoric and work of Elijah Muhammad (Jackson II & 

Richardson 2003, 182).  Rappers that embraced Crummell and Du Bois rhetoric engaged 

the souls of African people through art and culture. Black Nationalist and Five Percent 

rappers encouraged the rhetoric of ñeach one, teach oneò and through the voice of Geiss a 

message that those of African descent can produce world class civilizations (Jackson II & 

Richardson 2003, 173-174).  The author addresses that once racial pride is established, 

Five Percenters and Black Nationalist often push for solidarity; thinking that once 

solidarity is obtained race will be uplifts and African people will attain self -sufficiency; 

Molefi Asante argues a similar rhetoric, Black unity holds a crucial part of both Black 

Power and Black Nationalist rhetoric(Jackson II & Richardson 2003, 182).  Five Percent 

and Black Nationalist Rappers through the rhetoric tend to push for the same message 

and hope for the same outcome through their music.  

Miyakawa explores how the Five Percent nation derives its names from Islamic 

doctrine and training which identifies 85 percent of people as uncivilized people who do 

not know their God or origin, 10 percent as the rich who exploit the poor and teach 

people to not believe in God, and the 5 percent who are the enlightened ones and are 

responsible for educating the masses.  The goal of Fiver Percenters is to ñawakenò the 85 

percent of the ñnot wokeò people and to teach them through the rhetoric of Lakim 

Shabazz and Pan-Africans their rhetoric stress that the fates and futures of all black 

people were tied together (Jackson II & Richardson 2003, 175).  Thus, Five Percent 

rappers take on this cause in life as well as in their music.  This chapter addresses how 

the Fiver Percent Rappers message emphasizes the importance of black self-sufficiency, 
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creating opportunities, keeping the wealth, being responsible for other black people and 

above all, teaching, promoting Black solidarity, and helping to expand and further the 

cause.  The Black Nationalist rhetoric found in this music is grounded in religious 

principles, however it is not teaching a religion or encouraging anyone to join any 

religion.   

 This chapter focuses on rap, and particularly Islamic rap that has long been 

dominated by male voices; even at the height of ñconscious rapò in the late 1980s and 

early 1990s, a time when the airwaves were dominated by MCs affiliated with either the 

Fiver Percent Nation or the Nation of Islam, women were hard pressed to  create space 

for their voices and perspectives (Jackson II & Richardson 2003, 171-172).  The author 

expresses that there were exceptions, of course, but for every Queen Latifah and Sister 

Souljah rapping for sisterhood and social responsibility, there were dozens of men and all 

male crews spitting misogynist rhymes.  The chapter does not dispute in any way that rap 

is a tough career path for any woman; women who choose to dress conservatively and 

wear elaborate head dressings and wraps and modest loose fitting clothing as well as raps 

about politics, womenôs rights, and the beauties of Islam seem to a larger public the very 

anthesis of what rap has come to be (Jackson II & Richardson 2003, 171-172).   

 In the 1990s gangsta rappers create a variety of imagery in their music which 

ranges from life in the hood to full time ñthugging.ò The piece Death Narratives from the 

Killing Fields: Narrative Criticism and the Case of Tupac Shakur by Carlos D. Morrison, 

identifies and analyze stories about death in ñgangsta rapò and the rap lyrics of Tupac 

Shakur.  Morrison begins the chapter addressing the rhetoric used within and throughout 

rap music and hip-hop culture.  He recognizes Toopôs 1984 The Rap Attack; Morrison 
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states that Toop is one of the earliest developments of rap music from African culture to 

the urban streets (Jackson II & Richardson 2003, 187).  Toop was one of the first to 

discuss oral history and the rhetorical connection between rap and hip-hop artists and 

West African griots.  The chapter recognizes Rap music and hip-hop culture is a 

conglomerate of Black musical genres such as jazz, bebop, R&B and the soul of the 

1970s and 1980s (Jackson II & Richardson 2003, 187).  Morrison utilized scholar Tricia 

Rose definition of rap music; ña Black culture expression that prioritizes Black voices 

from the margins of urban American.ò She recognizes Rap music as a form of rhyming 

and rhythmic storytelling partnered with highly rhythmic electronically base music. Hip 

Hop has been defined as a culture for young African Americans to come together through 

music, language, dress, graffiti, and so on to create a safe space to deal with oppression, 

racism and poverty.  The rhetoric of Hip Hop is inspired and influenced by the rhetoric of 

Harlem Renaissance, The Black Arts Movement, Black Nationalism and the Pan African 

movement.   

 Morrison focuses this chapter specifically on Tupac Shakur, he refers to him as 

the narrator.  The chapter sheds some light on the history of Tupac Shakur. He was born 

in Brooklyn, New York in 1971 and was the son to Afeni Shakur, a member of the Black 

Panther Party (Jackson II & Richardson 2003, 193).  Shakur at the beginning of his career 

was a member of the rap group Digital Underground as a dancer and rap on a few of their 

songs but determined to do more he put out a debut album 2pacalypse Now as well as 

starred in a the 1992 film Juice.  His character, Bishop was a young Gangsta who was the 

epitome of nihilism in the Black community and especially in the hood.  Morrison 

addresses that Young Gôs have an instinct to kill, especially people that look like them 
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because their behavior and lifestyle is grounded in nihilism (Jackson II & Richardson 

2003, 194).  This chapter recognizes that Shakur music was contradictory because his 

lyrics emphasized Black empowerment and pride in oneôs culture and even praised and 

celebrated the strength of the single Black mothers but the lyrics to most of his songs 

often referred to women as ñbitchesò and ñhosò and expressed misogynistic tendencies 

(Jackson II & Richardson 2003, 194).  

 This chapter recognizes the matrices Shakur upbringing, lifestyles and rhetoric 

and the endless contradictions presented however the chapter is less about that but more 

about the archetype or symbol of representation Shakur was.  He was living ins a world 

where young African American men were at war with each other as well as other in our 

own communities.  These African American men were at war over territory, drugs, or 

even gang colors.  Morrison references the work of Sanyika Shakur and how a major 

objective between gangs like the Bloods and Crypts was eliminating the enemy at any 

cost.  The consistent objective is rhetorically and physically creating these killing fields 

made of concrete, and to lather these ñkilling fieldsò with revenge and retaliation.  The 

chapter highlights the mentality of the African men and women living upon these killing 

fields and the mentality of facing death or dying was 24-hour reality (Jackson II & 

Richardson 2003, 198-199). 

 The writers explore ñthe narrativeò in this chapter, it is referenced as symbolic 

action-words and /or deeds that have sequence and meaning for those who live, create or 

interpret them.  It is a way of ordering and presenting a view of the world through a 

description of a situation involving characters, actions, and settings that change over 

time.  Shakurôs narrative was his own however many African American people resonated, 
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related, immolated and connected with his. His narrative through his rhetorical devices 

whether through music, movies, books or just hearing his speak, were persuasive and 

demonstrated both narrative coherence and narrative fidelity (Jackson II & Richardson 

2003, 190).   

Morrison devotes most of this piece to the narrative of the African American men 

living this lifestyle.  The narrative of African American men was filled with much 

turmoil, daily they must confront social, economic and environmental problems; those 

with a lack of education were placed at a disadvantage and faced high rates of 

criminality.  Morrison emphasized the unfortunate disproportionately representation of 

African American men as both criminals and victims of violent crime.  Shakur himself 

even at time of agency or ability to control his narrative still in his music or films 

projected or expressed the narrative of having a showdown with the grim reaper (Jackson 

II & Richardson 2003, 201-202).  His rhetoric expresses not only an obsession or 

paranoia with death but also one of justification that his relationship with death whether it 

being around him or his inevitable future was because he was a ñstreet soldier.ò  The 

chapter explores how his narrative consumes him and how he confronts death both on the 

ñkilling fieldsò and within himself.  Morrison expresses that Shakurôs much like other 

ñstreet soldiers,ò gang members and others African American men that lived on or off of 

the ñkilling fieldsò  rhetoric was not only a product of their environment but also their 

upbringing, exposure to art, poetry, literature and music and even their own music 

(Jackson II & Richardson 2003, 201-202). They used their rhetoric to manifest a ñrealò 

relationship with Death, death was seen as a savior that would free them from self-

destruction, nihilism and the killing fields themselves.  Morrison explains that far too 



88 

 

many African Americans who live in the urban areas of America face poverty, 

unemployment, crime and illiteracy and thus share similar narratives to Shakur.  Shakurôs 

narrative shares the message that death is the street soldierôs only savior and will help 

them find their ultimate peace.  It was Shakur nihilistic motive that helped him embrace 

death openly through his rhetorical devices.  Shakur expressed that mental death followed 

physical death; start to end in the ñkilling fields.ò   

However, Morrison reveals more dimensions to the works and narrative of 

Shakur, because despite his comfort in facing death, Shakurôs motive was survival. 

Shakur had a strong desire to survive the ñkilling fieldsò of urban America.  Morrison 

concludes his chapter with the obligation of the critics of Shakurôs work and the safest 

space and place to critique the works of Shakur.  When critiquing the works of Shakur it 

is important to be concerned with not only the message that is being communicated but 

also if not more important to be concerned with how his messaged is received and 

resonated in the minds and hearts of his listeners (Jackson II & Richardson 2003, 202).  

Rap music must always have a critical lens place on the lyrics in hopes to change the 

killing fields of urban America to a space of love, forgiveness, and self -respect.  The 

works of Shakur as well as other rap and hip-hop artist should not be criticized linearly 

but circular nature of the African American Rhetorical discourse.  As stated previously 

Continental African and Diasporic African orality is holistic, communal and continuous 

in its foundation; thus Nommo, style, rhythm and rhyme of the African American 

Rhetorical discourse would lose its effervescence and emotion if it were to be 

marginalized and limited as a result of linear Eurocentric methods of analysis (Jackson II 

& Richardson 2003, 202-203).   
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 Ella Forbes piece Every Man Fights for His Freedom: The Rhetoric of African 

American Resistance in the Mid-19th Century focuses on the rhetoric of African 

resistance and that specifically of African American males during the mid-19th century; 

this piece explains how the resistance, redemptive violence, and Black manhood were 

highlight periods of social and political thought.  The chapter opens with the fact that our 

most common representations of the plight against enslavement and racial discrimination 

are created by white folk.  Typically, Black people are portrayed as victims of violence or 

pleading to appeal the white, Christian morality through the rhetorical device of the mass 

media.  The mass media as a rhetorical device on its own has presented society or the 

world rather with images that represent specific area of African American history, and 

quite frequently the representations reflect not the African Americans reality, but the 

wishful thinking of the larger white society (Jackson II & Richardson 2003, 155).  This 

piece explores how white society uses mass medica as a rhetorical device to distort the 

African American maleôs reality and project falsehood throughout history.  Forbes 

addresses that during the mid-19th century, white people felt superior and encouraged 

having predominately iconic images represent them because they were the ones that 

created these ideal images; they created situations only to construct and manipulate the 

outcome so they either appeared either victorious or as a savior.   

Forbes highlighted the civil rights movement; there were African American 

protestors being sprayed with fire hoses or being attacked by dogs controlled by burly 

white policemen.  Rhetorically, the images are manipulating the viewers of the images to 

think that the African American protestors did something wrong or were violent and the 

white men were saving or protecting a cause. On the contrary, Forbes conveys, the white 
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men were expressing their internal and external frustration and hatred of African 

Americans. She specifically expresses their discomfort with the athletes getting gloved 

and receiving accolades during the time period, angry with all the fists being raised and 

signs of resistance displayed during the protest in 1968 at the Mexico City Olympic 

game, or the militant Africans in 1851 Christina, Pennsylvania, who resisted and acted 

upon, Black self-defense that killed a white slave owner that tried to enslave Africans 

(Jackson II & Richardson 2003, 155).   

  Forbes recognized that the images projected in mass media that expressed Black 

agency and encouraged Blacks to feel self-empowerment also forced white people to 

confront the reason for Black activism and Black militancy; those images rhetorically 

sent a message through the media that White racism and white supremacy was real and 

Black people had to stand up for themselves (Jackson II & Richardson 2003, 155).   The 

author addresses that in the Antebellum period there was an image of a phenotypically 

African man kneeling, hands clasped, chains broken, but viable pleasing for humanity 

and his manhood.  The images sent a message of the time period and the politics 

surrounding African people. Forbes focused on how African American men in this era 

and their struggle to maintain and keep their image intact; the African American men that 

fought for their ñManhoodò expressed a sense of courage, self-determination, civil and 

human right, and communal self-esteem (Jackson II & Richardson 2003, 156).  Forbes 

explored how Africans inevitably concluded that the only way to end oppression was to 

resist violently when necessary.   

This chapter recognized that the best way for Africans to deliver resistance 

rhetorically was through speeches, letters, newspapers, public and private forms and in 
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action speeches.  Africans used redemptive violence, manhood and self-defense to fight 

against oppression (Jackson II & Richardson 2003, 155). Forbes expresses that despite 

the undeniable hate that Whites had toward Blacks and the endless White riots and 

physical attacks on individual Black and Black communities, Africans continued to 

exemplify a natural right to resist and stress the elevation of the African community.  

This chapter explores how Africans have responded to political and social 

disenfranchisement by forming organizations to work for and protest their own interest 

(Jackson II & Richardson 2003, 157).   

 Larry Neal discuss the rhetoric of Black Power and Black liberation in his essay 

The Black Arts Movement.  Neal defines Black Art as the aesthetic and spiritual sister of 

the Black Power concept, and it is the art that speaks directly to the needs and aspirations 

of Black America.  He recognizes that the Black Art Movement proposed a radical 

reordering of the western cultural aesthetic; and it is radically opposed to any concept of 

the artist that alienates them from their community.  He acknowledges that the rhetoric of 

the Black Arts Movement was one that encouraged separate symbolism, mythology, 

critique and iconology (Neal 1968, 236).  The piece addresses the Black Arts Movement 

and Black concept of obtaining and desiring self-determination and nationhood among 

African people.  In this piece Neal, emphasizes the rhetoric used within the Black Arts 

Movement oppose those that are Eurocentric as one relates the relationship between art 

and politics while the other relates with the art of politics.  He states that the key to the 

rhetoric of Black Power and specifically the Black Arts Movement is to focus on Black 

people obtaining the ability to define themselves and their world on their own terms 

(Neal 1968, 236).  
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 Neal addresses the Black artisan and their roles in rhetoric and their roles as 

mediums when delivering the message of liberation.  The Black artisans made a point in 

the context of aesthetics and rhetoric to take on the duty of speaking spiritual and cultural 

needs of Black people and to confront the contradictions arising out of Black people 

experience in a racist society (Neal 1968, 236-237).  It speaks less the rhetoric of protest 

and more of a rhetoric for the people by the people.   

 The essay All Power to the People: The Political Thought of Huey P. Newton and 

the Black Panther Party by Floyd W. Hayes III and Frances A. Kiene III address the 

rhetoric of Black Power from the perspectives of those in the Black Panther Party.  This 

essay examined some of the main currents of Newtonôs political thought and the Black 

Panther Partyôs ideology and the evolution of their political ideas (Hayes 2000, 547-548).  

Hayes and Kiene highlighted specific terms that reflected Black Power rhetoric and 

generated the concept of liberation.  Those terms were: 

Lumpenproletariat- The unorganized and unpolitical lower orders of society who 

are not interested in revolutionary advancement i.e. prostitutes, thieves, hustlers 

and murderers. 

Intransigent- Unwilling or refusing to change onesôs views or to agree about 

something.  

Black Nationalism- Black people are a race and seeks to develop and maintain a 

black national identity. 

Revolutionary Nationalism- A social movement dedicated to carrying out a 

revolution. 

Revolutionary Internationalism- The belief that conflicts within societies are 

determined by international factors and alliances.  

Revolutionary Interommunalism- The promotion of solidarity between 

communities, and a culture of resistance to all oppression.   

Dialectical- The logical discussion of ideas and opinions (Hayes 2000, 548-557) 
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Hayes and Kiene express that all these terms either express or create a space for 

liberation for African people.  This essay also recognizes the history of the Black Panther 

Party and the need for Black Power rhetoric.  The Black Panther Party 1960s by angry 

groups of Black youth who came together.  Huey P. Newton and Bobby Seale founded 

the Black Panther Party for Self Defense in Oakland. California, 1966.  The writers of 

this piece highlight the rhetoric of not only Newton and Seale but all the members of the 

organization and how they all were mediums and vessels for the liberation of Black 

people (Hayes 2000, 547-549).  Newton spoke about the collective significance of ñstreet 

brothersò and solidarity and how through solidarity they all shared the same vision.  It is 

through the embrace of Black Power rhetoric that the Black Panther Party was able to 

organize and provide several community programs which included free breakfast for 

children, free health clinics and liberation youth schools (Hayes 2000, 548-550).  Hayes 

and Kiene recognize Black Power rhetoric, when breaking down the Black Panther Party 

Point Program; for example their first point proclaimed ñWe believe that black people 

will not be free until we are able to determine our destiny,ò while the tenth point 

proclaimed ñWe want land, bread, housing, education, clothing, justice, and peace.ò  This 

piece concludes with the authors exploring Black Power rhetoric impact on the social 

change of Black people (Hayes 2000, 549-551).   

What This Research Contributes? 

This research aims to contribute to both the discipline of Africology and African 

American Studies but also the Rhetorical discourse whether it is in the discipline of 

Literature, English, Linguistics or Speech.  This research attempts to contribute more to 

the conversation that there is a rhetoric of and for African people and it is not an 
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extension of European or Western rhetoric or a Blackface or Black version of European 

or Western rhetoric.  

Alkebulan argued in his essay that African American rhetoric is best understood 

within the field of Linguistics associated with culture, called Culture Linguistics.  As 

much as I agree with Alkebulan  that the rhetoric of the African Continent and Diaspora 

would best be understood within a specific field study, a safe space within a discipline; 

my research attempts to disagree with Alkebulansô statement that Linguistics or creating 

a new field called Culture Linguistics is the best or safest discipline.  My research will 

aim to contribute the reasons why Africology as a discipline, is the best safe space for all 

research and study of the Continental and Diasporic African existence, people and their 

way of life, especially their rhetoric.  This project will attempt to express that there is no 

reason to rely on a discipline that is not traditionally or foundationally grounded in 

Afrocentricity to provide an academic homeplace or safe space for a subject matter that is 

only about, for and used by Continental and Diasporic African people. The rhetoric of 

Continental and Diasporic Africans explores and embraces: sermonizing, signifyinô, 

playin the dozens, stylinô out, soundinô, lyricism, improvisation, indirection, repetition, 

poetry, spirituals, history, style, culture, rhythm, and Ebonics; they are all natural 

components and rooted in African oral tradition (Jackson II & Richardson 2003, 23). This 

research will aim to expand the conversation on how African oral tradition as a study and 

point of research, has an academic homeplace in both African and African American 

literature as well as African Folklore; all of which are studied under the discipline of 

Africology.  The foundation of Africology is Afrocentricity, that being the placement of 

African ideals at the center of any analysis that involves African culture and behavior; the 
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rhetoric of Continental Africa and the Diaspora is in itself a study of African phenomena 

and it should only be examined from the perspective of the African person (Asante 1998, 

6). My project strives to expand the discussion on how the discipline of Africology, under 

the Afrocentric paradigm, is the only place that the rhetoric of Continental and Diasporic 

Africans can be viewed as subjects in their own right and as acting agents in their own 

historical and cultural reality than objects of Western scholarship and civilization 

(Jackson II & Richardson 2003, 24).   

This research aims to presents the concept of Continental African and Diasporic 

African rhetoric as not only extensions of Nommo; but also attempts to show that 

Nommo and the rhetoric of African people, whether they are of the Continent or the 

Diaspora, are one in the same, Nommo is the rhetoric of African people, it is not an 

aspect of a part of the rhetoric, it is the rhetoric.    

This project is attempting to contribute to the discussion that African people can 

ñspeak things into existence.ò The conversation of ñspeaking things into existenceò as 

indicated in the essays and text prior, has typically been a conversation revolving around 

religion and spirituality; it has been a ñfigurative,ò ñsuggestive,ò or ñpersonalò 

conversation hardly an actual or literal conversation.  My research is seeking to add that 

ñliteral,ò ñactual,ò and ñrealò component to the conversation.  This project is attempting 

to explore Nommo as an active agent and generative force within digital mediums, 

platforms and spaces. This research strives to show how African people abuse and 

manipulate the power of Nommo, specifically through the digital platform Instagram, to 

bring modern day archetypes to life, generating a real persona and giving them 

personality traits.  
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This research is aiming to expand on the conversation of safe spaces for African 

rhetoric; as presented through the essays, articles and text prior, African rhetoric has been 

researched through all time periods and mediums however, I am exploring present day 

digital platforms, specifically Instagram. My research strives to fill the missing modern 

and contemporary gaps where Afrocentric and Rhetorical scholars have yet to explore.  

Within the last 25 years, technology has transformed and evolved The Word as well as its 

power and mediums: oral art, spoken word, poetry, folklore, the black church, black art, 

black power, revolutions, activism, music, comedy, television, movies have all evolved 

tremendously; with that being said African rhetoric and communication has also 

experienced that evolution.  With the emergence of technology and cyber institutions 

such as  on line schools, chat rooms, social media platforms and dating websites and 

application to name a few, Nommo is not only utilized, embraced, and celebrated 

differently, but also it is now more accessible to become manipulated, possessed and 

abused; scholars have yet to explore Nommo in this context.   

Historically, it has been traditionally an oral artist, rhetor, performer or elder 

professionally trained to communicate, story-tell, recant history, entertain or educate their 

community that embraces and explores the power of Nommo.  It is through this 

understanding that this selected person had been professionally trained and was destined 

through their lineage and ancestors to be a powerful speaker and thus the community 

should listen when they speak, without question.  However due to social media platforms 

such as Instagram, Twitter and YouTube,  any individuals are calling or deeming 

themselves: professionals, educators, specialists, or influencers and thus manifesting a 

false trust with the community and manipulating and abusing the effects of Nommo, a 
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concept special and sacred to African people, for the benefits of propaganda, control and 

capitalism. Afrocentric and Rhetorical Scholars have yet to expand their research to 

include or acknowledge: the modern day oral artist that is always-posting-constantly-

vlogging and immersed in the technological enhancements of communication, the cyber 

communityôs contemporary interpretation on call-and-response or Nommo as 

manipulative tool through a digital space; this research attempts to expand on that 

research.  The scholars indicated above, express the power of Nommo through man, 

however my research attempts to prove that even through a digital platform, Nommo can 

only be generated if the community is receptive and ñlikesò you.    

Afrocentric and Rhetorical scholars rarely, outside of the conversation of Voodoo 

and African spirituality, address Nommo negatively and explore the expression of 

negative power generative through negative speech; that conversation has typically been 

recognized by those in the discipline of Sociology or Criminology, specifically acts of 

defiance and the concept of Labeling theory.  This research attempts to contribute another 

perspective to the subject of understanding Nommo as a generative power of the spoken 

word; that being Nommo ñcan speak negative things into existence as well.ò Instead of 

taping into cosmic forces African contemporary orators, especially those who utilize 

digital platforms are tapping into the insecurities of their African brothers and sister to 

manipulate and persuade them to do, believe, think or buy something.  My research 

attempts to explain that this type of embrace toward Nommo manifest African people 

into more followers than leaders.    

This data seeks to contribute to the preexisting research ñNiggaò, ñBad Bitchò, 

ñSavageò and ñTrap Queen,ò however, it seeks to contribute new data as well as original 



98 

 

interpretations and understandings about the ñNiggaò, ñBad Bitchò, ñSavageò and ñTrap 

Queenò.  My research strives to contribute a new way of understanding ñwords and 

termsò; specifically, words and terms that have been deemed: bad, negative, oppressive, 

pejorative, hateful, disrespectful, violent, epithets and newly labeled microaggressions.  

My research attempts to provide the perspective that these types of ñwords and termsò are 

actually names and identities and the act of using these types of ñwords and termsò is 

actually name calling and a form of identity displacement.  

  This research aims to contribute new research; it utilizes Instagram as a research 

tool, it utilizes crowdsourcing to obtain data, and contributes the terms Nominal 

Appropriation and Rhetoric of Negation to the discipline of Africology.   

Social Media 

What is Social Media? 

Social Media also known as Social Networking Sites (SNSs) is defined as web-

based services that allow individuals to: construct a public or semipublic environment 

within a bounded system, articulate a list of other users with whom they share a 

connection and view, and traverse their list of connections and those made by others 

within the system (Boyd 2007). There are hundreds of SNSs, with various technological 

affordances, supporting a wide range of interests and practices. SNSs vary in the extent to 

which they incorporate new information and communication tools, such as mobile 

connectivity, blogging, and photo/video-sharing. Most SNSs support the maintenance of 

pre-existing social networks, but others help strangers connect based on shared interests, 

political views, or activities. Some SNSs cater to diverse audiences, while others attract 

people based on common language or shared racial, sexual, religious, or nationality-based 

identities (Boyd 2007). Scholars from an array of disciplines have examined SNSs in 
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order to understand the practices, implications, culture, and meaning of the sites, as well 

as the usersô engagement with them. 

Networking 

Networking emphasizes the relationship initiation, often between strangers.  

Networking is not always possible nor the purpose behind some SNSs. Networking it is 

not the primary practice on many of them or a feature within their design, nor is it what 

differentiates one from another form of computer-mediated communication (CMC) 

(Boyd 2007). Social networking sites are unique because they enable users to articulate 

and make visible their social networks; resulting in connections between individuals that 

would not otherwise be made, but that is often not the goal and these meetings are 

frequently between ñlatent tiesò who share some offline connection (Boyd 2007). On 

many of the large SNSs, participants are not necessarily ñnetworkingò or looking to meet 

new people. They are exclusively communicating with people who are part of their 

extended social network.  

Profiles 

SNSs have implemented a wide variety of technical features; their backbone 

consists of visible profiles that display an articulated list of ñFriendsò who are also users 

of the system. 

Profiles are unique pages where one can ñtype oneself in to beingò (Walther, 

Heide, Kim, Westerman, & Tong 2008). An individual is asked to fill out forms 

containing a series of questions after joining a SNS. The profile is generated using the 

answers to these questions, which typically include descriptors such as age, location, 
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interests, and an ñabout meò section. Several SNSs encourage users to upload a profile 

photo and some allow users to enhance their profiles by adding multimedia content or 

modifying their profileôs look and feel.  

The visibility of a profile varies by site and per user discretion. SNSs like 

Instagram allow users to choose whether they want their profile available to the public or 

ñfollowers only;ò unlike Facebook, which takes a different approach by allowing default 

users who are part of the same ñnetworkò access to view each otherôs profiles, unless the 

profile owner has decided to deny permission to those in their network. Structural 

variations around visibility and access are one of the primary ways that SNSs 

differentiate themselves from each other.  

Friends 

SNSs users are prompted to identify others in the system with whom they have or 

had any kind of relationship with. The label for these relationships differs depending on 

the in-site-popular terms such as ñFriendsò, ñFollowersò ñContacts,ò and ñFansò (Boyd 

2007). 

Most SNSs require bi-directional confirmation for Friendship, but some do not. 

These one-directional ties are sometimes labeled as ñFansò or ñFollowers,ò but many 

sites call these ñFriendsò as well. The term ñFriendsò can be misleading, because 

connection does not necessarily mean friendship in the everyday vernacular sense, and 

the reasons people connect are varied (Boyd 2006).  

The public display of connections is a crucial component of SNSs. The Friends 

list contains links to each Friendôs profile, enabling viewers to traverse the network graph 



101 

 

by clicking through Friendsô lists. On most sites, the list of Friends is visible to anyone 

who is permitted to view the profile, although there are exceptions, some SNSs allow 

their users to opt out of displaying their network and hide their friend lists (Boyd 2007). 

Most SNSs also provide an apparatus for users to leave messages on their 

Friendsô profiles. This feature typically involves leaving ñcomments,ò although sites 

employ various labels for this feature. In addition, SNSs often have a private messaging 

feature like email. While both private messaging and comments are popular on most of 

the major SNSs, they are not universally available (Boyd 2007).  

Features 

SNS go beyond profiles, friends, comments, and private messaging they vary 

greatly in their features and users base. Some SNS have photo-sharing or video-sharing 

capabilities; others have built-in blogging and instant messaging technology. There are 

some that are only mobile-specific and there are some that are web based but also support 

limited mobile interactions. Many SNS target people from specific geographical regions 

or linguistic groups, although this does not always determine the siteôs constituency 

(Boyd 2007). There are also SNS that are designed with specific ethnic, religious, sexual 

orientation, political, or other identity categories in mind. While SNS are often designed 

to be widely accessible, many attract homogenous populations initially, so it is not 

uncommon to find groups using sites to segregate themselves by nationality, age, 

educational level or other factors that typically segment society, even if that was not the 

intention of the designers (Boyd 2007). 

Currently there are no reliable data regarding how many people use SNS, 

although marketing research indicates that SNS are growing in popularity worldwide 
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(ComScore 2007). 

The rise of SNS indicates a shift in the organization of online communities. While 

websites dedicated to communities of interest still exist and prosper, SNS are primarily 

organized around people, not interests. Early public online communities and public 

discussion forums were structured to by topics or per topical hierarchies, but SNS are 

structured as personal (or ñegocentricò) networks, with the individual at the center of 

their own community. This more accurately mirrors unmediated social structures, where 

ñthe world is composed of networks, not groupsò (Wellman 1988, 19-21). The 

introduction of SNS features has introduced a new organizational framework for online 

communities, and with it, a vibrant new research context.  

Instagram 

  Instagram is an online mobile photo-sharing site, created by Kevin 

Systrom and Mike Krieger, that enables its users to take pictures and share them either 

publicly or privately on their free mobile application that launched in October 2010, as 

well as through a variety of other social networking platforms, such 

as Facebook, Twitter, Tumblr, and Flickr (www.instagram.com). Instagram has an array 

of features some include the ability to: upload media captured in any aspect ratio, apply 

any one of the 40 digital  or live filters  to their images, upload videos with the option of 

utilizing the prerecorded square standard definition resolution clips, 

with widescreen resolutions of up to 1080p and longer recording times for either 

prerecorded (up to one minute) or disappearing live (up to one hour) videos, to follow 

other usersô feeds and geotag images with longitude and latitude coordinates, or the name 

of the location, utilize instant tilt-shift, high resolution photographs, optional borders and 
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one click rotation on their photographs, as well as using hashtags to help users discover 

both photographs and each other Instagram encourages users to make tags both specific 

and relevant, rather than tagging generic words like ñphoto,ò to make photographs stand 

out and to attract like-minded Instagram users (www.searchenginejournal.com).  

Popularity 

Once listed among Timeôs 50 Best Android Applications; Instagram has over 300 

million active users as and is distributed through the Apple App Store and Google Play. 

The Instagram mobile application is available for iPhone, iPad, iPod Touch, Windows 

10 devices and Android handsets, while third-party Instagram apps are available 

for BlackBerry 10 and Nokia-Symbian Devices. Instagram now has over 600 million 

monthly active users Instagram has over 400 million users accessing the site per month. 

Instagram announced that more than 150 million photographs had been uploaded to its 

site. More than 58 photographs were being uploaded and a new user was being gained 

each second. The total number of photographs uploaded has exceeded one billion 

(www.lifewire.com). Users seek and appreciate social interaction, archiving, self-

expression, escapism and peeking on Instagram over any other social media outlet. 

However, Instagram may appear to be one of the most widely used sites for photo 

sharing, only 7% of daily photo uploads, among the top four photo-sharing platforms, 

come from Instagram (www.instagram.com).  

Who is ñusingò Instagram? 

Instagram's geographical use is shown to favor urban areas as 17% of US adults 

who live in urban areas use Instagram while only 11% of adults in suburban and rural 

areas do so; 68% of Instagram users are female while 32% are male 

http://www.searchenginejournal.com/
https://en.wikipedia.org/wiki/App_Store_(iOS)%22%20%5Co%20%22App%20Store%20(iOS)
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https://en.wikipedia.org/wiki/Windows_10_Mobile%22%20%5Co%20%22Windows%2010%20Mobile
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(www.searchenginejournal.com).  Instagram has been proven to attract the younger 

generation with 90% of the 150 million users under the age of 35. In regard to income, 

15% of US internet users who make less than $30,000 per year use Instagram, while 14% 

of those making $30,000 to $50,000, and 12% of users who make more than $50,000 per 

year do so (www.searchenginejournal.com). Within the education demographic, 

respondents with some college education proved to be the most active on Instagram with 

23%. Following behind, college graduates consist of 18% and users with a high school 

diploma or less make up 15%. Among these Instagram users, 24% say they use the app 

several times a day (www.searchenginejournal.com). 

Privacy and Instagram 

By default, any user of Instagram can view any other usersô profile and posts on 

Instagram. One can make their posts private so that only their followers whom they 

approve can see them. If oneôs posts are set to private, only their approved followers will 

see them in the Photos tab of Search & Explore or on hashtag or location pages. A user of 

Instagram posts can't be set to private from a desktop computer (help.instagram.com). 

There are basic Terms of Use that Instagram users must follow, including an age 

requirement of 13 years or older, restrictions against posting violent, nude, partially nude, 

or sexually suggestive photographs and responsibility for one's account and all activity 

conducted with it (help.instagram.com). 

However private posts shared to other social networks outside of Instagram may 

be visible to the public depending on the privacy settings for those networks. For 

example, a post one may share on Twitter that was set to private on Instagram may be 

visible to the people who can see your Twitter posts. If someone with a private profile 

http://www.searchenginejournal.com/
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shares a photo or video to a social network (like Twitter, Facebook, Foursquare and so 

on) using Instagram, the image will be visible on that network and the permalink will be 

active. In other words, the photo will be publicly accessible by anyone who has access to 

its direct link/URL. Sharing a photo or video to a social network doesn't mean that the 

image will be visible in Instagram. Oneôs account will still appear private to those who 

aren't approved followers. People can send a photo or video directly to a user even if 

theyôre not following you (help.instagram.com). 

Once a user makes their posts private, people must send that user a follow request 

if they want to see your posts, your followers list or your following list. If someone was 

following a user before they set their posts to private and the user does not want them to 

see their posts, the user can block them.  

Privacy and Instagram Comments 

A user can turn on comment filtering to automatically hide comments that one 

does not want to appear on their posts publicly. When a user turns on comment filtering, 

itôs applied to both new and existing comments on their posts. When one turns off 

comment filtering, filtered comments on their posts will be restored 

(help.instagram.com). The comments that were hidden, either automatically or by a 

keyword filter the user turns on, may still be included in the comment count that appears 

below their post. A user can turn off commenting to prevent people from commenting on 

an individual post. When commenting is turned off, any comments that are currently on 

the user post will be hidden, and people will no longer see the option to comment below 

your post. If a user turns commenting back on, all previous comments will be restored, 
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and people will be able to comment again (help.instagram.com). Instagram users also can 

turn off commenting for a post before they share it.  

Privacy and Instagram Followers 

If an Instagram account is set to private, one can remove people from their 

followers list. When an Instagram user removes a follower, the follower or followers are 

not notified that they have been removed. A user also can block someone to get them to 

stop following them; much like being removed, people are not notified when they are 

blocked.                                           

Privacy and Photos 

If oneôs account is set to private and one adds a hashtag to their post, the post will 

not appear publicly on the corresponding hashtag page. Only usersô approved followers 

will be able to see their posts on hashtag pages or in Instagram Direct messages 

(help.instagram.com). When someone likes a photo, it is visible to anyone who can see 

the post. Ones followers may also see a userôs username below a photo they liked, no 

matter how many likes it has. After 4 likes, photos show the number of likes, along with 

usernames of some people the user may follow who have also liked the same photo. If an 

Instagram account is set to private only approved followers can see oneôs posts, including 

any likes and comments. Likes on private profile posts won't appear in the 

following feed, and when one likes a public post, ones like will be visible to everyone 

and oneôs username will be clickable below the post, but only the approved followers of 

that user can see their posts (help.instagram.com). 

 If posts are set to public, anyone will be able to see your profile by visiting 
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instagram.com/ (the username) on the internet. If an Instagram userôs posts are set to 

private, their photos will be visible to people logged into Instagram who only they 

approved to follow them. The privacy settings one sets on their mobile devices are the 

same as their privacy settings on the internet (help.instagram.com). 

Privacy and Removal of Images 

An Instagram userôs images may appear in Google search and/ or on Google 

images results if you have logged into your account using a web viewer, which authorizes 

them to access your profile and images. These third-party sites have been created with 

Instagram API and aren't affiliated with Instagram directly. Instagram grants itself the 

rights to sell usersô photos to third parties without notification or compensation. 

Instagram the company does not claim any ownership rights in the text, files, images, 

photographs, video, sounds, musical works, works of authorship, applications, or any 

other materials (collectively, content) that users post on or through the Instagram 

Services Z (help.instagram.com). 

If an Instagram present or past user does not want their photos or videos to appear 

on Google, Instagram the company suggests the member seek to revoke access to the 

third-party website or setting your account to private. Instagram the company is not 

directly associated with third-party applications that utilize their APIs such as web 

viewers, desktop applications or image printing services, and the company cannot assist 

in any way in speeding up the process to remove any Instagram images that may appear 

on Google search or Google images. However, due to data banking it may take some time 

for these sites and Google to re-index and remove the images, even if you delete your 

account; also, if in fact a third party has sold an image or images of a former or present 
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member is between the member and buyer to release rites or access of the image. Once a 

member publicly posts an image, no matter what it is, they have no say or rights if 

someone else (Instagram member or not) copies, pastes, manipulates, memes, buys, sells 

or exploits the image in anyway (help.instagram.com).    
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CHAPTER 3 

 METHODOLOGY AND METHOD  

Theoretical Frameworks 

The theoretical frameworks used to conduct this study are Afrocentricity, Content 

Analysis, Centeredness, Agency Reduction Formation Theory and Nominal Re-

Appropriation. 

Afrocentricity  

 

This study finds its theoretical source in the language and linguistic intent of 

African people, and how it is to be examined from the standpoint of their own agency and 

centrality in their experiences. The Afrocentric paradigm provides an African centered 

way of understanding and approaching knowledge about the world (McDougal 2014 244-

246). I use Afrocentricity as a theoretical framework to examine and self-consciously 

advance African people in every sector of society; specifically, the sector of language 

(Asante, 2003, 239). Afrocentricity functions as the meta-paradigm for the discipline of 

Africology (Mazama 2003, 24-26). Afrocentricity in this study is based on recognizing 

and acknowledging the following: 

¶ That the experiences of people of African descent are worthy of study (Kershaw 

1992, 477-479). 

¶ That African people have unique and distinctive cultural and historical experiences 

(Kershaw 1992, 477-479). 

¶ That the best way to understand African people is first and foremost from their own 

perspective (McDougall 2014, 244-246). 

¶ That a peopleôs worldview determines what constitutes a problem for them, and 

how they approach solving problems (Mazama 2003, 23-26). 

¶ That the fundamental substance of all reality is spirit, and not everything that is 

important is measurable (Mazama 2003, 23-26). 

¶ That the aim of all research in Africology must be to empower and liberate people 
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of African descent (Mazama 2003, 23-26). 

¶ That African peopleôs experiences can be used to help gain a greater understanding 
of the human experience (Kershaw 1992, 477-479). 

 

Thus, what is involved here is the idea of freedom. The Afrocentric concept of 

freedom can be described as the freedom to develop as an African person, the freedom to 

act and speak on African cultural truths emancipated from the psychological impact of 

Eurocentrism. African agency and consciousness are essential to African liberation. The 

ability to exercise agency is the core of Afrocentricity. Afrocentricity asserts Africans as 

the key players rather than victims of their history, and it establishes agency as the key 

concept for freedom (Mazama 2003, 3-6).  

The key idea in both Afrocentricity as a methodology and my research is what 

Molefi Kete Asante refers to as, epistemological centeredness: Afrocentricity establishes 

a frame of reference wherein phenomena are viewed from the perspective of the African 

person; it centers on placing people of African origin in control of their lives and attitudes 

about the world. Afrocentricity seeks to liberate Africans from any form of domination 

that has occurred from a foreign invasion or enslavement, so they can be located within 

their own cultural terms. Afrocentricity contends that our main problem consciously or 

unconsciously is the adoption of the Western worldview and perspective without question 

and the attendant conceptual framework. It is this failure to recognize the roots of such 

ideas in the European cultural ethos that has led us willingly or unwillingly to be 

relegated to the ñperiphery,ò the ñmarginò of the European experience to use (Mazama 

2003, 4-5). 
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Afrocentricity contends upon the African ability to systematically displace 

European ways of thinking, being, feeling, etc., and consciously replace them with ways 

that are germane to their own African cultural experience (Mazama 2003, 4-6). When 

Africans are dislocated, they have lost sight of themselves during European decadence 

and madness, it becomes increasingly difficult for them to orient their lives in a positive 

and constructive manner, hence the plight that is theirs (Mazama 2003, 4-6).  

Ama Mazama states that oneôs identity determines oneôs place in life, both 

material and spiritual (Mazama 2003, 24-26). The concept of location is based on the idea 

that oneôs history, biology and culture ï and in the case of this study, language ï 

specifically determines oneôs identity. The concept of locating oneself is the process of 

explaining how human beings come to make decisions about the external world, which 

takes into consideration all the attitudes and behaviors that constitute psychological and 

cultural place (Asante 2007, 42-43). To understand the concept of location one must 

encompass both their African identity and their disposition toward that identity. African 

identity is largely determined by the ability or inability to assume agency, which is 

predicated upon our reverence, or lack of, for the ancestors (Mazama 2003, 3-6). 

Afrocentric scholarship is based on providing and determining a place for African agency 

and thus a location for African identity (Asante 2007, 42-43). Dislocation is responsible 

for the disorientation, exploitation and internalized oppression of many Africans, but 

being dislocated does not destroy the archaic, ancient, deep structure of the myths and 

symbols of the African aesthetic reality (Asante 2003, 40-42). A dislocated African 

operates from a marginal place or within the confinements that their oppressor has 

outlined. They are merely Africans who are operating from a Eurocentric perspective and 
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are removed from their own cultural center, which has been replaced with a Eurocentric 

understanding of who they are in the world. The consequence to African dislocation is 

Africans seeing themselves and their culture as inferior to Europeans. An Africanôs 

psychological location is determined by whether they are culturally dislocated or located 

(Asante 2007, 40-42). 

Agency 
 

Agency refers to playing a self-conscious and active role in shaping oneôs own 

destiny; it is the conceptualization that Africans are subjects of history and culture. It is 

with Agency that Africans perceive themselves as ñculturedò and can form self-

developmental cultural objectives (Modupe 2003, 65). The absence of African agency 

leaves the African normalized as an object of European history and culture, thus 

producing ñanti-agencyò or dysfunctional behavior, which negates recognition of the 

African as an actor and one of positive projections of the African self in the future 

(Modupe 2003, 65). The lack of agency among Africans will result in their marginal 

position within their own story. They become the object rather than the subject in their 

own realties and thus their story is told from an outside perspective. Michael Til lotson 

(2011, 56-58) states, to have theoretical understanding of African agency we must be 

grounded in the three primary spheres: group autonomy, collective self-determination, 

and communal sovereignty. 

Centeredness 
 

This research pushes toward the Africans obtaining centeredness; referring to 

being grounded in the knowledge of the history and culture of African people and 

engaging the world from that foundation (Modupe 2003, 65). Centeredness is the 
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conceptualization of Africans having knowledge and understanding of their historical 

origins and cultural development, which provides connectedness to the necessary 

reverence for the ancestors, and thus an efficacious perception of ñself in cultureò 

(Modupe 2003, 65). This study addresses the misperception of reality attached to naming 

that often causes a psychopathological disconnectedness between Africans and their 

ancestors. This exploration will bring awareness to the self-alienation that impedes a 

common cultural knowledge source for understanding community and thus preventing 

effective communication, particularly inter-generational (Modupe 2003, 65).  

Situatedness 
 

This project contributes to that of situatedness- the conceptualization of Africans 

acquiring and/or creating an efficacious intellectual and psychic space, a ñplace to stand,ò 

for an anchored and proactive stance from which to form the ñproper attitudeò toward 

African phenomena in general and data specifically (Modupe 2003, 65). The lack of 

proper placement and foundation for Afrocentric research can only perpetuate the 

problem of dislocation and the absence of the means to relocate; only then to deter 

African people from liberating themselves. Dislocation only leaves the African forced to 

exist outside of proper place, unanchored and reactive, exhibiting the ñimproper attitudeò 

toward African phenomena, specific data, the ñprocess of disbeliefò thus residing at the 

ñbordersò of European history and culture ïmarginality (Modupe 2003, 65). 

Location 
 

Location is determined by signposts. These signposts are indicated through 

language and the written word expressed through the social media medium, Instagram 

(Asante 2003, 239-240). Molefi Asante states, language is a regularized code that has 
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been agreed upon by a community of users (Asante 2003, 239-240). It can be said to 

involve grammatical rules, nuances, words, and deep structures. If one were to 

concentrate on a single aspect of language, such as words, one can obtain a good 

assessment of intent, consciousness and location of the speaker and what they may or 

may have been exposed to ï i.e. generation indicators and the major influences on their 

vernacular (Mazama 2003, 24-26). Words have function, meaning, and etymology; my 

concern in this discussion is primarily with meaning. An African's use of pejorative 

words has told something about where the individual is located (Asante 2003, 239-240). 

Words when spoken have function, intent, meaning, feelings, attributes and a life force. If 

an African person uses words such as ñNiggaò, ñBad Bitchò, ñSavageò and ñTrap Queenò 

to name and define themselves and others, they are dislocated.  

Victorious Consciousness 
 

I seek to determine how words and language influence victorious consciousness 

and direct African people one step closer to obtaining Victorious Consciousness. 

Victorious Consciousness is the recognition that African people have been victorious in 

the past and will be victorious in the future. The assumption behind victorious 

consciousness is that it is difficult to engage in self-determining, liberating behavior if 

one does not believe that victory is achievable. Victory is knowing that as an African one 

has won (Modupe 2003, 70-71). Victorious consciousness is an attitude based upon the 

understanding of the relationship between African history, African culture, and African 

consciousness, which is in turn governed by the Afrocentristôs understanding of the 

subjective and objective nature of reality (Modupe 2003, 70-71). 
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 This study focus, as it pertains to victorious consciousness, is directed at breaking 

through the dislocation and disillusionment of pseudo empowerment from white 

supremacy and its actions by acknowledging the way Africans think of themselves and 

what they choose to call themselves.  

Agency Reduction Formation Theory 
 

Agency Reduction Formation Theory serves to expose ñany system of thought 

that distracts, neutralizes, or reduces the need and desire for assertive collective agency 

by African people.ò Michael Tillotson (2011, 60) explains that the uncritical acceptance 

of ideas such as postmodernism, colorblindness, essentialism, the social construction of 

race, and assumptions found in victim blaming and race-neutral discourses that 

undermines assertive collective struggle and shape within Africans a psychological 

infrastructure that is resistant to resistance. If these sociopolitical constructs are accepted 

uncritically by Africans, they will neutralize their resistance efforts against domination 

and maintain the inequities that continue to exist between Africans and whites in 

America. A misunderstanding of these ideologies may result in further fissures and 

fractures among African people (Till otson 2011, 60-61). These ideas are anti-

foundational and ignore empirical evidence of the existence of inequality. They must be 

highlighted, exposed, and translated for what they are so that African people can place 

themselves in a position that advances their collective interests. The forced migration of 

captive Africans to the Americas was signaled by Africans being forced to abandon 

African identity and their traditions, values, customs, language, names and even their idea 

of God (Tillotson 2011, 61). Collective identity, consciousness, intentionality and 

solidarity are the key determinants as to whether a group recognizes the resources it has 
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in its possession and whether and how it will use those resources (Wilson 1998, 39). 

Any Agency Reduction Formation places African people in the tenuous position 

of ñminor/begger.ò The position of minor/begger is reductive because the agency of 

Africans is stalemated while it waits for others to grant it permission to exist. ARF 

disrupts the human harmony that is possible when all members of the human family are 

allowed honest efforts at their own group agency (Tillotson 2011, 60-61). Agency 

Reduction Formation theory is useful because it gives individuals concerned about racial 

equity, social justice and human rights a definitive conceptual counter argument that 

exposes the dominative nature and hegemonic frameworks located in the Post Racial 

Project, which, if accepted uncritically ultimately is the suppression of African agency. I 

am using Agency Reduction Formation theory to interrogate how African peopleôs 

creation of ARIW keeps them dislocated and mentally enslaved.  ARIW keep African 

people from obtaining victorious consciousness. In addition to Agency Reduction 

Formation Theory, I used Nominal Re-Appropriation. 

Nominal Re-Appropriation 
 

Nominal Re-Appropriation is a term I coined after reviewing numerous examples 

of negative discourse regarding the African community use of ARIW. ñNominalò refers 

to that of names, naming and oneôs identity. ñRe-appropriationò is an extension of the 

term appropriation or cultural appropriation used within such disciplines as anthropology, 

sociology and cultural studies to describe the reabsorbing of subcultural styles and forms, 

or those from other cultures, into mass culture through a process of commodification: the 

mass marketing of alternate lifestyles, practices and artifacts (Bianchi 2017; Croom 

2011).  Nominal Re-Appropriation is the psychological process in which an African 
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person claims ARIW that originated as a tool of violence, leading to the mental 

subjugation and internalized enslavement of African people. When an African person 

Nominally Re-appropriates ARIW, they are experiencing self-naming, which results in 

them subconsciously experiencing a mental mis-naming ceremony; forcing their identity 

to possess the archetype(s), persona(s) and attributes allied with said ARIW.  

A reclaimed or re-appropriated ñidentity wordò is an ARIW because the history 

and foundation of the name or term is rooted in oppression and hate toward a group of 

people. These types of ARIW have only been brought back to be positive, unifying and 

uplifting by the oppressed community of that specific ARIW, in hopes to find or receive a 

healing from the negative impact of the ARIW.  Unfortunately, Nominal Re-

Appropriation provides a false sense of empowerment and is a poor coping mechanism 

when addressing the impact of ARIW (Bianchi 2017; Croom 2011). A popular example 

of Nominal Re-Appropriation of an ARIW, is the African community embracing the 

ñidentity wordò ñNiggaò as a positive re-appropriated version of Nigger.  

The Psychological Impact of Nominal Re-appropriation  
 

The psychological impact of domination on African people has been examined by 

several scholars (Akbar 1984; Azibo 2001; Harrell 1999; Nobles 1991; B.E. Wright, 

1984). Their research suggests the possibility that domination has caused maladaptive 

responses in the behaviors of African people (Tillotson 2011, 60-61). Psychologist Daudi 

Azibo argues that domination, has resulted in many African people being psychologically 

destabilized and developing submissive behavioral patterns (Azibo 2001). The impact of 

domination of the psychological operations of African people (Tillotson 2011, 60-61). 

Harrell states, ñThe healthy African self-conception in motion toward the collectiveò 
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(Harrell 1999). This observation dovetails with the research of Nobles and Myers (Nobles 

1991; Myers 1991). They call for a sense of collective reality for African people based on 

the idea that African-centered traditions have the most value for African people (Nobles 

1991; Myers 1991). The brain and its functional operations have received little attention 

by mainstream critical race theorists. The brain is the organ that controls behavior and so 

it is important to look at its importance in terms of how it uses and interprets information 

(Nobles 1991; Myers 1991). Harrell posits ñTragically, the confines of racial oppression 

severely truncate the functioning of the brain (Harrell 1999). 

Harrell highlights the cognitive theories behind the ñanti-Africanò sentiment that 

has been fostered in the minds of some African people by institutional domination 

(Harrell 1999). This capitulation forces some Africans to act outside of their native 

instincts and develop a disproportionate amount of value toward other (European) 

worldviews, which is reflected in their behaviors (Harrell 1999). The systematic 

exclusion of African contributions to the world stage and emphasis on European 

hegemony is not without consequence for African people (Harrell 1999). 

Psychologist Bobby Wright, in response to this exclusion operationalized a 

concept termed ñMentacideò (Wright 1984, 12). Mentacide is the silent rape of a peopleôs 

collective mind by the penetration and perpetration of alien culture, values, beliefs 

systems, or ideas for the purpose of group destruction or political use of the victim group. 

Mentacideôs method is to control; the behavior of the victim through mind control 

(Tillotson 2011, 13). Mentacide systematically utilizes the institutions which projects 

images, values, beliefs and opinionôsécreating an illusion which the victim believes to 

be real until itôs too late (Wright 1984, 12). Wright maintains that as a result of the 
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culture and institutions forced upon African people, a maladaptive psychological 

syndrome has developed in the minds of some African people. Wrightsô analysis of 

ñinstitutionsò and their influence on the African mind, it becomes possible to understand 

the use of institutions as methods of domination; using the same concept as Wright when 

he refers to institutions, I looked at Instagram as the place for the influence and 

psychological impact of Nominal Re-Appropriation.  

Method 

I used the social media platform Instagram to collect data and understand the type 

of disillusionment and dislocation African people are participating in when observing the 

use of agency-reducing identity words. I obtained a sample of 200 Instagram pictures, 

using the Instagram search function for the ARIW ñNiggaò, ñBad Bitchò, ñSavageò and 

ñTrap Queenò. The data was collected by selecting the first 10 users who met the 

following criteria:  

¶ Their profile was public. 

¶ Their profile picture was a photograph of a person who fits the phenotypical 

characteristics of a person of African descent.  

¶ They used Nigga, Bitch, Savage, or Trap Queen in their handle or bio.  

I randomly selected 5 pictures throughout each selected individual entire timeline, 

to gain  bbma full representation and accurate portrayal of the named individual, pictures 

were selected from the beginning, middle and end of the named individual timeline.  

Content Analysis 

 

Content analysis entails a systematic reading of a body of texts, images, and 

symbolic matter, not necessarily from an authorôs or userôs perspective. It is an analytical 

tool that explores the underlying meanings and ideas revealed through analyzing patterns 



120 

 

in the elements of the text, such as words or phrases (Yang 2008). It analyses the form 

and substance of communication.  Content analysis contains aspects of qualitative and 

quantitative methodology. It is a tool that was originally constructed to focus on word 

counts giving it quantitative features, as well as a focusing on word meanings, such as 

metaphors, to provide the cultural context in which texts are produced giving it 

qualitative features (Krippendorff 2004). Content analysis as an analytical tool has 

evolved. Once viewed as a ñshallow counting gameò motivated by a journalistic 

fascination with numbers and a narrow conception of science in which quantitative 

measurements provided the only evidence that counted to a method exploring social 

phenomena that was both generated by and constituted in texts and images (Krippendorff, 

2004). Now with the textual fabric of contemporary society undergoing a radical 

transformation, due to the ongoing information revolution; and the increasingly 

widespread availability of electronic, hence computer-readable, text concerning virtually 

everything that matters to society and its members has moved content analysis, into the 

center of how society examines itself (Krippendorff, 2004). 

Why I Am Using Content Analysis for This Study? 

Content analysis is an important researching technique to use when conducting an 

Afrocentric analysis. It is analyzing text in the context of their uses that distinguishes 

content analysis from other methods of inquiry. 

 Methods used within Eurocentric centered disciplines are not concerned with 

meanings, contents, intentions, and references (Krippendorff, 2004). Those of other 

disciplines hardly reflect on their own conceptions of nature, excluding their conceptions 

from their object of study by dismissing them as subjective in contrast to what can be 
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determined through detached observation and objective measurement. Where researchers 

grounded in Eurocentric disciplines adopt natural scientific methods of inquiry, the 

epistemology that is inscribed in such methods prevents them from addressing what 

matters most in everyday social life: human communication, how people coordinate their 

lives, the commitments they make to each other and to the conceptions of society they 

aspire to, what they know, and why they act (Krippendorff, 2004). Content analysis is not 

the only Afrocentric research method that takes meanings seriously, but it is an 

Afrocentric method that is both powerful and unobtrusive. As an Afrocentric research 

technique, content analysis makes sense of what is mediated between people- textual 

matter, symbols, messages, information, mass-media content, and technology-supported 

social interactions-without perturbing or affecting those who handle that textual manner 

(Krippendorff, 2004).  

As an Afrocentric research technique, content analysis was used for this study 

because it required a close reading of relatively small amounts of textual matter and it 

involved the re-articulation (interpretation) of given texts into new (analytical, 

deconstructive, emancipatory, or critical) narrative that are accepted within scholarly 

communities that are sometimes opposed to positivist traditions of inquiry (Krippendorff, 

2004). I viewed the data obtained as representations not physical events; observing 

images, posts and expressions that were created to be seen, read, interpreted, and acted on 

for their meanings commonly referred to as emojis. The content I observe is not the entire 

issue. The issue is what can be legitimately inferred from available texts, messages, post, 

and comments associated to the pictures and memes posted on the public profiles of those 

who are phenotypically of African descent. Due to time, I concentrated on an aspect of 
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the issue using only a small sample and only observing the images associated to those 

that were selected in that sample. The purpose of using this method is to identify key 

Themes and patterns associated to the agency-reducing identity words: Nigga, Bitch, 

Savage and Trap Queen as they are presented through various handles and hashtags on 

the social networking platform Instagram.  

There are both strengths and limitations in using content analysis as an 

Afrocentric research technique. The strengths in using content analysis for this study is 

that it is a useful tool for analyzing and interpreting messages in communication, it is an 

inexpensive and accessible researching tool, it allows myself as the analyst to examine 

large volumes of data as well as I can study social life without interfering in it 

(Krippendorff, 2004). There are several limitations in using content analysis for this 

study. I, as the analyst, must take many factors in to consideration to maintain objectivity 

when obtaining the data. 

Why I Am Using Social Media as My Data Source? 

 

I am using social media as my data source because social media has become an 

integral part of life online with the proliferation of social websites and applications.  

There are both positive and negative consequences when utilizing social media as a 

means for communication and interaction since it is a medium designed by people for 

people to use as they would like, however they would like, in which they see fit.  It is a 

space that can provide African people with language, location, victorious consciousness, 

centeredness, situatedness, and agency.   
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The Negative Impact That Social Media Has Had on The African Rhetorical 

and Communal Experience 

Social media is a medium that provides a contemporary direction for rhetoric 

however it does not provide a positive direction or impact on the African rhetorical and 

communal experience.   As discussed, prior, the Continental and Diasporic African 

rhetorical experience is grounded in orature and language is the key instrument in 

conveying complex ideas and transmitting the values of society.  Language is the 

expression of African culture and values; it is the result of  Continental and Diasporic 

African people being the product of an oral tradition that they naturally attach music, 

poetry, folklore, spirituality and other verbal art forms to language because they are all 

styles of creating, re-creating, maintaining and sustaining African culture (Jackson II & 

Richardson 2003, 35).  Richard Wright states ñLanguage is constructed socially, and its 

group-defining forms and functions emerge out of the contexts, contingencies, and 

communities that constitute it and which, in turn, are constituted by it (Jackson II & 

Richardson 2003, 86).ò This is relevant when looking at not only the negative effects that 

social media but also reality television and hip hop has had on African rhetoric both 

continent and the Diaspora.  Language is becoming constructed less socially and 

communally but more based on observation, popularity and stereotypes.   

 Social media is not a positive form of language or even contemporary direction 

for the African oral tradition even though it is often presented that way.  Social media 

provides a medium for people to connect, communicate and meet however, it is not a 

medium that provides liberation through language.  As Molefi Asante states ñ To 

stimulate oneôs fellow to cooperative action through the use of rhetoric is no lean task; it 
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requires skill, knowledge of human nature, and the necessary physical organs to utter 

soundsò (Asante 1998, 74) Social media whether it is Instagram or other platforms such 

as Facebook, Snapchat or Twitter are breeding grounds for mental manipulators, they 

with the aid of internet engineers create algorithms to keep people interested and 

enthralled in their lives, however  they are not skilled oratures or storytellers.  They do 

not run risk that Asante speaks of, because the participants of social media are not 

rhetors, that risk having his or her messages lost. They are less invested in having any 

particular message received by any particular person or communal group, their act of 

sending messages are purely selfish to one get something off their chest or share 

something they want to share for various personal purposes or reason and two to attract 

people to like or follow them not caring is the people agree or disagree with what they 

share but rather that fact that someone notices them to like or disagree with something 

they have to say or show.  Social media is not a modern form of oral art or a new 

direction for the oral tradition because the participants of  social media messages and the 

messengerôs motivations, in terms of its or their intent, does not reflect the values or best 

interest of the community over all (Jackson II & Richardson 2003, 35).    

Social media relies on its participants whether an influencer, manipulator, 

member or follower to engage or tap into their need to feel needed, their want to feel 

wanted and their desire to feel desired.  These participants are seeking a void to be filled, 

to feel enough to someone, to feel recognized, noticed and essentially liked.  These 

participants seek conformity, normalcy and popularity while trying to appear different, 

original and unique. Social media is not a communal space, it is a social and public 

forum, hence not a conducive platform for African rhetoric as a personal, mental, social, 
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spiritual or emotional liberation tool for African people.  This medium lack call and 

response a key component in Continental and African rhetoric, yes people can respond, 

comment, like a post, image, meme or message, however it is not call and response it is 

just a response.  The participant cannot hear the response, resonate with the response, and 

at times completely understand what response they receive means.  Call and response has 

not evolved into emojis and thumbs up, they do not have a communal tone and do not 

invoke the power of Nommo.  Social media fails as a positive African rhetorical platform 

because due to: the internet, technology engineers, propaganda specialist, sponsors, 

capitalists, paid influencers, mental manipulators and technological algorithms it serves 

as just another medium to marginalize  groups that are already marginalized and the 

conversations within those groups i.e. African women and their hair, African women and 

their skin color, African women and their beauty and African people and their bodies. 

Social media manipulates the art of rhetoric and for African people it is proves unhealthy 

mentally, emotionally and communally due to the mediums ability to trigger the: greed, 

narcissism, envy, and false perception of happiness that lies within people.  

How Am Examining and Identifying Location and Dislocation Through an Instagram 

Post 
 

The data observed and collected for this Afrocentric study will be analyzed using 

the method of location; using Molefi Kete Asante essay ñLocating a Text: Implications of 

Afrocentric theoryò as a tool of analysis to dissect and understand the data recovered in 

the study. Instagram is the tool in which data will be observed. It is the users handles, 

posts and pictures that will be dissected using the concept of location. The elements used 

to locate the text of this study i.e. the associated posts, pictures, archetypes and handles 

are language, attitude, and direction might be used alone or in combination (Asante, 
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2003, 239). 

In locating the data, i.e. the handles, posts, pictures, and archetypes depicted on 

Instagram, the language and direction are important to recognize. The attitude of the user 

is crucial to acknowledge. Attitude refers to a predisposition to respond in a characteristic 

manner to some situation, value, idea, object, person, or group of persons (Asante 2003, 

239). In pursuit of the precise location of the user one can determine from the userôs 

characteristics or persistent response to certain things where the user is located (Asante 

2003, 239). Instagram is a place where users are deeply committed to the principle of 

expression; one cannot express oneôs self without leaving some insignia (Asante 2003, 

239). 

Once indicating the attitude of the user; situating the data, i.e. the handles, posts 

and pictures as dislocated becomes fundamentality a reality. It is with certain symbolic 

boundaries and iconic signposts, in this instance agency-reducing identity words offered 

from within the data, to present whether the user is in fact dislocated and how in which 

they are dislocated (Asante 2003, 240). states ñA word should be written about the nature 

of the creative production derived from authors engaged in the communicative process 

with readers.ò This applies to the analysis of the pictorial social media platform 

Instagram in which a word is written, a picture is posted and is signified to said post of a 

writer to express the creativity of the composer or user of the said account, and engage a 

communicative process and response to the user account either from viewers or followers 

(Asante 2003, 240). 
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How I Am Analyzing: The Pictures and Memes 
 

 As an Afrocentric content analyst, I analyzed each agency-reducing identity word 

as presented on the social networking platform Instagram in the various ways they were 

displayed and posted. I used Instagram, the predominately pictorial social media network, 

to analyze the pictures posted on the public profiles of those that appeared phenotypically 

of African descent. In looking at each picture, I noted and dissected all the handles that 

associated, included, incorporated or had any of the agency-reducing identity words in 

them. I observed if any historically culturally oppressive or racially charged archetypes 

were being mimicked, mocked, portrayed or represented through any of the pictures and 

memes posted as they associated to each agency-reducing identity word. I looked for 

patterns in the pictures or memes as they related or associated to each of the agency-

reducing identity word. A limitation of using the social networking platform, Instagram 

was not knowing who these people really were and only knowing them based on what 

they presented on their profiles; as well as not knowing the intent or background behind 

the images. I do not know who their followers are or the other users of Instagram that like 

or comment of their pictures posted; thus I do not know if there are personal bias attached 

to why they posted what they posted or like or commented on a specific post. In using 

Instagram as a research resource, I did not assume these users had in real life 

relationships due to the anonymous nature of their usernames, their photos and lack of 

contacting people through "traditional" methods like a telephone. With that in 

consideration, I just took my findings at face value.  
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CHAPTER 4 

 RESULTS 

ñWe learn to wear our names within all the noise and confusion in which we find 

ourselves. They must become our masks and our shields and the containers of all those 

values and traditions which we learn and/or imagine as being the meaning of our familial 

past.ò  

          -Ralph Ellison 

Background of Agency-Reducing Identity Words and Results 

 

Four major ARIW were observed in this study based on my data analysis: 

ñNiggaò, ñBad Bitchò, ñSavageò and ñTrap Queenò. In keeping with Tillotson's concept 

of Agency Reduction Formation, these categories appear in the data although they are not 

indicated by external forces. They are internally contrived in language and rhetoric of the 

respondents themselves.  

Nigga 

Definition of the Word 

 

The ARIW ñNiggaò proves to be extremely complex. A ñNiggaò is a slang noun 

and it is associated to the plural reference of the same word being ñNiggasò or ñNiggazò. 

It is defined as an invasive, disparaging, offensive and belligerent term; and recognized 

as a respelling of the term ñNiggerò.  However, when spoken by African people to refer 

to themselves, another African person (usually a friend or homie), and at times inanimate 

objects it is received in a neutral or positive way (Nigga, Merriam-Webster.com; Nigga, 

Dictionary.com; Nigga, Urbandictionary.com, 2019).  The term ñNiggaò is rarely used to 

refer to elder family or community members, out of cultural respect.   
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The Use of the Word 

Records indicate that the term ñNiggaò was first spoken in 1848 (Nigga, Merriam-

Webster.com). ñNiggaò originated as a variant of the racial slur nigger, the distinct 

pronunciation and spelling of ñNiggaò was deliberately adopted to distinguish it from 

nigger, especially when the term is used by African people in a neutral sense.  In practice, 

its use and meaning are heavily dependent on context (Kennedy, 2002).  Since the late 

20th century, ñNiggaò has become the preferred term for neutral and positive self-

referential uses, especially by those that celebrate and embrace the culture of hip hop 

(Nigga, Merriam-Webster.com; Nigga, Oxford.com). However, presently, the term 

ñNiggaò is used more liberally among younger members of all races and ethnicities in the 

United States (Cooke, 2007).    

History of the Word 

The history behind the term ñNiggaò, is grounded in the term ñNiggerò which is a 

derogatory term used against African people. The word was originated from the Spanish 

word ñNigerò and ñNegroò meaning Black, which was used to describe African people. 

The meaning of the word ñNiggerò is an ignorant person. By the late 1800ôs, particularly 

during enslavement, the word was used in a deprecating manner against African people.  

The word ñNiggerò has an extensive history but in short it was and continues to be used 

as an insult against African people; the word is extremely offensive and purely intended 

to oppress and express hate to another (Hanson,2017).   

 

 

https://www.huffpost.com/author/chiaku-hanson


130 

 

Controversary 

For many people ñNiggaò is an equally offensive word as the term ñNiggerò, 

which makes the use of ñNiggaò controversial, conflicting, contradicting and at time 

confusing.  The fact that the term ñNiggaò is phonetically close and like the term 

ñNiggerò, ñNiggaò can be strongly racially offensive when used, embrace, celebrated and 

especially spoken by non-African people (Nigga, Oxford.com).  Despite the prevalence 

of the term in Hip Hop, a culture whose millions of fans cover all races and ethnicities, 

the use of ñNiggaò by a person who is not African, regardless of context is considered 

highly offensive (Nigga, Merriam-Webster.com).  There is conflict in opinions on 

whether there is any meaningful difference between the terms ñNiggaò and ñNiggerò as a 

spoken term; and the use of ñNiggaò both in and outside of African communities remains 

controversial (Allen-Taylor, 1998; Alonso, 2003). Author of Bury That Sucka: A 

Scandalous Affair with the N-word, H. Lewis Smith, states that replacing the 'er' with an 

'a' does not change anything other than the pronunciation (Smith, 2007).  Smithsô, 

statement addresses the controversary behind Nominally Re-Appropriating ARIW, and 

how the change in nomenclature does not change the history of the word or the history 

attached to the word; in this case the hate, oppression and white superiority connected to 

the term ñNiggerò.   

 The term ñNiggaò was originally coined to take away the negative connotation 

behind the word ñNigger;ò it was an attempt to reclaim and desensitize ñNiggerò and 

make it a safe word for African people by African people (Julious, 2015). Linguistically, 

the phenomenon of a community taking a word meant as a slur and re-appropriating it as 

a term of endearment is called semantic inversion or semantic looping.  Linguist Andrew 
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T. Jacobs states re-appropriating ñNiggerò to ñNiggaò ñis a strategy for asserting the 

humanity of black people in the face of continuing racism, a strategy that celebrates an 

anti-assimilationist vision of African-American identityò (Sheinin,2014). 

The term ñNiggaò is difficult for some African people to see as a term of 

endearment and not a word of disrespect, regardless if another African person call them 

it, some African people have a hard time thinking and feeling that the term ñNiggaò is 

synonymous with terms such as Brother (Brotha) or Sister (Sistah or Sista) (Middleton, 

2001).While some Africans only consider the term offensive when people of other races 

use it; however with the evolution of language including the term ñNiggaò, other ethnic 

groups have adopted the term as a part of their vernacular, despite the usage of it is 

controversial (Aldridge, 2001; Pierre, 2006; Allen-Taylor, 1998).  Those that are non-

African have ridiculed this concept of African people finding the term ñNiggaò only 

offensive when non-Africans say it and express that it is hypocritical, confusing and ñnot 

fairò (Pierre, 2006).   There are also many African people that whether it is ñthe N-word,ò 

ñNiggaò or ñNiggerò regardless of the definition or pronunciation, remain uncomfortable 

with the rhetoric and the history behind the terms (Julious, 2015). 

 ñNiggaò is not just another word; there are so many contradictions behind this 

word. There is no other word like it in the English language, encompassing both the 

ugliest sort of hate and a communal, if subversive, sense of love and affection, depending 

upon who is saying it and in what context. It can be wielded as a tool of both white 

racism and black empowerment. Its most accomplished practitioners can drop it into 

conversation as a noun, adjective, verb or interjection (Sheinin,2014). Some feel they can 

use it, while others should not be able to use it. Some people do not understand the 
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influence they may have on other cultures by constantly using the word in their presence, 

and especially in music. Some defend the difference of context associated with ñNiggerò 

vs ñNiggaò (Hanson, 2017). At its essence, the word ð in either form ð remains 

inseparable from its basic, historic meaning. Even if you believe the form that ends in 

ñerò and the one that ends in ñaò are two distinct words, the latter will not exist were it 

not for the former. And the former would not exist were it not for the scourge of racism 

(Sheinin, 2014).   

ñNiggaò in Music 

The Hip Hop culture specifically Rap music is the biggest generator of culture in 

human civilization. People want to emulate the things rappers rap about; and want to 

wear the clothes they wear in their music videos (Musoni, 2017). Rap music has and 

continues to have a huge impact on the vernacular of all people not just African people.  

Hip Hop as a culture has embraced, celebrated and vocalized the politics and 

controversies behind the term ñNiggaò.  Rappers do not just say the term ñNiggaò a lot in 

their songs but also have inadvertently given birth to the term over time.  Rap lyrics have 

contributed to the evolution of the term ñNiggaò; it is not just a political and controversial 

term within Ebonics, it has developed into an identity.  Music as a medium and African 

rhetorical source, uses the power of Nommo to generate messages, emotions and 

attitudes.  As of April  16, 2020, 5 musical artists embraced ñNiggaò as either their entire 

or part of their stage name, ñNiggaò was either the entire or  part of a name of 10 musical 

albums of the Hip Hop and Rap genre and ñNiggaò was used 49,035 times in lyrics songs 

associated to the Hip Hop and Rap genre.  The term ñNiggaò has been defined and 

described throughout these Hip Hop and Rap songs; these songs through the power of 

https://www.huffpost.com/author/chiaku-hanson
https://www.huffpost.com/author/malcolmaime-musoni
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Nommo evolved the term ñNiggaò into an archetype, a real physical manifestation of its 

definition. ñNiggaò, as an archetype, has a persona and a personality. To support my data 

further, as well as understand the development of the ñNiggaò through the lyrics of rap 

songs, I utilized the lyrics of 10 popular ñNiggaò focused songs: YG ïñMy Nigga 

(Remix)ò, Nas featuring Mobb Deep- ñLive Nigga Rapò, Bobby Shmurda- ñHot Niggaò, 

Jay-Z and Kanye West- ñNiggas In Parisò, Snoop Dogg featuring C-Murder and Magic- 

ñDown 4 My Niggasò, Jay-Z featuring Amil-ñJigga My Niggaò, Nipsey Hussle- ñRap 

Niggasò, Future featuring Pharrell Williams, Casino and Pusha T- ñMove That Dopeò, 

Gucci Mane- ñDirty Lil Niggaò and Skull Duggery- ñWhere You Fromò (Appendix A).   

What has Influenced, Inspired and Contributed to the Construction of the ñNiggaò 

Archetype 

People 

 The ñNiggaò archetype lives and is supported by Rappers and their lyrics 

however there are other people that contributed to the physical manifestation of what a 

ñNiggaò is.  Chris Rock contributed to construction of the ñNiggaò archetype with his 

most famous and controversial stand-up comedy routines ñNiggas vs. Black People".  

This routine appeared both on his 1996 HBO special Bring the Pain and as track 12 on 

his 1997 album Roll with the News.  The routine is a twelve-minute monologue about 

behaviors that Rock sees among African people. He describes "Niggas" as a cohort 

whose behavior embodies many stereotypes that are detrimental to the image of other 

black people. "Niggas", according to Rock, glorify ignorance, laziness, sneakiness 

thievery and they brag about fulfilling any minor responsibility. Rock says in the routine: 

"When I go to the money machine tonight, alright, I ain't looking over my back for the 
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media, I'm looking for niggas! Shit, Ted Koppel ain't never took shit from me. Niggas 

have, so, you think I have got three guns in my house 'cause the media outside?" This 

routine contributed to the Nigga archetype existing.  Social media and crowdsourcing 

outlets define a Nigga as ñstereotypical black personò (Nigga, Urbandictionary.com). The 

male ñNiggaò version seen and perceived as poor or lower middle class, he lives in the 

hood or section 8 housing and talks like an ñuneducated moronò. His hobbies are eating 

fried chicken, watermelon and drinking Kool aid and malt liquor (Nigga, 

Urbandictionary.com). The male ñNiggaò is perceived as someone always ñtokingò weed. 

The male ñNiggaò carries a gun; he is misogynistic, a playa or a pimp and has lots of 

bitches. He is unemployed and his main source of income is a welfare checks, and he is 

often heard reciting his favorite rap lyrics (Nigga, Urbandictionary.com). The male 

ñNiggaò lives with their mother. He is most likely in a gang; the male ñNiggaò is often 

associated to the term ñThug.ò   

The female ñNiggaò archetype is assumed to look too skinny or super fat, there is 

not a in between unless she is eighteen or younger (Nigga, Urbandictionary.com). She 

wears minimal clothing, has a lot or an exaggerated number of children i.e. seventeen 

children with a lot of baby daddies. She enjoys fighting other female ñNiggasò or ñSlutsò 

and she shares a lot of the same hobbies the male Nigga does; the female ñNiggaò is often 

associated to the term ñHoodratò (Nigga, Urbandictionary.com).   
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ñNiggaò Mentality 

The ñNiggaò mentality is generated toward the female ñNiggaò archetype. It is 

presented when an African woman, fitting the female ñNiggaò physicality, expresses 

thoughts and ideas more assumed or directed to the ñNiggaò ñmaleò mentality rather than 

the typical ñNiggaò ñfemaleò mentality (Nigga Mentality, Urbandictionary.com).  The 

ñNiggaò femalesô ñNiggaò mentality is being blunt, outspoken and she is straight to the 

point when it comes to what's on her mind. The female ñNiggaò plays the same mental 

games male ñNiggasò play when pursuing or being in a relationship, however it is 

expressed she plays mental games better than the male ñNigga.ò  It is expressed that men 

are intimated by women with a ñNiggaò mentality (Nigga Mentality, 

Urbandictionary.com). 

ñNiggaò Synthesis and a ñNiggaò Moment 

The 2005 American adult animated sitcom The Boondocks, created by Aaron 

McGruder, explored and expanded the Nigga archetype, throughout the showsô entire run 

time (Krueger, 2010).  It was a popular medium that gave commentary on American 

politics from an African perspective.  The show used satire and controversial statements 

such as ñJesus was Black, Ronald Reagan was the devil, and the government is lying 

about 9/11ò to tackle and bring awareness to subjects like the American governmentôs 

response to Hurricane Katrina and the Iraq war, for example (Krueger, 2010).   The 

Boondocks gave the Nigga archetype not only a physical appearance but also an 

objective.  The ñNiggaò had a thought process, they developed strategies to accompany 

their actions and they had opinions.  In Season 1, episode 4 ñGranddadôs Fightò 

McGruder introduces and defines ñNiggaò synthesis and a ñNiggaò moment.  These 
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definitions, contributed to the mentality of the Nigga archetype and provided it with more 

of a lifeforce, persona and personality.    

ñNiggaò Synthesis is the perpetual bond between niggas over an appreciation of 

trivial or ignorant things i.e. living in the same apartment complex or projects, having the 

same Air Jordans, wearing the same color, have the same tattoos, wearing the same doo-

rags, ect. This is unlike a bond between friends or family members, which is mutually 

beneficial to all the parties involved (Krueger, 2010; Nigga Synthesis, 

Urbandictionary.com). 

A ñNiggaò moment is the opposite of ñNiggaò synthesis.  A ñNiggaò moment is 

when ignorance overwhelms the logic of an otherwise rational African person.  The 

African person is usually overwhelmed by something that can appear trivial from a 

distance, like when another African person steps on your fresh new white sneaker or in 

some cases when another African person hits their car but it is the ignorance of the 

African person that stepped on the shoes or hit the car that triggers the ñNiggaò moment.   

McGruder, uses satire in his definition, stating that ñNiggaò moments are the third 

biggest killer in the African community, behind pork chops and F.E.M.A. However, he 

expresses that ñNiggaò moments always lead to ñbeefing, shooting, fighting and in most 

cases death or one or both parties involved.  McGruder states that when a ñNiggaò 

moment collides with ñNiggaò synthesis, the result will always be a ñComplete Fucking 

Disasterò (Krueger, 2010; Nigga Moment, Urbandictionary,com).   
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ñNiggaò Clothes 

The ñNiggaò archetype is described in both lyrics and crowdsourcing sites that 

their typical attire are overpriced branded named clothing; worn for no reason other than 

to be seen in them or to obtain, represent or perpetrate some sort of social status (either 

that they wish, will, do or do not actually have.  Popular ñNiggaò clothing brands are: 

Fendi, Hermes, Gucci, Salvatore Ferragamo, Dereon, Ecko, Enyce, DKNY, G-Unit, 

Mark Ecko, Phat Farm, Rocawear, Sean John, Vokal, Pastry, Fubu, Blac Label, Tommy 

Hilfiger, Reebok, Huaraches, Nike, New Balances, Puma, Adidas and Timberland (Nigga 

Clothes, Urbandictionary.com).  

ñNiggaò Movie 

As indicated above, mass media, social media, hip hop, and television have all 

contributed to the birth and current lifespan of the ñNiggaò archetype however ñNigga 

Moviesò have aided in the construction and consistent visual of what a ñNiggaò is.  

ñNiggaò movies are usually comedies or dramas that pulls out all the stereotypes of 

African urban culture. ñNiggaò movies present a double edge sword; for the African 

community, these types of movies are enjoyable or iconic, either being something they 

can relate to or laugh it due to them being parodies or laced in satire (Nigga Movie, 

Urban Dictionary).  However, they are also a racist or bigot's dream because they get to 

see all their prejudices played out as they would expect them. ñNiggaò movies depict and 

portray various stereotypes that are attached to the African community such as the: 

ñNigga,ò ñPlaya,ò ñPimp,ò ñCriminal or Ex-Convict,ò ñ(Aspiring) Rapperò or ñDrug 

Dealerò to name a few; the films tend to be full of clich®s, violence, guns, sex, drug and 

money (Nigga Movie, Urbandictionary.com).  Popular ñNiggaò movies are: The Hughes 
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Brothers Menace II Society (1993), F. Gary Gray Straight Outta Compton (2015), Craig 

Brewer Hustle & Flow (2005) Paris Barclay Donôt Be A Menace to South Central while 

drinking your Juice in the Hood (1996), John Singleton Boyz N the Hood (1991), F. Gary 

Gary Friday (1995), John Singleton Baby Boy (2001), Ernest Dickerson Juice (1992), 

Tamra Davis CB4 (1993) and Mario Van Peebles New Jack City (1991).  

Nigga: The Data 

In this section I examine several aspects of the data I collected based on the 

identification of (1) usage, (2) Themes, and (3) types. Consequently, I integrated the 

discussion around these concepts.   

There was a sample size of 10 males that were phenotypically recognized and 

identified as of African descent that are identified themselves by naming themselves 

ñNigga. i.e. they had the term ñNiggaò in their Instagram handle or bio. Of the 10 males, 

5 images were randomly selected from their timeline, making sure to select from different 

times of their timeline.  

The first objective was to assess ñWhat the óNiggaô feels is important by visually 

displaying or pictorially showcasing and/ or highlighting.  I discovered 8 dimensions 

visually displayed/pictorially showcasing in the data: Family, Friends, Alcohol, Get 

Together/Going out, Children, Mothers, Fathers, and Girlfriends. From the total 50 

pictures: 17 Highlighted Friends; 18 Highlighted Family; 11 Highlighted Alcohol; 8 

Highlight Get Together/Going Out; 5 Highlighted Children; 1 Highlighted Mother; 1 

Highlighted Father; and 1 Highlighted Girlfriend important to visually display on their 

Instagram (See Appendix B). 

The second objective was to access ñóNiggaô themes or commonalitiesò when 
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looking at the entire ñNiggaò sample size. In my research there were 51 dimensions that 

the ñNiggaò sample size had as Themes in the data: Family, Alcohol (Mix Drinks, 

Coronas, Hennessey Cognac, New Amsterdam Vodka Pineapple, Moet, Belaire Rose, 

Patron and DUSSE), Togetherness, Beach, Gun, Closeness, Friends/Friendship, Jewelry, 

Memories, Happiness, Smoking (Hookah and Marijuana), Having Money, Get Together/ 

Going Out, Restaurants, Drinking, Eating, Food, Love, Playfulness, Romance, 

Partnership, Fitted Cap, Streetwear, Watch, Cars,  Support, Death, Violence, Grief, 

Sorrow, Sadness, Army Fatigue, Candy (Starburst, Twix, Hershey, Snickers, Juice 

Monster, and Gushers), iPhone, iPad, Flexing Muscles, Strength, Children, Mothers, 

Bedrooms, Halfway house, Gas Station, Parking Lot, Pools, Motorcycle (Yellow, Black 

and Red), Traveling, Music Studio, Music, Entertainer, Affection, and Shopping. From 

the 50 pictures: 22 had Friends/ Friendship as a Theme; 22 had Family as a Theme; 20 

had Togetherness as a Theme; 17 had Cars as a Theme; 16 had Love as a Theme; 15 had 

Streetwear as a Theme; 15 had Jewelry as a Theme; 12 had Fitted Caps as a Theme; 12 

had Drinking as a Theme; 17 had Children as a Theme; 18 had Smoking as a Theme; 11 

had Get Together/Going Out  as a Theme; 6 had Support as a Theme; 14 had Alcohol as a 

Theme; 4 had in or at a Gas Station as a Theme; 4 had a Parking Lot as a Theme; 4 had 

Closeness as a Theme; 7 had Having Money as a Theme; 3 had Memories as a Theme; 3 

had watches as a Theme; 2 had a Restaurant as a Theme; 2 had Eating as a Theme; 2 had 

Affection as a Theme; 1 had the Beach as a Theme; 1 had a Gun as a Theme; 1 had 

Happiness as a Theme;  1 had Food as a Theme; 1 had Playfulness as a Theme; 1 had 

Romance as a Theme; 1 had Partnership as a Theme;  1 had Death as a Theme; 1 had 

Violence as a Theme; 1 had Grief as a Theme; 1 had Sorrow as a Theme; 1 had Sadness 
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as a Theme; 1 had Army Fatigue as a Theme; 1 had Candy as a Theme; 1 had iPhone as a 

Theme; 1 had iPad as a Theme; 1 had Flexing Muscles as a Theme; 1 had Strength as a 

Theme; 1 had Mother as a Theme; 1 had Bedroom as a Theme; 1 had a Halfway Houses 

as a Theme; 1 had a pool as a Theme; 1 had Motorcycle (yellow, black and red) as a 

Theme; 1 had Traveling as a Theme; 1 had a Music Studio as a Theme; 1 had Music as a 

Theme; 1 had an Entertainer as a Theme; and 1 had Shopping as a Theme (See Appendix 

B).  

 The third objective was to access ñCommon óNiggaô visuals represented in the 

picturesò when looking at the entire ñNiggaò sample size. The research revealed there 

were 14 dimensions that were ñCommon óNiggaô visuals represented in their picturesò 

when looking at the entire ñNiggaò sample size: Plastic Cups( Red Hefty, Clear, Grey, 

and Red Solo), Affection (Having their arms around anotherôs shoulder and Kissing), 

Hand Signs (Thumbs up, Middle Finger,2 fingers (left), 4 fingers (left),  Pinky and index 

fingers up,  Peace sign,  Sideways peace sign, L-sign, Alcohol (Armand De Brignac 

(Gold Brut) Gold Ace of Spades, Belaire Rose, Patron, Coronas, Champagne, Moet, New 

Amsterdam Vodka Pineapple, DUSSE, Hennessey Cognac, Jungle Juice (alcohol 

beverage with fruit Watermelon and Pineapples), Streetwear, Hot Sauce, Paper towels, 

Toaster, Microwave, Cars, Money, Blunts, and Music Studio. From the 50 pictures: 31 

displayed the Common Visual of Hand Signs; 12 displayed the Common Visual of Cars; 

10 displayed the Common Visual of Streetwear; 17 displayed the Common Visual of 

Alcohol; 4 displayed the Common Visual of Money; 4 displayed the Common Visual of 

Blunts; 5 displayed the Common Visual of  Plastic Cups; 3 displayed the Common Visual 

of Affection;  1 displayed the Common Visual of Hot Sauce; 1 displayed the Common 
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Visual of Paper Towels; 1 displayed the Common Visual of Toaster; 1 displayed the 

Common Visual of Microwave;  and 1 displayed the Common Visual of a Music Studio 

(See Appendix B).  

 The fourth objective was to access ñThe types/style of pictures óNiggasô took,ò 

outside of the default full portrait style. In this study there were 3 dimensions that were 

ñThe type/style of pictures óNiggasô tookò: Selfies, Pictures using the Black and White 

Filter, and Pictures using the Split Screen. From the 50 pictures: 4 utilized the Black and 

White Filter; 2 utilized the Selfie style; and 1 utilized the Split Screen feature (See 

Appendix B).  

Bad Bitch 

Definition of the Word 

 

The ARIW ñBad Bitchò proves to be complex similar to the ARIW ñNiggaò.  It is 

a slang noun and it is associated to the plural reference of the same word being ñBad 

Bitchesò or ñBad Bitchezò. The ñBad Bitchò is also referred to as ñthe Baddest Bitchò, 

ñBad Bihò, ñBad Bixò, ñBaddie,ò, ñBoss Bitchò, ñBad B-I-T-C-Hò, and the recent 

evolution is the ñInstagram or IG Baddieò.  ñBad Bitchò is recognized  as a reclamation 

of word ñbitch;ò  however when spoken by African people to refer to themselves or 

another African person (usually a woman) it is received in either a positive way or a 

negative way (Bad Bitch, Urbandictionary.com)  The term ñBad Bitchò is mostly used 

within the African community by both men and women, however the term is usually 

referring to or addressing a phenotypical woman.  The term, ñBad Bitchò is rarely and 

most often frowned upon if used to refer to a child or elder family or community 

member, out of cultural respect (Bad Bitch, Urbandictionary.com.)  
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The Use of the Word 

In Baad Bitches" and Sassy Supermamas: Black Power Action Films, the term 

"Baad Bitches," according to Stephane Dunn,  was introduced during the Blaxploitation 

era of film to explore the sexploitation of African female actors in the 1970s, as well as 

those women representing the contemporary dominant culture (Dunn, 2008; 

Hamptoninstitution,org.) The "Baad Bitch" presented in this era of films suggests an 

African woman from working-class roots who goes beyond the boundaries of gender in a 

patriarchal domain and plays the game successfully as the boys by being in charge of her 

own sexual representation and manipulating it for celebrity and material gain" 

(Hamptoninstitution.org).  

The term ñBad Bitchò was re-introduced, phonetically different, in 1999 with the 

release of Rap artist Trinaôs album Da Baddest Bitch. ñBad Bitchò is an attempt of 

reclamation of the term Bitch, when spoken the term ñBad Bitch,ò is popularly projected 

and received as a representation of empowerment and a celebration of strength (Pardes, 

2014.) This can also be seen throughout multiple different songs from Rihanna's song 

entitled "Bad Bitch" featuring Beyoncé which reiterates the line "I'm a bad bitch" 

multiple times. Nicki Minaj is another female rap icon who uses the term in her song 

"Starships" where she says, ñbad bitches like me is hard to come byò (Pardes, 2014.)   

   A ñBad Bitchò is physically described as an African woman who is ñfine,ò ña 

dime piece,ò ñirresistible,ò and has an amazingly attractive body. However, a ñBad 

Bitchò is more than her appearance, a beautiful African woman can be a ñBad Bitchò but 

not all ñBad Bitchesò are beautiful African women (Bad Bitch, Urbandictionary.com.)  

One can either call, refer or recognize an African woman as a ñBad Bitchò or an African 
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woman can self-appoint, self-award, or personally identify herself as a ñBad Bitchò based 

on their personality. In those cases, a ñBad Bitchò is defined as: confident, independent, 

determined, classy, amusing, inspiring, fun-loving, loyal, focused, blunt, respectful, hard-

working, loving and mentally gifted.  Bad Bitch has also been associated to other slang 

terms such as a: ñ Boss,ò ñBad Assò ñGo Getta,ò ñSolid Chick (one who is both street and 

book smart),ò and  ñtake-no-shit-from-nobodyò woman (Bad Bitch, 

Urbandictionary.com.) Popular culture has inspired women to redefine the word ñBad 

Bitchò as a euphemism for "Strong black woman" (Dazed, 2019). 

History of the Word 

According to the Merriam-Webster dictionary, the definition of ñBitchò is a 

female dog. Bitch is also defined as a malicious, spiteful or overbearing woman and has 

been used as a generalized term of abuse and disparagement for a woman. A ñBitchò is a 

complaint, something that is extremely difficult, objectionable or unpleasant (Bitch, 

Merriam-Webster).  The term ñDog" has long been used as an insult toward woman, 

dating back to Ancient Greece, to refer to someone whose behavior was improper, 

submissive, subordinate or transgressive. This could include shamelessness, lack of 

restraint, lack of hospitality, lack of loyalty, and indiscriminate or excessive violence, 

among other qualities (Hughes, 2006). The term ñBitchò has an extensive history but in 

short it was and continues to be used as an insult against women; the word is offensive 

and intended to oppress and subjugate women.   
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Controversary 

If society has conditioned women to be submissive and put other peopleôs needs 

above their own; then women are likely to experience a backlash when they fail to live up 

to this expectation. When spoke the term ñBitchò has been used as a form of the backlash. 

ñBitchò was and remains to be a term typically placed upon women whenever they speak 

up about their opinions and prioritize their own needs, especially when disagreeing or 

contradicting men (Verdonschot, 2019). Women were and remain to be called bitches 

whenever they break the habit of people pleasing. It remains to be an effective way to 

make women feel bad about not living up to the expectation of/for them to be 

accommodating to other people (especially men) and not to disturb the peace. Women are 

and have been conditioned to want to live up to societal expectations placed upon them, 

being called a ñBitchò has been a term to deliver a negative experience for women. Being 

called a ñBitchò has been and remains a punishment and a crucial part to societyôs 

conditioning of women (Verdonschot, 2019).  

 The term ñBitchò has been defined as vulgar and oppressive however the term 

became controversial when women and allies to women began to re-appropriate. Re-

appropriation is when suppressed groups reclaim words that were formerly used to 

suppress and humiliate them and give them a new positive meanings with the intent to 

take away the power of the insult, and thereby the power of the suppressor (Verdonschot, 

2019). When women are aware of societies effort to condition them to conform to gender 

roles, the mechanisms to do so lose their effectiveness. In this process, insults lose their 

value and come to mean something totally different. The word óbitchô, for examples, 

comes to mean óa woman who expresses her opinion and prioritizes her own needs, and 
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who does not look at others for validationô (Verdonschot, 2019). The reclamation term 

ñBitchò represents a woman that does not take shit from anyone. Society may not like 

her, but they cannot ignore her. A ñBitchò has a loud voice and often use it. A ñBitchò is 

not pretty; they seek their identity strictly threw themselves and what they do. They are 

subjects, not objects and often dominate other people when roles are not available to 

them which more creatively sublimate their energies and utilize their capabilities. A 

ñBitchò is often accused of being domineering when doing what would be considered 

natural by a man (Verdonschot, 2019).  

The reclaiming of the word ñBitchò with the term ñBad Bitchò has been a more 

controversial and conflicting conversation since the late 90s. Re- appropriation has the 

power to change insults such as the word the term ñBitchò into a compliment much like 

that of ñBad Bitch;ò to represent sign of grow, progress and a symbol that society is on 

the right path toward not only gender but also racial and sexual equity and equality 

(Gregoire, 2017).  ñBad Bitchò is a linguistic appropriation attempt to drain words and 

actions of their negative power.  However, re -appropriation does carry a risk of 

misunderstanding and confusion especially in the case of loaded terms, or words still 

commonly used in a demeaning manner. 

The fact that the term ñBad Bitch,ò has only the term Bad to differentiate it from 

the pejorative term Bitch, there are many that do not support the reclamation of the word 

and feel that it overlooks the oppressive history entrenched in the term Bitch and creates 

a problematic discourse surrounding gender relationships (Bad Bitch, 

Urbandictionary.com).  Those that do not support the reclamation of ñBitchò or the 

celebration of the term ñBad Bitchò have expressed that in doing so: reinforces sexist 
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stereotypes, becomes  an excuse for African women to project bad attitudes, perpetuates 

comparison among African women, and discredits truly inspiring African women.  The 

people that do not support the reclamation of ñBitchò or the use of ñBad Bitchò voice that 

the terms project insecurity, immaturity and a poor choice of words (Wesley, 2017.)   

Those people refer to the idea of reclamation as a nuanced one; reclamation being 

the concept that a community of oppressed people can take back a word that was 

previously used by those in the position of power (Griggs, 2017.)  As stated prior the 

term ñBitchò has a long history of oppression and abuse attached to it, to reclaim it as 

ñBad Bitchò has it its challenges; a reclaimed word can only maintain empowering if 

always spoken in an empowering way, or the word reverts back to being oppressive and 

hurtful.  Another challenged faced when reclaiming the term, is thoroughly knowing the 

history of the oppressed term and constructing that reclamation in direct opposition of 

how it was originated (Griggs, 2017.) The reclamation of the word ñBitchò, has and will 

not work in the status quo because of its lack of acceptance into everybodyôs vernacular, 

the term has many definitions relies heavily on context, and depends much on who says it 

and to whom it is said to (Griggs, 2017.) 

There are also many that do not agree with the current definition of ñBad Bitchò 

and define a ñBad Bitchò as an African woman with a bad and nasty attitude with a pretty 

face with ñfat lipsò and a ñBadò body with a ñfat ass.ò  They express that she does not 

have a job or an education, she does not have and aspirations she has poor social skills, 

she does not know how to cook, clean and ñis good for nothingò (Bad Bitch, 

Urbandictionary.com) Those that do not support the current definition of ñBad Bitchò 

define a ñBad Bitchò as a scantily clad African woman that is typically found dancing in 
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music videos or a strip club with little to no clothes on.  They express that the term ñBad 

Bitchò does not reflect a lady or a woman that is ñwifeyò material or ñwifeable;ò she is 

always defensive and ready to fight.   These individuals refer to a ñBad Bitchò as a: 

ñChicken head,ò ñHood rat,ò ñGroupie Ho,ò ñGhetto,ò ñTrash Bag,ò and ñGutter hoò 

(Bad Bitch, Urbandictionary.com) 

Aside from the individuals that like, embrace and use the term ñBad Bitchò, and 

those that do not like the term either because they do not support the reclamation of a 

pejorative term or they do not agree with the current definition of term; there is another 

group of individuals predominately African women that support and celebrate ñBad 

Bitchò but use the term and its definition to marginalize other women by referring to 

them and their actions as ñBasic Bitches.ò   The desire that African women must set 

themselves apart from other African women, may have good intent, but in the end be 

problematic.  These women are feeling empowered by the term, but at the same time, 

using that empowerment to disempower and judge their fellow African women. 

ñBad Bitchò in Music 

The Evolution of the Bad Bitch 

The derogatory musical use of ñbitchò was established as a ñtrendò in the mid-

1980s by Duke Bootee and Grandmaster Flashôs ñNew York New Yorkò, and it didnôt 

take long for the word to become aggressive, instilled in popular culture as a signifier of 

feminine inferiority, both when levelled against women (sometimes by women also) and 

occasionally against men as a homophobic slur (Dazed, 2016).  Hip-hop lay claim to the 

word and promoted much of the violence associated with it. Slick Rick employed the 

word in the 1985 song "La Di Da Di," where the "bitch" in the song is a jealous and 
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violent woman. A year later, Ice-T rapped about beating up a "bitch" who talked back to 

him, in "Six in Da Morning." The NWA song "Bitch Iz a Bitch" (1989) defined a bitch as 

a woman who was manipulative, conniving, and money hungry. As the decade folded 

into the 90s, the oppressive use of ñbitchò became the rule, not the exception, from The 

Prodigyôs ñSmack My Bitch Upò (1997) which glorified violence against women, to 

more on-the-nose tracks like Dr. Dre and Snoop Doggôs ñBitches Ainôt Shitò in which he 

states that ñBitches ainôt shit but hoes and tricksò(1992) and Tupacôs ñWonda Why They 

Call U Bitchò (1996) (Dazed, 2016).The word was fraught with violent connotations, and 

the message was clear: Bitches needed to watch their step, because they had it coming for 

them (Pardes, 2014). 

However, at the same time male artists were propagating the idea that ñbitchesò 

had it coming, there was a fresh wave of female artists rejecting its derogatory 

connotations, and successfully attempting to re-appropriate the word; it became 

increasingly necessary for women from MC Lyte to Roxanne Shanté (who even made a 

1992 album entitled The Bitch Is Back) to voice their anger and affirm their defiance 

against such attitudes. Queen Latifah placed emphasis on issues that affected women 

specifically offering a counterbalance to the misogynistic nature of the hip hop scene. By 

voicing issues relating to female well-being, Latifah educated those informed solely by 

gendered hierarchies and furthermore, defied the stereotype of the female rapper that is 

incapable of rhyming competently (Qureshi, 2015).  Queen Latifah took on gender 

equality, and specifically name calling, head on in ñU.N.I.T.Yò (1993), in which she raps, 

ñEverytime I hear a brother call a girl a bitch or a ho/ Trying to make a sister feel low/ 

You know all of that gots to go.ò Queen Latifahôs track was an unequivocal demand, not 
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a plea, for gender equality, and it set the stage for similarly bold women to hold ñbitchò 

hostage. Salt-N-Pepa addressed how people treated them as successful women in ñBig 

Shotò (1993), parodying the way people talk about their accomplishments: ñYou know 

what? I can't stand them Salt-N-Pepa bitches/ They think they're all that cuz they're 

popular in Europe/ Yeah, probably sell-out hookersò (Qureshi, 2015).   

Their refusal to be put down by the language of popular music became a powerful 

trend for female artists in the 90s; despite being a noticeable ñtrendò, it was by no means 

less authentic, there was a serious hostility amongst women that revealed ana 

uncontrollable anger and celebrated the power of solidarity (Padres,2014).. In ñQueen 

Bitchò (1996), Lil Kim declared herself ñA diamond cluster hustler/ Queen bitch, 

supreme bitch,ò a female rapper fully empowered in her craft, self-earned wealth, brazen 

sexuality, and ability to go head-to-head with her male hip hop contemporaries. Trinaôs 

ñBaddest Bitchò (1999) echoed Lil Kimôs sentiment, and redefined the ñbitchò as an 

intelligent, autonomous woman in complete control of her sexuality. With lyrics like ñI 

make him eat it while my period on,ò Trinaôs unapologetic take on female sexuality flips 

the script on the slut shaming generally associated with the word ñbitchò in hip hop, 

making ultimate strength out of presumed weakness (Qureshi, 2015). A "bad bitch," by 

her definition, was smart and powerful andðperhaps most importantðin charge of her 

sexuality. With her hard beats and don't-give-a-fuck attitude, she took the word back 

within the very genre that had corrupted it in the first place (Qureshi, 2015).  Although 

she never used the word "feminism," Trina interlaced many of the aims of the movement 

with her reinvented concept of the "bad bitch." Her lyrics were ahead of their time, with 

declarations like "it pays to be the boss" and "stay ahead of the game / save up and buy a 
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condo." Best of all, Trina loved sex and she loved to rap about it. She would eventually 

release a song called "Nasty Bitch," which described her sexual prowess in graphic detail; 

in "Da Baddest Bitch," she plainly stated, "If I had the chance to be a virgin again / I'd be 

fucking by the time I'm ten." In some ways, we could consider Trina a purist in how she 

defined "bitch," since she preserved the original meaning of the word: a woman who was 

excessively sexual. Except for that Trina outwardly embraced her sexuality, and in doing 

so, she turned the definition of "bitch" on its head (Padres,2014). 

The idea of the ñBad Bitchò has been adopted by rappers of all backgrounds and 

cultures for the purposes of defiance against misogyny. It is not about giving into the 

stereotype of the óBitchô but taking it and shoving it back in the faces of those who 

attempt to subjugate and criticize women. It is about embracing female sexuality, 

freedom and independence (Qureshi, 2015). 

ñBad Bitchò Anthems VS ñBad Bitchò Songs 

ñBad Bitchò anthems are defined as songs written or sung by women; they 

express genuine female feelings.  ñBad Bitchò anthems express female empowerment, 

strength, sexuality, sensuality, and sisterhood comradery; examples of ñBad Bitchò 

anthems are: Britney Spears "Work Bitch," Beyonce "Diva," Missy Elliot "Get Ur Freak 

On,ò Nicki Minaj "Beez In The Trap,ò M.I.A "Bad Girls,ò TLC ñNo Scrubs,ò Mariah 

Carey "Obsessed," Iggy Azalea "Fuck Love," Kesha "Sleazy," Little Mix "Grown," Joan 

Jett and The Blackhearts "Bad Reputation," Lady Gaga ft Beyonce "Telephone," Grimes 

"Kill V. Maim," Salt óN Pepa "None Of Your Business," Keri Hilson "Pretty Girl Rock," 

Chistina Aguilera "Fighter," Lorde "Million Dollar Bills," Natalia Kills "Problem," Neon 

Hitch "Fuck U Betta," Mary J. Blige "Just Fine," Jennifer Lopez "Love Don't Cost A 
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Thing," Christina Aguilera, P!nk, Mya, and Lil Kim ft. Missy Elliot "Lady Marmalade,ò 

Lana del Rey "Off To The Races," Fifth Harmony "Worth It," Marina and the Diamonds 

"How To Be a Heartbreaker," Rihanna "Hard,ò and Destiny's "Independent Women, Pt. 

I" ñBad Bitchò songs are defined as songs written or rapped by men mostly hip hop rap 

(Kopsky, 2019).  ñBad Bitchò songs are misogynistic; they tend to talk about women and 

tell another narrative.  ñBad Bitchò songs are also songs in which women say the term 

ñBitchò or ñBad Bitchò to prove something, to express masculinity or to exert dominance 

over a man, or another woman. (Kopsky,2019).    

As of April  16, 2020, 94 musical artists embraced ñBad Bitchò as either their 

entire or part of their stage name, ñBad Bitchò was either the entire or  part of a name of 

100 musical albums of the Hip Hop and Rap genre and ñBad Bitchò was used 10,034 

times in lyrics songs associated to the Hip Hop and Rap genre.  The term ñBad Bitchò has 

been defined and described throughout these Hip Hop and Rap songs; these songs 

through the power of Nommo evolved the term ñBad Bitchò into an archetype, a real 

physical manifestation of its definition. ñBad Bitchò, as an archetype, has a persona and a 

personality. To support my data further, as well as understand the development of the 

ñBad Bitchò through the lyrics of rap songs, I utilized the lyrics of 10 popular ñBad 

Bitchò focused songs: Trina featuring Trick Daddy- ñDa Baddest Bitchò, Rihanna- ñBad 

Bitchò, Fabolous- ñBad Bitchò, Webbie- ñBad Bitchò, Red Caf® featuring Cardi B- ñShe 

A Bad Oneò, Trina- ñBad Bitch Anthemò, Bebe Rexha featuring Ty Dolla $ign- ñBad 

Bitchò, French Montana featuring Jeremih- ñBad Bitchò, Ying Yang Twins-ñBaddò, and 

Yungeen Ace featuring Blac Youngsta-ñBad Bitch (Remix)ò (Appendix A). 
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What has Influenced, Inspired, and Contributed to the Construction of the ñBad 

Bitchò Archetype 

The Physical Manifestation of a ñBad Bitchò: The ñInstagram Baddieò 

An Instagram Baddie (IG Baddie) is a woman, predominately an African woman, 

who is both a Bad Bitch and Instagram famous for the physical depiction of a ñBad 

Bitchò.  She is famous for being intellectual, classy, beautiful and sexy; she is known for 

being fashion forward, spreading trends, having on point brows, and expressing unspoken 

confidence and. She represents physical perfection. (Instagram Baddie, 

Urbandictionary.com.)  Her style is a mix of classy meets bad ass. An IG Baddie 

wardrobe consists of urban wear, streetwear, athletic wear and designer clothing and 

jewelry. IG Baddies are confident within herself; they have taste, class and are 

perfectionist with everything they do.  A true IG Baddie is desired by many men and 

could have any man she wants; she does not disrespect or hate on other women. 

Unfortunately, an IG Baddie can bring out the worst in other women due to their own 

insecurities and personal jealousies (Instagram Baddie, Urbandictionary.com.)   

She always looks flawless from head to toe: makeup (especially eyebrows), hair, 

clothes, and body. Her life reflects luxury: she goes to the coolest clubs and bars, has a 

dreamy boyfriend, and is on the frequent flyer list. Her lavish lifestyle is funded by 

endorsements and name brand collaborations as well as her high follower count 

(Nayonde,2017). 

IG Baddies always have a good skincare routine and perfect makeup, and their 

eyebrows are always on fleek; they either have their eyebrows microbladed or have 

invested in a good eyebrow kit for maintenance (Marquez, 2020).  Aside from  their 
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eyebrows IG Baddies are known for: extenuating the glow of their skin and cheekbones 

with the use of highlighter, defining their eyes with a  sharp eyeliner, presenting their lips 

fuller with lip liner and lipstick, enhancing their bone structure with a contour kit and 

smoothing their skin with a natural finish foundation.  IG Baddies tend to stick to a 

neutral color palette of nudes, mauves, beiges, browns and plums. Also make sure you 

have got a good skincare regimen to keep your skin smooth and soft to complement your 

perfect makeup (Marquez, 2020).  

The IG Baddie projects perfection and a put together lifestyle; they project fitness 

and having juicy booties, fantastic curves and a toned flat stomach.  Their lifestyle also 

relies on them being both fit and fashionable; an IG Baddie must have cute matching 

workout outfits.  Regarding fashion, Instagram baddies must be up to date on fashion 

trends, specifically the feminine and sexy styles (Nayonde,2017). They gravitate to a lot 

of Bodycon dresses, skinny jeans, crop tops and anything that flaunts their curves. Their 

fashion reflects their makeup color scheme, the neutral color palette (blush pink, camel, 

white, black, grey) unless there are specific colors that are seasonally trending.  The IG 

Baddie never forgets their designer bags and shoes (Nayonde,2017)! 

The IG Baddie specializes in taking amazing photographs, especially of herself; to 

remain IG famous they must take the best photos to get the most followers on Instagram. 

They need to have high-quality photos, feminine poses, and a killer pout (Nayonde,2017). 

They most likely have a professional camera for photoshoots, and an iPhone for on-the-

go photos. Any Instagram Baddie photo will exude confidence, and only post themselves 

in flattering poses that accentuate their curves. And it is all about the pout! Popular poses 

are the booty tooch (when one arches their back), the squat at an angle to pop their booty, 
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and the selfie either at an upward angle or touching the face (Marquez, 2020).   

ñBad Bitchò Energy 

ñBad Bitchò Energy is a phrase to refer to the confidence an African woman that 

defines herself or has been recognized by others as a ñBad Bitchò has (Bad Bitch Energy, 

Urbandictionary.com).  ñBad Bitch Energyò is physical, mental, spiritual, and personal 

confidence; in which one could leave their house wearing anything and still obtain an 

audience.  The ñBad Bitch Energyò expresses to someone that ñYou are that Bad Bitchò 

(Bad Bitch Energy, Urbandictionary.com). 

ñBad Bitchò Mentality 

A ñBad Bitchò Mentality is having the mindset that one can do anything and 

everything if  they put their mind to it.  The foundation of a ñBad Bitchò Mentality is 

resilience, perseverance and determination.  It is the motivation to say, ñYes I can, watch 

me!ò when someone says ñNo, you canôt!ò (Bad Bitch Mentality, Urbandictionary.com). 

To have a ñBad bitchò Mentality is considered a positive trait; African women with a 

ñBad Bitchò Mentality are defined as powerhouse women.  African women with the ñBad 

Bitchò Mentality, are considered forces not to be reckoned with, they will go farther, 

stronger and harder than anyone they will encounter.  It is expressed that African women 

with a ñBad Bitchò Mentality never give up thus why they successful (Bad Bitch 

Mentality, Urbandictionary.com). 
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Bad Bitch: The Data 

There was a sample size of 10 females that were phenotypically recognized and 

identified as of African descent that are identifying themselves by naming themselves 

ñBad Bitchò by having ñBad Bitchò in their Instagram handle or bio; of the 10 females 5 

pics were randomly selected from their timeline, making sure to select from different 

times of their timeline.  

The first objective was to assess ñWhat the óBad Bitchô feels is important by 

visually displaying or pictorially showcasing and/ or highlighting. In this research there 

were 7 dimensions visually displayed/pictorially showcasing in the data: Herself, Mother, 

Children, Friendships, Family, Money, and Guns. From the 50 pictures: 30 Highlighted 

Herself; 13 Highlighted Friendship; 15 Highlighted Family; 6 Highlighted Mothers; 7 

Highlighted Children; 2 Highlighted Money; and 1 Highlighted Guns of being important 

to visually display on their Instagram (See Appendix B). 

The second objective was to access ñóBad Bitchô Themesò when looking at the 

entire ñBad Bitchò sample size. In this research there were 46 dimensions that the ñBad 

Bitchò sample size had as Themes in the data: Ohio state, Bed, Costumes, Dressing Room 

in clothing store, Corner, Bench, Beach, Leather sofa, Car, Drinking (alcohol),  Smoking 

(Hookah, Marijuana, Love, Family, Friends (Coworkers), Tools, Mother, Children, 

Silliness, Backless, Cleavage, Copying Each other, Posing, Family Pic, Group pics, 

Pregnancy, Husband, Father, Wireless Headphone, Hardware store, Weave/wig, 

Affection, Celebration, Dancing, Get Together/Going Out, Palm Trees, Togetherness, 

Crop top, Midriff, Outside, Bathroom, Bedroom, Living Room, Gas Station, Pool, and 

Hotel Lobby. From the 50 pictures: 50 had Posing as a Theme; 49 had wearing Weave 
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and Wigs as a Theme; 26 had showing Midriff as Themes; 24 had wearing Crop Tops as 

Themes; 18 had Togetherness as a Theme; 17 had being Outside as a Theme; 36 had 

having a Get Together/Going Out as a Theme; 16 had showing Cleavage as a Theme; 15 

had displaying or expressing Love as a Theme; 15 had Friends as a Theme; 14 had 

Family as a Theme; 12 had displaying or expressing Affection as a Theme; 10 had 

attending a Celebration as a Theme; 9 had displaying Family Pics as a Theme; 9 had 

displaying Group Pics as a Theme; 7 had Drinking (alcohol) as a Theme; 7 had being in 

Bathrooms as a Theme; 7 had Mother as a Theme;  12 had Children as a Theme; 5 had 

being Silly as a Theme; 4 had being in a Living Room as a Theme; 4 had Cars as a 

Theme; 3 had Copying each other as a Theme; 3 had being in a Bedroom as a Theme;  7 

had Smoking as a Theme;  2 had Dancing as a Theme; 2 had being in a Corner as a 

Theme; 1 had being on a Bench as a Theme; 1 had being the Beach as a Theme; 1 had 

working at a Hardware store as a Theme; 1 had representing Ohio State University as a 

Theme; 1 had a Bed as a Theme; 1 had wearing a Costume as a Theme; 1 had being in 

Dressing Rooms in a Clothing Store as a Theme; 1 had Palm Trees as a Theme; 1 had 

being at a Gas Station as a Theme; 1 had being at a Pool as a Theme; 1 had being on a 

Leather Sofa as a Theme; 1 had Coworkers as a Theme; 1 had Tools as a Theme; 1 had 

wearing Something Backless (wear) as a Theme; 1 had Pregnancy as a Theme; 1 had 

Wireless Headphones as a Theme; and 1 had being in a Hotel Lobby as a Theme (See 

Appendix B).  

The third objective was to access ñCommon óBad Bitchô visuals represented in the 

picturesò when looking at the entire ñBad Bitchò sample size. In my research there were 

14 dimensions that were ñCommon óBad Bitchô visuals represented in their picturesò 
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when looking at the entire ñBad Bitchò sample size: Peace signs, Kiss faces, Arm crossed 

(left arm across their chest toward their right), Vacation, Winking, Tongue Out, iPhone, 

Looking Back At The Camera, Looking Away From Camera, Butt Pose, Right Index 

Finger Pressed Against Lips, Touching Vaginal Area, and Middle Finger. From the 50 

pictures: 6 displayed the Common Visual of Butt poses; 4 displayed the Common Visual 

of sticking Tongue out;  3 displayed the Common Visual of an iPhone; 3 displayed the 

Common Visual of touching Vaginal area; 4 displayed the Common Visual of Kiss faces; 

2 displayed the Common Visual of Winking; 1 displayed the Common Visual of Peace 

signs; 1 displayed the Common Visual of Duck faces; 1 displayed the Common Visual of 

Arms crossed (left arm across their chest toward their right); 1 displayed the Common 

Visual of Vacation; 1 displayed the Common Visual of Looking back at the camera; 1 

displayed the Common Visual of Looking away from camera; 1 displayed the Common 

Visual of the Right index finger pressed up against lips; and 1 displayed the Common 

Visual of the Middle finger (See Appendix B).  

The fourth objective was to access ñThe types/style of pictures óBad Bitchô took,ò 

outside of the default full portrait style. In my research there were 6 dimensions that were 

ñThe type/style of pictures óBad Bitchô took: Selfies, Pictures in the Mirror, used a Phone 

Filter: Collage, Sparkly, Black and White, and were in a Professional Photo Shoot. From 

the 50 pictures: 18 utilized the Selfie style; 7 utilized Taking pictures in the mirror; 8 

utilized a Phone filter; and 1 had a Professional photo shoot (See Appendix B).  
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Savage 

Definition of the Word 

The ARIW ñSavageò proves to share many of the complexities of ñNiggaò and 

ñBad Bitch.ò  A ñSavageò is both a slang noun and adjective; someone can be a savage, 

and someone can be savage. The associated plural reference is of the same word being 

ñsavages.ò  ñSavageò illustrates an ill-tempered, furious, sadistic, bloodthirsty, heartless, 

callous, wild, brutal, fierce, untamed, uncivilized uncultivated, primitive, crude, 

ferocious, boorish, barbarous and cold-blooded person, action or animal (Savage, 

Yourdictionary.com.) The term Savage describes a violent attack.  A ñSavageò act or 

person is vicious and merciless ñSavageò someone who is extremely strong, rough, 

rugged and domineering. It can also describe someone doing something extreme, 

impressive or out of character (Savage, Urbandictionary.com). The term Savage 

characterizes someone who shows hostility.  As a noun the term defines someone who is 

popularly known for doing something rude, disrespectful, cruel, or illegal. ñSavageò 

defines someone who does whatever they want, they do not care what others think of 

them because they do not care about anyone but themselves. A ñSavageò has ñzero 

fucksò (they have do not have remorse or regrets) about anyone or anything (Savage, 

Urbandictionary.com).   

The Use of the Word 

As an adjective the term Savage can be used to describe something as awesome, 

cool, hard-core, kick-ass, sexy, genuinely nice and in good quality. It has also been used 

to describe a person, usually a person that is a risk taker, extremely loyal, forward 

thinking, hard-working, highly intelligent, well-armed, and self-protective person 
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History of the Word 

The term ñSavageò (fl. 1750-1900) is a racist term that has been applied to the 

native peoples of Ireland, the Americas, Africa, Australia and the Pacific. It pictures them 

as being like wild animals, as less than fully human. The word comes by way of French 

from the Latin word silvaticus, said of someone who lives in the woods. As an adjective 

someone or something inhuman, extremely bad or negative, devastating, crippling, awful, 

dreadful, dire, catastrophic, and fatal (Daily Kos, 2014).  When directly describing a 

person ñSavageò described a person or group that was primitive and uncivilized, 

unenlightened, nonliterate, in a state of nature, heathen, wild, barbarian, barbarous, 

barbaric, rude, brute, beast, monster, orge, cannibal and considered the ñSavage race.ò A 

ñSavageò place is described as wild-looking, inhospitable, uncultivated, rugged, rough, 

wild, and uninhabitable (Daily Kos, 2014).   

There were  two main stereotypes associated to the term ñSavagesò; the 

ñMerciless Savagesò  who are untouched by the advantages of civilization and therefore 

cruel, violent, ignorant and immoral and the ñNoble Savagesò who are untouched by the 

disadvantages of civilization and therefore kind, peaceful, wise and moral(Daily Kos, 

2014). The ñAfrican savagesò appears well after Africans had already been enslaved in 

the English-speaking world. It was part of the racism that gave moral cover to 

enslavement and colonialism. The phrase reached its peak in 1877 and has pretty much 

been in decline since 1968. The phrases ñblack savagesò and ñnegro savagesò appeared 

later and were generally less common. (Daily Kos, 2014) 
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Thomas Jefferson wrote about the ñmerciless Indian savagesò and thought it the 

duty of the government to ñpursue them to extermination.ò He was the first president to 

propose policies of forced assimilation and forced removal, which violently displaced 

Indigenous peoples from their lands across America. He called the West ñthe crowded 

wilderness,ò a term that suggests he acknowledged the fact that the land was settled, but 

not that it belonged to someone else (Nica, 2019). The language Jefferson used was 

important, as language tends to be, since it allowed the government to spin a narrative 

that would influence violent expansion westward, which continues to affect Indigenous 

lives to this day.  Since Jeffersonôs days, ñSavageò has been used repeatedly as a 

mechanism of oppression. Several U.S. Supreme Court cases have directly or indirectly 

referred to Indigenous peoples as savages in order to deny them equal rights (Nica, 2019). 

Les Couchi, a member of the Nipissing First Nation, recently pored through the Toronto 

Starôs archives and noted the abundance of ñlanguage that depicted the Indigenous 

community as savage, unruly, drunk and lazyò that ñreinforced the racist attitudes in the 

social system.ò  The term ñSavageò was used to dehumanize Indigenous peoples and to 

advance and normalize their erasure from this land (Nica, 2019).  

Savages is a word that only belongs in the vocabularies of colonizers, pillagers, 

and slave-drivers. History tells us that the term ñSavagesò is intricately linked to 

colonialism and oppression. Itôs a word that like its variants of ñcannibalsò and 

ñbarbariansò entered modern European and American language hand-in-hand with the 

colonization of Africa, Asia and the New World. The word is used to justify and affirm 

the actions of colonial and imperial authority, regardless if these actions be cruel and 

inhuman, all while implicitly feeding the egos of an uninformed public by demonstrating 
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the superiority of their ñstateò and ñcivilizationò over all others (Nica, 2019).  

Controversary 

The term ñSavageò has become one of the most popular word to use on social 

media; on Instagram over 8.6million pictures have been tagged with the hashtag #savage. 

Popular culture has embraced ñSavageò and as result attached new meanings to it; 

however, every time someone uses the term ñSavageò there is still a connection to the 

ancestors of African and Indigenous people (Sasanehsaeh, 2018). The term ñSavageò still 

has the history of dehumanizing Indigenous and African people attached to it, it still 

expresses the delegitimizing of their cultural knowledge and ways of knowing. ñSavageò 

not only dehumanized Indigenous and African people to animalistic like beings, it also 

imposed sameness onto all Indigenous and African people, essentially erasing the 

beautiful diversity within the Indigenous cultures, nations, and communities 

(Sasanehsaeh, 2018). ñSavageò is a racial slur that has historically been used to imply that 

Indigenous and African people are primitive, barbaric and subhuman; and outside of pop 

culture and social media the term is still used in that way to this day. The term is 

intimately connected to the violent legacy of colonialism and genocide that Indigenous 

peoples have lived through and continue to survive (Benaway, 2018).The excuse for 

uprooting Indigenous and African people from their traditional territories, stealing their 

land and violently assimilating them has always been that they were ñsavagesò who need 

European civilization to tame them. It is an ugly stereotype with real-world impacts on 

their lives.  ñSavageò is not just a word with a past, but an entire set of racist beliefs that 

continue to endanger Indigenous and African people.  However, in Hip-Hop vernacular, a 

ñSavageò represents a person that is a ñbadassò, brave or unbothered by any potential 
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consequences. It is a compliment (Benaway, 2018). The term ñSavageò is racist and the 

continued use of it contributes to racism in society; using the term both normalizes the 

hurt attached to the term and rationalizes the massacre of many Indigenous and African 

people throughout history (Riede, 2019) 

The popularity of the term ñSavageò is ironic because for a large part of  history 

being named or labeled a ñSavageò was considered to be demeaning and now being a 

ñSavageò and appropriating Indigenous and African culture is sought after by popular 

culture. The controversary is both with the use of ñSavageò, a term that has been used to 

historically disempower and disenfranchise Indigenous and African people but also with 

how readily people use ñSavageò without understanding its relationship to the oppression 

of both Indigenous and African communities (Sasanehsaeh, 2018) When people choose 

to disregard the historical and complicated origins of words in favor of using a word as 

slang, people are also choosing to disregard the feelings of people who suffered hundreds 

of years of oppression and continue to be oppressed today(ChrissyKing.com 2017) 

ñSavageò in Music 

 The Hip Hop neologism ñSavageò is embraces both in Hip Hop songs as well as 

used to title several Hip-Hop albums however the rapper 21 Savage, took the neologism 

and embraced it as not only as a name but also an identity.  Born Shayaa Bin Abraham-

Joseph in Atlanta, Georgia, the rapper grew up surrounded by drugs and violence.  His 

life changed irrevocably in 2013 when his best friend was killed and he was shot six 

times in the neck, arm, and collarbone, in what he describes as a surprise attack. Savage 

looks back on that brush with death as a crucial turning point. He states it was in that 

moment ñI turned into a savage, If I didnôt get shot Iôd be dead or in jailò (Rogen, 2019).  
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After the incident, Savage began taking music seriously. The uncle of his late friend gave 

him money for studio time, and his early releases like 2015 The Slaughter Tape which 

turned him into an underground hero in Atlanta (Rogen, 2019).  However, it was not until 

the release of the 2016 Metro-Boomin-produced Savage Mode that the eyes of the nation 

focused on him. The violence heôs experienced gives his music the unmistakable patina 

of truth; when he threatens to ñpull up at yoô mommaôs house and put some rounds in 

her,ò on his bone-chilling breakout hit ñRed Opps,ò you believe him. His production team 

at Metro Boomin states that ñ21 Savage is important because heôs one of the last real 

street niggas left making musicò (Rogen, 2019). Remarkably, Savage achieved 

mainstream success without sacrificing an ounce of hard-earned authenticity (Rogen, 

2019). 

As of April 16, 2020, 37 musical artists embraced ñSavageò as either their entire 

or part of their stage name, ñSavageò was either the entire or  part of a name of 100 

musical albums of the Hip Hop and Rap genre and ñSavageò was used 3,073 times in 

lyrics songs associated to the Hip Hop and Rap genre.  The term ñSavageò has been 

defined and described throughout these Hip Hop and Rap songs; these songs through the 

power of Nommo evolved the term ñSavageò into an archetype, a real physical 

manifestation of its definition. ñSavageò, as an archetype, has a persona and a 

personality. To support my data further, as well as understand the development of the 

ñSavageò through the lyrics of rap songs, I utilized the lyrics of 10 popular ñSavageò 

focused songs: Megan Thee Stallion- ñSavage,ò Migos- ñSavages Only,ò 21 Savage & 

Metro Boomin- ñSavage Mode,ò Dice SoHo featuring Ty Dolla $ign & Desiigner- 

ñSSP,ò Boosie Badazz- ñSavages,ò Boosie Badazz- ñSavage Holidays,ò Migos featuring 



164 

 

Lil Uzi Vert- ñBad and Boujee,ò Lil Reese- ñSavage,ò Moneybagg Yo- ñMoneybagg 

Myers,ò and Future- ñPhoto Copiedò (Appendix A). 

What has Influenced, Inspired, and Contributed to the Construction of the ñSavageò 

Archetype 

ñSavageò Mode  

 ñSavage Modeò not to be confused with ñBeast Modeò represents rage, 

temporary state of mind causing one to act irrational and with no regard or remorse for 

other individuals. ñSavage Modeò is typically seen when one has often become 

overwhelmed with defeat or has exhausted all other reasonable attempts to achieve a 

goal.  When one is in ñSavage Modeò they usually do not have a verbal filter and are 

likely to say anything, unapologetically.  While one is in ñSavage Modeò they have no 

fear of the consequences of their actions that occur while they are in ñSavage Modeò 

(Savage Mode, Urbandictionary.com). 

ñSavageò Mentality 

The ñSavageò Mentality is about embracing ones primal essence; and doing 

whatever they want to do, the way they want to do it, when they want to do it and doing it 

as hard as they can.  The ñSavageò Mentality is not encouraged by modern society or 

welcomed in todayôs modern culture, due to people misinterpreting it for anarchy.  

However, the ñSavageò Mentality is intriguing, inspiring and liberating; things, people or 

experiences that are understood, labeled or named ñSavageò are also described as fierce, 

advanced, raw, wild, natural, unfiltered and reflect humanity (PhilosopherÉ,2017).  The 

ñSavageò Mentality is about ñnot giving a damn,ò not caring about what others think. It is 

about listening to oneself and focusing as well as embracing one own instinct 
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(PhilosopherÉ,2017).  The ñSavageò Mentality is about ñgetting primal,ò liberating 

oneself, letting go and just playing, walking, running, jumping, dancing, thinking, 

connecting, socializing and honoring the natural rhythms that life moves with.  It is a 

thought process built on making moves toward progress; the ñSavageò Mentality is 

strategizing, planning, organizing and executing. It is about doing instead of trying and 

living in the now rather than waiting for the right time and the right moment; a ñSavageò 

takes their moment and runs (PhilosopherÉ,2017).   

The ñSavageò Mentality not about being rude to others but it is grounded on 

saying what is on oneôs mind, unapologetically.  Those that identify or are identified as a 

ñSavageò embraced the ñSavageò Mentality by surrounding themselves with other 

individuals that also identify or have been identified as ñSavages.ò  The ñSavageò 

Mentality encourages people to push themselves beyond their own personal boundaries, 

to ñface their fears,ò be spontaneous, and do the unconventional.  A ñSavageò is creative 

and aspires to do something that no one else does or has done before 

(PhilosopherÉ,2017). A ñSavageò is in tune to their senses and is always aware of their 

surroundings and their inner states. The ñSavageò Mentality is based on knowing what is 

happening around oneself; it is the mental process of being able to change oneôs 

perspective and knowing when to be objective and when to be subjective in a situation. 

Lastly the ñSavageò Mentality encourages learning a primal skill such as cooking, 

building, fishing, fire-making, or anything that is considered useful in oneôs environment; 

the foundation of ñSavage Mentalityò is mental toughness  (PhilosopherÉ,2017).   
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Male Savage: The Data 

 

There was a sample size of 10 people (5 males and 5 females) that were 

phenotypically recognized and identified as of African descent that are identifying 

themselves by naming themselves ñSavagesò by having ñSavageò in their Instagram 

handle or bio; of the 10 people 5 pics were randomly selected from their timeline, making 

sure to select from different times of their timeline.  

The first objective was to assess ñWhat the óSavage Maleô feels is important by 

visually displaying or pictorially showcasing and/ or highlighting. In my research there 

were 6 dimensions visually displayed/pictorially showcasing in the data: Money, 

Marijuana (Blunt, Guns, Family, and Friends). From the 25 pictures: 6 Highlighted 

Family; 6 Highlighted Friends; 10 Highlighted smoking Marijuana; 2 Highlighted having 

Money; and 2 Highlighted the use of Guns being important to visually display on their 

Instagram (See Appendix B). 

The second objective was to access ñóSavage maleô Themes or commonalitiesò 

when looking at the entire ñSavage maleò sample size. In my research there were  38 

dimensions that the ñSavage maleò sample size had as Themes in the data: Mom, Money, 

Driving, Family, Love, Affection, Children, Alcohol, Syrup, Silliness, , Dressed Up, 

Closeness, Togetherness, Friendships, Hotel, Mean Mug, Posing, Shopping, Home, 

Outside/Backyard, Streetwear, Highway, Car, Guns (Uzi and Machine), Biting lower lip, 

Shirtless, Engine, Living Room, Get together/ Going out, Parking lot, Apartment 

complex, Backward hat, Bedroom, Laser pointer, Fast Food (Rallyôs), Electronics, 

Graffiti, and Baby Bottle. From the 25 pictures: 10 had Posing as a Theme; 6 had 
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Togetherness as a Theme; 5 had Friendship as a Theme; 5 had Family as a Theme; 6 had 

Cars as a Theme; 4 had displaying or expressing Love as a Theme; 14 had Get 

Together/Going Out as a Theme; 4 had being Outside/Backyard; 4 had Streetwear as a 

Theme; 8 had displaying or using Guns; 3 had displaying or expressing Affection as a 

Theme; 5 had Children as a Theme; 3 had drinking Alcohol as a Theme; 3 had wearing 

Backward Hats as a Theme; ; 2 had Home as a Theme; 2 had showing or having Money 

as a Theme; 2 had being Shirtless as a Theme; 1 Drinking Syrup as a Theme; 1 had 

Driving as a Theme; 1 Mom as a Theme; 1 had being Silly as a Theme; 1 had an being at 

an Event as a Theme; 1 had Dressing Up as a Theme; 1 had being Close as a Theme; 1 

had being at a Hotel as a Theme; 1 had showing a ñMean Mugò as a Theme; 1 had 

Shopping as a Theme; 1 had a being on a Highway as a Theme; 1 had Biting their lower 

lip as a Theme; 1 had an showing an Engine as a Theme; 1 had Living room as a Theme; 

1 had being at Parking lot as a Theme; 1 had Apartment complex as a Theme; 1 had 

Bedroom as a Theme; 1 had a Laser pointer as a Theme; 1 had a Fast food restaurant 

(Rallyôs) as a Theme; 1 had Electronics as a Theme; 1 had Graffiti as a Theme; and 1 had 

a Baby bottle as a Theme (See Appendix B).  

The third objective was to access ñCommon óSavage maleô visuals represented in 

the picturesò when looking at the entire ñSavage maleò sample size. In my research there 

were 9 dimensions that were ñCommon óSavage maleô visuals represented in their 

picturesò when looking at the entire ñSavage maleò sample size: Money, Smoking 

(Marijuana), Friendship, Hand signs( Middle finger, Middle Finger to the side and his 

thumb up, Two Middle fingers at the same time, Three fingers (middle, ring, and pinky), 

Left index finger pointing, Thumbs up),  Gang signs, Arms folded across body, Hand on 



168 

 

the crotch area, Car, Classic car (BMW), and Hennessey. From the 25 pictures: 15 

displayed the Common Visual of the Hand signs: ; 11 displayed the Common Visual of 

Smoking; 4 displayed the Common Visual of Friendship;  2 displayed the Common 

Visual of Money;; 1 displayed the Common Visual of Gang signs; 1 displayed the 

Common Visual of Arms folded across body; 1 displayed the Common Visual of Hands 

on the crotch area; 9 displayed the Common Visual of a  car;  and 2 displayed the 

Common Visual of Hennessey (See Appendix B).  

The fifth  objective was to access ñThe types/style of pictures óSavage maleô 

took,ò outside of the default full portrait style. In my research there were 2 dimensions 

that were ñThe type/style of pictures óSavage maleô took: Selfies and using a Phone filter 

(Enhanced and Black and White). From the 25 pictures: 6 utilized the Selfie style and 2 

utilized Phone filters (See Appendix B).  

Female Savage: The Data 

The first objective was to assess ñWhat the óSavage femaleô feels is important by 

visually displaying or pictorially showcasing and/ or highlighting. In this research there 

were 4 dimensions visually displayed/pictorially showcasing in the data: Herself, 

Friends, Mother and Family. From the 25 pictures: 20 Highlighted Herself; 7 Highlighted 

Friends; 2 Highlighted Mothers; and 3 Highlighted Family of being important to visually 

display on their Instagram (See Appendix B). 

The second objective was to access ñóSavage femaleô Themes or commonalitiesò 

when looking at the entire ñSavage femaleò sample size. In my research there were 30  

dimensions that the ñSavage femaleò sample size had as Themes in the data: Bedroom, 
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Plaza parking lot, Restaurant, Living room, Floor, Couch (Red and Burgundy), Hotel, 

Bed, Togetherness, Mother, Bathroom, Jacuzzi, Kitchen, Smoking (Hookah), Shoes, 

Midriff, Crop top, Cleavage, Female groups, Silliness, Weave/wig, Grilling at the 

camera, Friends, Get Together/Going Out (Celebration, Bar, Lounge, Club, Strip Club 

and Drinking Victoria secret PINK underwear, Reflection, Backsides Toward camera, 

Posing, Gang (Crypts) and Money. From the 25 pictures: 21 had wearing a Weave/wig as 

a Theme; 10 had Bedroom as a Theme; 9 had showing Midriff as a Theme; 9 had 

wearing Crop tops as a Theme; 9 had Posing as a Theme; 6 had showing Cleavage as a 

Theme; 6 had Togetherness as a Theme; 5 had Friends as a Theme;22 had having a Get 

Together/Going Out as a Theme; 4 had Female groups as Theme; 4 had showing 

Backsides to the camera as a Theme; 3 had Reflection as a Theme; 3 had Celebration as a 

Theme; 3 had Living room as a Theme;;2 had Shoes as a Theme; 2 had Bed as a Theme; 

2 had mothers or motherhood as a Theme; 1 had a Plaza parking lot as a Theme; 1 had a 

Restaurant as a Theme; 1 had the Floor as a Theme; 2 had a couch as a Theme; 1 had a 

Hotel as a Theme; 1 had a Bathroom as a Theme; 1 had a Jacuzzi as a Theme; 1 had a 

Kitchen as a Theme; 2 had Smoking as a Theme; 1 had being Silly as a Theme; 1 had 

Grilling at the camera as a Theme;  2 had Gang as a Theme; 1 had showing or having 

Money as a Theme; and 1 had Victoria secret PINK underwear as a Theme (See 

Appendix B). 

The third objective was to access ñCommon óSavage femaleô visuals represented 

in the picturesò when looking at the entire ñSavage femaleò sample size. In my research 

there were 6 dimensions that were ñCommon óSavage femaleô visuals represented in their 

picturesò when looking at the entire ñSavage femaleò sample size: Tongue out, Phones 
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(iPhone and  Samsung), Butt pose, Looking back at the camera, Middle finger and 

Dressing alike (Twinning). From the 25 pictures: 18 displayed the Common Visual of 

having Tongue out; 9 displayed the Common Visual of having Looking back at the 

camera; 3 displayed the Common Visual of a phone; 1 displayed the Common Visual of 

displaying Middle finger; and 1 displayed the Common Visual of displaying Dressing 

alike (twinning) (See Appendix B).  

The fourth objective was to access ñThe types/style of pictures óSavage femaleô 

took,ò outside of the default full portrait style. In my research there were 4 dimensions 

that were ñThe type/style of pictures óSavage femaleô took: Selfies, taking a Group 

Picture, Pictures in the Mirror,  and used a Phone  filter(collage, snap chat, flower, and 

Black and white). From the 25 pictures: 10 utilized the Selfie style; 6 utilized Taking 

pictures in the Mirror; 7 utilized a Phone filter and1 utilized the Group Picture Feature 

(See Appendix B). 

Trap Queen 

Definition of the Word 

The ARIW ñTrap Queenò proves to be just as complex as the previously 

mentioned ARIW however, ñTrap Queenò is the youngest of the previous words and has 

yet to evolve completely.   A ñTrap Queenò is both a drug slang noun and a hip hop 

origin neologism; and associated to the plural reference of the same word being ñTrap 

Queensò (Trap Queen, Urbandictionary.com) The neologism ñTrap Queenò defines a 

strong and loyal woman; when spoken by African people to refer to themselves or 

another African person (usually a woman) it is received positively and taken as a 

compliment.  The neologism ñTrap Queenò is mostly used within the African community 



171 

 

by mainly men and occasionally women, however the term is usually referring to or 

addressing a phenotypical woman.  The neologism, ñTrap Queenò is rarely and most 

often frowned upon if used to refer to a child or elder family or community member, out 

of cultural respect (Trap Queen, Urbandictionary.com).  

The Use of the Word 

 The neologism ñTrap Queenò was introduced and gained its popularity in 2014 

with the release of Rap artist Fetty Wapôs ñRap Love Balladò titled Trap Queen. Wap 

defines and provides this term with both an identity and a lifeforce.  The song expresses 

that a ñTrap Queenò must be passionate, focused, goal oriented and determined to never 

settle for less that she sets out to accomplish (Anwar, 2015).  He recognizes that the ideal 

ñTrap Queenò is confident in what she does and how she does it, no exceptions. Wapôs 

song highlights that a ñTrap Queenò is down for anything, whether it's shopping, hanging 

out, or ñcooking piesò which is slang for cooking and making a kilogram of cocaine 

(Anwar, 2015) Wap celebrates the term ñTrap Queenò and the actions that a woman that 

identifies as a ñTrap Queenò does.  He projects the use of ñTrap Queenò should be said 

out of empowerment, adornment, gratitude and admiration toward a woman.  Wap 

expresses that ñTrap Queensò do not mind being spoiled; in fact, they welcome it and 

they should be; despite that these women are fully capable of supporting themselves and 

setting their own goals, Wap reiterates that there is nothing wrong with treating a woman 

that ñhas your backò to some diamonds or cars (Anwar, 2015). 

 Outside of Wapsô song, ñTrap Queenò is defined throughout not only several Hip 

Hop and Rap songs but also throughout the drug culture within the African community.  

ñTrap Queenò has been used to define a respectful, strong, independent, protective, loyal, 
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witty, sassy, classy, street-smart, book-smart resourceful and versatile woman (Anwar, 

2015).  The ñTrap Queenò is good with numbers, has amazing people skills and practices 

patience.  A ñTrap Queenò is defined as a woman who prioritizes her loved ones and her 

passions; they are down for whatever and will do what is needed for her man, family and 

friends.  She is family-centered; her family and friends come first; she will fight anyone 

that disrespects them.    A ñTrap Queenò is also defined as a ñBad Bitchò, a Boss, 

ñBomb-Assò female, and is seen as a superior to other women (Anwar, 2015). A ñTrap 

Queenò is respected by her man, her family and her friends. She is known for her style 

and predominately described to wear streetwear and express ñurban flavor.ò  The ñTrap 

Queenò is fascinated, interested and completely immersed in the Hip Hop, Trap and Drug 

culture within the African community.  She is knowledgeable about and, in some cases, 

skilled in Hip Hop and Rap specifically the music genre Trap Music (Anwar, 2015).   

The ñTrap Queenò is also defined as unapologetically ghetto, trashy and rachet; 

and ñhard to handle.ò   She works multiple jobs to take care of her loved one, specifically 

her man when he is incarcerated. The ñTrap Queenò has been referred to as ñdumbò 

because of her loyalty to her man and the ñTrapò; she will risk or in some cases give her 

life (either due to violence or incarceration) for both her man and the ñTrap.ò In some 

cases, ñTrap Queensò are referred to the women who serve a jail sentence for someone 

else, in most cases that is man. ñTrap Queensò are also defined as ñQueenpinò or female 

drug lord, Queen of that the ñTrapò, she is described to only live in the projects or low 

income housing where she bags drugs, cooks cocaine, sells pills and other drugs; it also 

the location where she counts her drug money.  She operates her Drug business out of a 

ñTrap House,ò a house, located in the projects or low-income housing, where people go 
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to buy, sell and use drugs (Trap Queen, Urbandictionary.com); Anwar, 2015).   

History of the Word 

 The neologism ñTrap Queenò has been used since the late 1990s with the 

emergence of ñTrap Musicò however term was not given an actual definition and identity 

until 2014 with Fetty Wap song ñTrap Queen.ò The neologism refers to a woman who 

embraces the ñUs Against the Worldò or ñBonnie and Clydeò dynamic with her boyfriend 

or husband (Austin, 2017). In theory, she accepts a life being his ñpartner in crime,ò even 

if doing so results in her own death.  The theory dates to the actual relationship between 

Bonnie Parker and Clyde Barrow which began in the late 1920s and ended with their 

death together in 1934.  The ñBonnie and Clydeò relationship has been romanticized for 

decades, the ñtragic love storyò gained popularity with the release of the Bonnie and 

Clyde film in 1967 and experience another rebirth through the medium of Hip Hop 

(Austin, 2017).  

 Hip Hop took the violent tragic romantic narrative attached to ñBonnie and 

Clydeò and transformed it into both a popular hip hop neologism but also an identity that 

has personas and personalities; as depicted in 1993, rappers Yo Yo and Ice Cube release 

of their song ñThe Bonnie and Clyde Theme.ò However, in 1997, rapper Baby Gangsta 

released his song ñRide or Dieò featuring Lil Wayne and Juvenile; it was the first song to 

reinvent and rename the ñBonnie and Clydeò identity.  The Hip Hop origin neologism 

ñRide or Dieò was embraced by Jay Z with his 1998 song ñRide or Dieò and by the Ruff 

Ryders with their 1999 song ñRyde or Die.ò  In 2000, the Hip Hop trio, The Lox and 

rapper Eve of the Ruff Ryders collaborated on the song ñRyde or Die, Bitchò expanding 

the evolution of the neologism ñRide or Bitch,ò providing it with an in depth personality 
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and an archetype.  In 2001, rappers Ja Rule and Charli Baltimore contributed to the 

evolution of the ñUs Against the Worldò identities with their song ñDown Ass Bitchò. 

Trap Queen is the newest evolution to the ñRide or Die Chick/Bitchò tropes (Ride or Die, 

Urbandictionary.com).  

Controversary 

As mentioned above ñTrap Queenò is one of the newest of Hip Hop neologism, 

and aside from controversary over Fetty Wapôs titled song Trap Queen there is little 

controversial dialogue over the neologism itself; however, there is much controversary 

over the use and embrace of similar neologisms ñRide or Die Bitch/Chickò and ñDown 

Ass Bitch/Chick.ò The narrative behind these terms have and continue to contribute 

toward an unhealthy kind of love between African people.  The controversary behind 

these terms is grounded in the patriarchy structure woven into the Hip Hop culture.  Hip 

Hop has forwarded binary ways of seeing women as either: good or bad; a virgin or a 

whore; a ñsistaò or a ñho,ò and ña down-as bitch/chick or a ho.  Unfortunately, the Hip 

Hop culture has situated African women as either a ñRide or Die Chick/Bitchò, a Wifey 

but not a wife, or a disposable chick/bitch used only for sex and ñgood timesò (Dash, 

2016)  These juxtaposing identities continue to leave African women conflicted and 

oxymoronic to be ñenuf.ò  To be a ñRide or Die Chick/Bitchò one needs to be good, but 

willing to participate in criminal activity; one needs to have their own, but let her man 

take care of her; one needs to be virginal but sexually talented enough to keep her man 

satisfied; one needs to be faithful to her man, but willing to tolerate his infidelity; one 

needs to be masculine enough to kick it with the ñfellasò, but feminine enough to be 

sexually desirable;  and one need to be quick witted, but not more so than her man (Dash, 
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2016.)  

The promises of the ñRide or Die Chick/Bitch are intoxicating; however, they left 

African women potentially feeling conflicted, confused and lacking to some degree. It 

fosters a culture that normalizes the mistreatment of black women in romantic 

relationships, where their bodies are in the crossfire of an anti-femme and anti-black 

climate. Where harming African women seems like a punchline (Afropunk 2018.) There 

are so many ways that this trope hurts Black women; the ñRide or Die Chick/Bitchò trope 

perpetuates male entitlement and often times our society accept men who lie, cheat, and 

manipulate women they are romantically or sexually involved with. Women are rewarded 

for staying faithful in monogamy no matter how unequally yoked (Afropunk, 2018.)  The 

entire existence of a ñTrap Queen,ò ñDown Ass Bicth/Chick,ò and a ñRide or Die Chickò 

rely on a male counterpart; they cannot exist without a man and their livelihood is based 

on a man.  African women are left feeling marginalized and submissive by their African 

male counter parts, this neologism strips African women of their agency and forcing them 

to only be seen through the lens of African men and their narrative only told from the 

perspective of an African male.  

ñTrap Queenò in Music 

 Fetty Wapôs Trap Queen was released early 2014; it has been said to be a 

revolutionary love ballad, about girls, cars, drugs, and liquid cash. The song focus is the 

featured female that is not a "hoe" or "thot," but an integral and respected part of both the 

song and Wap's real life.  Wapôs use suggests,ò ñTrap Queenò can also be used an 

affectionate term for a personôs ñrockò and by some African women, including a self-

styled ñTrap feministò, as a form of self-empowerment and agency (Anwar, 2015.)  
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The track pays tribute to his girlfriend of three years, his ñTrap Queenò. Wap states  

I was just dealing with somebody at the time, and she was holding me down. We 

were building a lot, and I came up with the concept. She was my trap queenéshe 

was the person I was dealing with at the time [of writing the song], she kind of 

just showed me a different side of womenéshe still to this day supports me and 

buys all my songs on iTunes, she still shows me loyalty, the same loyalty before 

everybody knew who I was. At the end of the day, it's my personal love story. 

Can't nobody tell me how to be in love (Anwar, 2015.) 

 Wapôs Trap Queen is just one of many Hip Hop anthems that express the theme 

of ñUnconditional Love,ò ñUnconditional Loyaltyò and ñUs against the Worldò; other 

songs that covey the same sentiments are: Jay-Z featuring Beyonce-03 Bonnie and Clyde, 

Tupac Shakur as Makaveli- Hail Mary, Eve featuring DMX- Dog Match, Ja Rule 

featuring Charli Baltimore- Down Ass Bitch, Method Man featuring Mary J. Blige- 

Youôre All I Need, Mac featuring Mia X- Boss Bitch, The Game featuring Dej Loaf- 

Ryda, Rafael Casal-Bottom Bitch, Future featuring Tasha Catour-Rider, Jazmine 

Sullivan- #HoodLove, G-Dragon featuring Lydia Paek- R.O.D., G-Easy and Halsey- Him 

and I, Lil Durk featuring Dej Loaf- Rider Chick, Nova- Ride or Die, Gucci Mane- We 

Ride, Fetty Wap featuring Jhonni Blaze- Ride or Die, and Young Jezzy featuring Jay-Z 

and Andre 3000- I Do (Anwar, 2015.)   

As of April 16, 2020, 58 musical artists embraced ñTrap Queenò as either their 

entire or part of their stage name, ñTrap Queenò was either the entire or  part of a name of 

100 musical albums of the Hip Hop and Rap genre and ñTrap Queenò was used 294 times 

in lyrics songs associated to the Hip Hop and Rap genre.  The term ñTrap Queenò has 

been defined and described throughout these Hip Hop and Rap songs; these songs 

through the power of Nommo evolved the term ñTrap Queenò into an archetype, a real 

physical manifestation of its definition. ñTrap Queenò, as an archetype, has a persona and 

a personality. To support my data further, as well as understand the development of the 
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ñTrap Queenò through the lyrics of rap songs, I utilized the lyrics of 10 popular ñTrap 

Queenò focused songs: Fetty Wap ïñTrap Queenò, Lil Kim- ñTrap Queenò, Fabolous 

featuring Mike Davis- ñTrap Royaltyò, The Game featuring Jelly Roll- ñSummertimeò, 

blackbear featuring Ne-Yo- ñtop priorityò, Gucci Mane featuring Gangsta Boo- ñTrap 

Gurlò, Fabolous featuring Josh K- ñTrapline Blingò, Fetty Wap - ñAgainò, Fetty Wap 

featuring Monty- ñWhatevaò and Yo Gotti featuring Fetty Wap- ñTell Meò (Appendix 

A).   

What has Influenced, Inspired, and Contributed to the Construction of the ñTrap 

Queenò Archetype 

ñTrap Houseò  

 A ñTrap Houseò also referred to as a ñdrug den,ò or a ñdrug houseò is generally a 

house that is rented, owned, or squatted in purely for the sake of making, distributing, and 

selling drugs like Crack Cocaine, Methamphetamine ñMethò, and Heroin.  A ñTrap 

Houseò can be as simple as a hole in the wall that you put money into and drugs come 

out, to a more elaborate operation where drug dealers might come out of the house to 

meet you at your car on the street, or you might go inside to purchase and possibly use 

the drugs inside the house.  Typically once a drug dealer has been successful, he will 

eventually obtain a house not meant for living in, but just a place where all the junkies 

know there will be a constant supply of dope, and shelter, which is probably the two main 

demands of a drug addict that hangs out in ñTrap Housesò. 

The word "Trap" is used to represent the design of the actual ñTrap Houseò as 

well as the intent of the ñTrap House.ò The layout of ñTrap Housesò is to only have one 

entrance and one exit. This is to prevent people robbing them and, so they have some 
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notice if police are coming; sometimes these lookouts are provided with walkie talkies. A 

ñTrap Houseò is not always located in the slums, lower income housing, section 8 or even 

in cities; they can be suburban houses, apartments or even entire buildings. The term 

"Trap" also expresses the purpose of the ñTrap House;ò as a location that has a steady 

supply of drugs, a roof and a community of other drug users or sellers, it is essentially a 

haven for any junkie.  A ñTrap Houseò just keep drawing them back in, and "trapping" 

them there until they somehow make a change. The term "Trapping" is also used to 

define the act of selling drugs, similar to the concept behind the term ñTrapò within ñTrap 

Houseò, once an addict is hooked on a dealer supply, they are "trapped".  The drugs the 

ñTrapò, selling the drugs is ñTrappingò and the place these drugs are sold is a ñTrap 

House.ò 

ñTrap Phoneò 

A ñTrap Phoneò is a pre-paid or disposable cell phone that is used for arranging 

and orchestrating the trade, sells, and distribution of narcotics. They are rarely used to 

make calls, and most utilize text messaging.  A ñTrap Phoneò is untraceable and the 

service can be terminated at any time once data has exceeded or payments have ceased; 

thus, the reason they are preferred among drug dealers (Sarah, 2018; Trap Phone, 

Urbandictionary.com) 

ñTrapò Music 

 ñTrap Musicò is a genre of music within the Hip Hop culture; the music is 

typified by sub-divided hi-hats, synths, 808 baseline,  heavy, sub-bass layered kick drums 

in the style of the Roland TR-808 drum machine, typically in half time syncopated 

rhythms, layered with abstract or orchestral synthesizers and an overall melancholy to 
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dark ambience and lyrical content (Trap Music, Urbandictionary.com).  ñTrap Musicò 

originated in the Southern United States during the late 1990s, popular music artists of 

ñTrap Musicò are: UGK, Three 6 Mafia, T.I, Gucci Mane, Waka Flocka Flame, A$AP 

Ferg, 2 Chainz and Fetty Wap.  The lyrical content within ñTrap Musicò focuses on 

women, money, the ñTrapò, ñTrappingò and ñTrap Houseò activities (Trap Music, 

Urbandictionary.com).    

ñTrap Queenò Mentality 

ñRide or Die Chickò or ñRide or Die Bitchò 

The phrase ñRide or Dieò was originally a biker motto defining the Biker lifestyle 

and oath that  if one could not or was unable to ride their motorcycle (for whatever the 

reason) anymore they rather die; the phrase represented ultimate loyalty to their biker 

lifestyle and fellow bikers (Ride or Die,Urbandictionary.com).  The term now defines 

anyone, usually a woman, that will "ride" any problems out with someone or "die" trying 

to. To ñRide or Dieò expresses the willingness to do anything for someone you love or 

really appreciate in your life, even if it kills you (mentally, financially, spiritually or 

physically).  A ñRide or Dieò person is someone (usually a woman i.e. a mother, sister, 

girlfriend or wife) who will stand by someone in any problem; they will also fight for you 

if it calls for it (Ride or Die,Urbandictionary.com).  It represents a person that stands by 

their partner no matter what, through the good and the bad times; they always take their 

partner side even when they believe them to be wrong. As a ñRide or Dieò person, they 

defend their partner and are ready to fight over the smallest put-down someone may 

express to them; being completely protective of their partner physically, emotionally and 

spiritually. The ñRide or Dieò mentality is developed over time and is grounded in full 
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transparency, honesty, and trust.  The "ride" is not always a negative action or an 

unhealthy experience; however, there are times when the act or experience may feel 

positive or healthy but, it is not. The term relies on loyalty and if someone is extremely 

close to someone else, they will inevitably want to enjoy the "ride" of life and all it has to 

offer with that person (Ride or Die, Urbandictionary.com).  

ñDown Ass Chickò or ñDown Ass Bitchò Aspect 

A ñDown Ass Chickò or ñDown Ass Bitchò is a woman that is not high 

maintenance, she is down for whatever and does not complain when her partner is 

ñhanging with his boys.ò She is the one that has your back when no-one else will and is 

faithful and committed to you even if she is not your girlfriend or wife (Down Ass Bitch, 

Urbandictionary.com).  A ñDown Ass Chick/Bitchò is a woman that will earn her own 

money and share it with her man, even if he does not share is income with her.  She is 

defined as the woman that loves her man unconditionally; loving him for the person he 

even if he has yet to imagine loving her in anyway. She is the woman that keeps her man 

focused and makes it her obligation to keep other women away for her man, so he is not 

distracted (Down Ass Chick, Urbandictionary.com). A ñDown Ass Chick/Bitchò a manôs 

best sexual partner; and she is the one willing to do anything to keep her man.  A ñDown 

Ass Chick/Bitchò is a woman that can hang with ñthugsò but act like a ñladyò. She is 

loyal only to her man; she will comfort him, she will cry for her him, lie for her him, die 

for her him and will kill for her him. The ñDown Ass Chick/Bitchò possesses the ñRide 

or Dieò mentality and at times she is referred to as a ñRide or Die Chickò or a ñRide or 

Die Bitch.  When the ñDown Ass Chick/Bitchò is celebrated and embraced by her man, 

she is typically showered with stacks of cash, flashy jewels and nice cars (Down Ass 
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Chick, Urbandictionary.com).  

Trap Queen: The Data 

There was a sample size of 10 women that were phenotypically recognized and 

identified as of African descent that are identifying themselves by naming themselves 

ñTrap Queenò by having ñTrap Queenò in their Instagram handle or bio; of the 10 people 

5 pics were randomly selected from their timeline, making sure to select from different 

times of their timeline.  

The first objective was to assess ñWhat the óTrap Queenô feels is important by 

visually displaying or pictorially showcasing and/ or highlighting. In this study there 

were 4 dimensions visually displayed/pictorially showcasing in the data: Herself, Female 

Friendships, Children, Family and Relationship. From the 50 pictures: 33 Highlighted 

Herself; 13 Highlighted Family; 9 Highlighted Children; 8 Highlighted Female Friends; 

and 1 Highlighted Relationship of being important to visually display on their Instagram 

(See Appendix B). 

The second objective was to access ñóTrap Queenô Themesò when looking at the 

entire ñTrap Queenò sample size. In my research there were 39 dimensions that the ñTrap 

Queenò sample size had as Themes in the data: Friendship, Posing, Pouting,  Protective 

Hair Styles (Senegalese Twist, Extensions, Faux Locks and Braids), Crop top, Midriff, 

Beach, Water,  Swimsuits, Strapless dress, Sleeveless dress, Cars (BMW), Children, 

Mother, Parking Lot, Family, Love, Togetherness, Affection (Kissing), Get 

Together/Going Out (Celebration), Arcade, Motorcycle, Bed, Bra, Shopping, Group 

Picture, Park, Relationship, Husband, Boyfriend, Porch/Patio, Living Room/Home, 

Kitchen, Alcohol ( Smirnoff and Moet), Dressing Rooms, Classrooms, and Bathroom. 
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From the 50 pictures: 24 had Posing as a Theme, 19 had a Midriff as a Theme, 16 had a 

Crop Top as a Theme, 11 had Friendship as a Theme, 11 had Togetherness as a Theme, 

10 had Pouting as a Theme, 7 had Bed as a Theme, 15 had Protective Hair Styles as a 

Theme, 6 had Living Room/Home as a Theme, 6 had  Love as a Theme, 4 had a Parking 

Lot as a Theme, 9 had Family as a Theme, 4 had a Park as a Theme, 4 had a Bra as a 

Theme, 4 had Cars as a Theme, 6 had Swimsuits as a Theme, 3 had a Beach as a Theme, 

2 had the Porch/Patio as a Theme, 5 had Children as a Theme, 1 had Water as a Theme, 1 

had a Strapless Dress as a Theme, 1 had a Sleeveless Dress as a Theme, 1 had Mother as 

a Theme, 2 had Affection as a Theme, 2 had Alcohol  as a Theme, 2 had a Get 

Together/Going Out as a Theme, 1 had an Arcade as a Theme, 1 had a Motorcycle as a 

Theme, 1 had Shopping as a Theme, 1 had Group Picture as a Theme, 1 had Relationship 

as a Theme, 1 had Husband as a Theme, 1 had Boyfriend as a Theme, 1 had Kitchen as a 

Theme, 1 had a Dressing Room as a Theme, 1 had a Classroom as a Theme, and 1 had 

Bathroom as a Theme (See Appendix B). 

The fourth objective was to access ñCommon óTrap Queenô visuals represented in 

the picturesò when looking at the entire ñTrap Queenò sample size. In my research there 

were 16 dimensions that were ñCommon óTrap Queenô visuals represented in their 

picturesò when looking at the entire ñTrap Queenò sample size: Kissy Faces, Lip pursed, 

Sticking tongue out, Beach, Squeezing breast together, Cleavage, Arched back (poking 

butt out), Butt, Hand in her crotch (vagina), Bedroom, Children, Family, Relationships, 

Peace Sign, Money and Topless. From the 50 pictures: 10 displayed the Common Visual 

of  Sticking tongue out, 18 displayed the Common Visual of Kissy faces, 8 displayed the 

Common Visual of the bedroom, 5 displayed the Common Visual of family, 5 displayed 
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the Common Visual of cleavage, 5 displayed the Common Visual of arched back (poking 

butt out), 4 displayed the Common Visual of money, 3 displayed the Common Visual of 

the butt, 3 displayed the Common Visual of the beach, 4 displayed the Common Visual 

of squeezing their breast together, 2 displayed the Common Visual of hand signs: peace 

signs, 3 displayed the Common Visual of lip pursed,  1 displayed the Common Visual of 

having their hand on their crotch (vagina), 1 displayed the Common Visual of having 

children, 1 displayed the Common Visual of being topless and 1 displayed the Common 

Visual of relationships (See Appendix B). 

The fourth objective was to access ñThe types/style of pictures óTrap Queenô 

took,ò outside of the default full portrait style. In my research there were 11 dimensions 

that were ñThe type/style of pictures óTrap Queenô took: Body shots (only showing breast 

and belly), Selfie, In the mirror, only the shoulder up, laying down, Angled (Ariel, top 

right angle, flipped upside down (the person head is in the bottom left of the 

frame)),Phone Filters (Black and White, Snap Chat, Flower, and Collage), upward 

toward the camera, and side by side pictures. From the 50 pictures: 33 utilized the Selfie 

Style, 22 utilized a Phone Filter, 6 took pictures Laying Down, 3 utilized taking pictures 

in the Mirror, 2 utilized Posing side by side, 2 utilized Posing upward toward the camera, 

6 utilized Taking a picture from an Angle, 1 utilized the Body Shot angle (only showing 

breast and belly), and 1 utilized Taking a picture from only the Shoulder Up (See 

Appendix B). 
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CHAPTER 5 

DISCUSSION 
 

Summary of Research 
 

 This research, data, and findings are based around the societal representation of 

African people of the Diaspora and the continent on the social media platform Instagram. 

This representation expands beyond Instagram and can be seen in other social media 

platforms and other outlets such as: literature, film, reality and prime time television, hip 

hop and rap culture. These are all influenced by the Eurocentric, capitalistic, 

misogynistic, hyper emasculating, sexual politics and pseudo liberating dominating 

culture in which they must operate and support. This research focuses on what African 

people of the Diaspora and the continent perceive and expect from other African people 

of the Diaspora and the continent that have chosen or choose to name and identify 

themselves agency-reducing identity words, specifically ñNigga,ò ñBad Bitch,ò ñSavageò 

and ñTrap Queenò. When observing, obtaining and gathering this data, I only observed 

and documented those that named and identified themselves ñNigga,ò ñBad Bitch,ò 

ñSavageò and ñTrap Queenò in their handle or bio. In naming and identifying themselves 

those specific agency-reducing identity words, I argue the users promote the archetype 

associated to the identity as well as the stereotypes, personas and attributes 

accompanying those identities. This data is based on my observations. This data focused 

on what I expected to see based on the specific agency-reducing identity words that one 

selected to be identified with as well as what the person observed ultimately wanted the 

world to see and thus perceive and conclude about them. It is through this form of 

representation, through this specific social media platform that these selected individuals 

are given or provided the ability to manipulate the thoughts or feelings of those that view 
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their images. They can control how a viewer thinks and feels about their life and the 

angle they want the viewer to perceive who they are, by not revealing who they are. It is 

doing this act, African people both of the Diaspora and the continent can visually project 

Nommo in a rhetorical sense and utilize Instagram as a ñnot-so-safeò space but a space to 

harvest words manifesting into names and then metamorphosing into actual archetypes 

with associated stereotypes, personas and attributes essentially presenting Instagram as a 

homeplace for Nommo, where we can speak things into visual existence and provide it 

with a visual life-force.  

 This research has provided an African located explanation to show how African 

people speak things into existence through a pictorial representation. The European 

saying ña picture is worth 1000 words,ò limits the narrative to only 1000 words as to 

place a limit on the dialogue on the visual representation of anything. In this study, the 

saying continues to suppress the voices of those in the picture, limits the representation 

being depicted and how that the visual impacts African people in the Diaspora and the 

continent. The collection of this data was not based on knowing who the real non-virtual 

individuals were; as a researcher, I took every picture at face value. In approaching the 

data and the subjects, I stated that there was and is nothing inherently wrong with the 

selected subjects or their picture. The problem lies with the agency-reducing identity 

words with which the subjects chose to align; and how these identity words reduce their 

agency. The problem is grounded in why the subjects of my study and African people of 

the Diaspora and the continent, call themselves and name themselves agency-reducing 

identity words, and why they allow others, and sometimes, welcome others to call them 

agency-reducing identity words. It is problematic that African people use and embrace 
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agency-reducing identity words. It is problematic that they identify with, aid in, generate 

new, and maintain archetypes birthed out of these identity words. The problem is instilled 

in the continuation in the nourishing, feeding, protecting and providing for the life-forces 

of these archetypes created i.e. giving them a safe space within the African community, 

offering them a home place in the African rhetoric, cultivating personas and attributes for 

them i.e. what they like eat, what they like to drink, what brand of clothing do they like to 

wear and what do they like to do for fun.  

This study was an Afrocentric analysis of the names and photographs of African 

men and women on the social media platform Instagram that identified themselves as 

ARIW; and how in doing that, they projected the archetypes associated to said ARIW in 

their photographs.  In addition to what I found by examining the social network platform, 

the creation of new archetypes that could constrict agency creation in a positive way was 

also revealed. The lifeforces that seem to be spoken into existence created a different 

discourse within the African community. Those that identify themselves as ARIW are 

experiencing a type of naming that is casual with limited thought and with limited regard 

for repercussions or understanding what the history is behind their name. These 

individuals are not utilizing Instagram as a medium to communicate and project 

liberation through their language and images; they are using Instagram to embrace and 

partake in a Rhetoric of Negation. Rhetoric of Negation is when oppressed people utilize, 

take, manipulate or form a language that indicates a lack of consciousness, exudes 

aspects of self-hatred and manifest dis-empowering identities. Rhetoric of Negation 

stifles and limits the user and the receiver of those nominal positive expectations. The 

user and the receiver of such communications confine themselves to set identities because 
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they have embraced non-Afrocentric names purposefully. What seems to be accepted by 

the data in the community as expressed by liking, following and co-signing is revealing 

the problem African people of the Diaspora and the continent have with language and 

agency.  

In this research, African people use Rhetoric of Negation to strip each other of 

what is historically and/or culturally embedded in African memory, ritual, and aesthetic. 

The Rhetoric of Negation creates a disempowering influence in the Continental and 

diasporic African community. The people who engaging in this form of communication 

may be doing this for shock appeal or it may represent an aspect of their lives or they 

may be seeking community or trendsetting approval. This appears to be a judgement that 

they make on jaded expectations perhaps encompassed by social media battle against the 

African worldview. Rhetoric of Negation, especially when embraced through a medium 

such as Social Media has the ability to the poison and infect Continental and Diasporic 

African communities with the most anti-communal attitudes such as: greed, envy, vanity, 

narcissism, nilhism, hierarchy, jealousy and gender bending. In conclusion, the findings 

indicate, that the majority of those identifying as an ARIW also project the images and 

embody the archetype associated with the ARIW they identify with.  In the end, we must 

understand that placing and posting suggestive agency reducing images on what is a 

modern contemporary international pictorial universal auction block is an everlasting 

decision because those images exist forever and the identity, as well as its associated 

personas and attributes will live forever as well.  

It would be useful for the African community, both continent and the Diaspora, to 

explore safe spaces that are homeplaces for agency enhancing pictures, languages, and 
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creative expression in order to heal the communitiesô suffering from trauma brought by 

oppressive conditions.  

Results: ARIW & A gency Reduction Formation Theory 
 

In conducting my analysis of the samples, I discovered that the individuals that 

named themselves ñNiggaò did represent and embrace the identity ñNiggaò associated to 

agency reduction. The archetype, persona and personality of the ñNiggaò has and remains 

to be defined and described throughout songs associated to the hip hop and rap genre as 

well as throughout media outlets such as magazines, articles, blogs and vlogs.  The visual 

and physical representation of the archetype, persona and personality of the ñNiggaò is 

presented through music videos associated to the hip hop and rap genre, reality television 

and social media outlets. The majority of those that I observed that named themselves 

ñNiggaò projected the archetype, persona and personality of the ñNiggaò as defined and 

described by the sources indicated prior.   

Most of the individuals expressed both a loyalty to their friends and family 

members and enjoying time with them.  Many of the subjects that identified themselves 

as a ñNiggaò expressed that consuming alcohol and attending parties was also important 

to them.  Aside from togetherness being represented in the majority of their pictures all of 

the subjects, they also: wore streetwear of some kind in the majority of their pictures, 

wore a fitted cap in at least one of their select pictures, had at least one picture expressing 

that they (the subject) either smoked Marijuana (specially blunts), enjoyed Marijuana or 

supported those that smoked and enjoyed Marijuana and as previously mentioned a large 

amount of them drink alcohol, specifically Hennessey Cognac, Champagne, Patron, 
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Dusse, Armand De Brignac (Gold Brut) Gold Ace of Spades, Belaire Rose and Coronas.  

The subjects pictures revealed a common: interest or love for expensive cars, love for or 

making more money and use of hand signs specifically the middle finger expressing 

either that ñThat they donôt give a fuckò or  that  they ñhave zero fucksò about something, 

someone or no one.  The middle finger could represent both a disrespect toward someone 

and exude a confidence about the subject. The pictures did not reveal a common trend in 

occupations of the ñNiggaò subjects however those that did express their lifestyle and 

occupation expressed that they either were a rapper or an ex con (See Appendices B & 

C). 

In conducting my analysis of the samples, I discovered that the individuals that 

named themselves ñBad Bitchò did represent and embrace the identity ñBad Bitchò 

associated to agency reduction. The archetype, persona and personality of the ñBad 

Bitchò has and remains to be defined and described throughout songs associated to the 

hip hop and rap genre as well as throughout media outlets such as magazines, articles, 

blogs and vlogs.  The visual and physical representation of the archetype, persona and 

personality of the ñBad Bitchò is presented through music videos associated to the hip 

hop and rap genre, reality television and social media outlets. The majority of those that I 

observed that named themselves ñBad Bitchò projected the archetype, persona and 

personality of the ñBad Bitchò as defined and described by the sources indicated prior.  

 All  the individuals expressed that they (themselves) were the most important to 

themselves; they were number one, they were to be highlighted, celebrated and 

recognized as important.  Many of the ñBad Bitchò subjects expressed that their friends 

and family were important to them; several expressed that making, obtaining and keeping 
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money was important to them and a few indicated that having or having a love for guns 

was important to them.  All  the subjects that identified themselves as a ñBad Bitchò 

expressed the importance of showing off themselves in their pictures, especially their 

bodies when wearing either a low cut top to show their cleavage or a crop top to show 

their stomachs and/ or waistlines. They also expressed an importance to highlight their 

weaves and the ways they were styled. A few ñBad Bitchò subjects shared expressing that 

drinking alcohol, smoking Marijuana, smoking Hookah, having expensive cars, and 

going to the bar were important them. Most of the ñBad Bitchò subjects did ñthe Butt 

poseò or ñAss poseò in their pictures, many took pictures sticking their tongues out, 

several took pictures either touching their vaginas, doing ñkissyò or ñduckò lips, and 

putting up their middle finger once again conveying the message that ñthey donôt give a 

fuckò or that they ñhave zero fucksò  about something, someone or no one.  The middle 

finger could represent both a disrespect toward someone and exude a confidence about 

the subject. Unlike the ñNiggaò archetype, the ñBad Bitchò loves to be noticed, loves to 

take pictures, have her picture taken and especially loves to take pictures of herself.  Most 

of the ñBad Bitchò subjects had iPhones, and the majority of the type of pictures that 

were on their accounts were selfies, a few utilized the collage filter and their mirrors to 

take full body pictures.  The pictures did not reveal a common trend in occupations of the 

ñBad Bitchò subjects however those that did express their lifestyle and occupation 

expressed that they were Weaveologists, Entrepreneurs or worked blue collar jobs (See 

Appendices B & C). 
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In conducting my analysis of the samples, I discovered that the male individuals 

that named themselves ñSavageò did represent and embrace the identity Savageò 

associated to agency reduction. The archetype, persona and personality of the ñSavageò 

has and remains to be defined and described throughout songs associated to the hip hop 

and rap genre as well as throughout media outlets such as magazines, articles, blogs and 

vlogs.  The visual and physical representation of the archetype, persona and personality 

of the ñSavageò is presented through music videos associated to the hip hop and rap 

genre, reality television and social media outlets. Most of those men that I observed that 

named themselves ñSavageò projected the archetype, persona and personality of the 

ñSavageò as defined and described by the sources indicated prior.   

Most of the male individuals expressed both a loyalty to their friends and family 

members and enjoying time with them.  Many of the male subjects that identified 

themselves as a ñSavageò expressed that: smoking Marijuana via blunts, carrying a gun 

and/ or having or making lots of money was also important to them.  Aside from 

togetherness and displaying their friendships being represented in most of their pictures 

all the subjects, they also: shared the love celebrating, partying and drinking alcohol 

specially Hennessey Cognac and partaking in Syrup or Lean. Many wore streetwear of 

some kind in many of their pictures and wore a backward hat in at least one of their select 

pictures. The subjectôs pictures revealed a common interest or love for expensive and 

classic cars. Males that identified themselves as ñSavagesò unlike those that identified 

themselves as ñNiggasò expressed an enjoyment in having their picture taken and taking 

picture of themselves, all the male ñSavageò subjects posed in some way for their 

pictures and the majority of the pictures on their accounts were selfies.  The male 
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ñSavageò subjects used hand signs specifically the middle finger expressing either that 

ñThat they donôt give a fuckò or that they ñhave zero fucksò about something, someone or 

no one, in their pictures. The pictures did not reveal a common trend in occupations of 

the male ñSavageò subjects (See Appendices B & C). 

In conducting my analysis of the samples, I discovered that the female individuals 

that named themselves ñSavageò did represent and embrace the identity ñSavageò 

associated to agency reduction. The archetype, persona and personality of the ñSavageò 

has and remains to be defined and described throughout songs associated to the hip hop 

and rap genre as well as throughout media outlets such as magazines, articles, blogs and 

vlogs.  The visual and physical representation of the archetype, persona and personality 

of the ñSavageò is presented through music videos associated to the hip hop and rap 

genre, reality television and social media outlets. Most of the females I observed that 

named themselves ñSavageò projected the archetype, persona and personality of the 

ñSavageò as defined and described by the sources indicated prior.   

All the female ñSavageò individuals expressed that they (themselves) were the 

most important to themselves; much like the subjects that identified with being a ñBad 

Bitchò the female ñSavageò subjects expressed that they were number one, they were to 

be highlighted, celebrated and recognized as important.  Only a few of the female 

ñSavageò subjects expressed that their friends were important to them and even less 

expressed that their family was. All the female subjects that identified themselves as a 

ñSavageò expressed the importance of showing off themselves in their pictures, 

especially their bodies when wearing either a midriff top or crop top to show their 

stomachs and/ or waistlines.  A few female ñSavageò subjects had going out to a club, 
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lounge or bar either alone or with friends, preferably in a female group (girl gang) in 

common as important them. All the female ñSavageò subjects did ñthe Buttò pose or 

ñAssò pose in their pictures along with the ñlooking over to look back at the cameraò 

pose, and many took pictures sticking their tongues out. Similar to the male ñSavageò 

subjects the female ñSavageò subjects loved to have her picture taken and especially 

loved to take pictures of herself; the majority of the type of pictures that were on their 

accounts were selfies, a lot utilized their mirrors to take full body pictures and a few 

utilized the collage filter. The pictures did not reveal a common trend in occupations of 

the female ñSavageò subjects however those that did express their lifestyle and 

occupation expressed that they were Bartenders, Strippers or Singers (See Appendices B 

& C). 

In conducting my analysis of the samples, I discovered that the individuals that 

named themselves ñTrap Queenò did not represent and embrace the identity ñTrap 

Queenò associated to agency reduction. The archetype, persona and personality of the 

ñTrap Queenò has and remains to be defined and described throughout songs associated 

to the hip hop and rap genre as well as throughout media outlets such as magazines, 

articles, blogs and vlogs; however the ñTrap Queenò has not had a consistent definition or 

description through these mediums and has evolved over time to fit popularity or 

contemporary scenes. The visual and physical representation of the archetype, persona 

and personality of the ñTrap Queenò is presented through music videos associated to the 

hip hop and rap genre, reality television and social media outlets; however the visual 

representation of the ñTrap Queenò has not been consistent and has changed and evolved 

over time due to politics, socio economic status, and regions. The majority of those that I 
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observed that named themselves ñTrap Queenò either projected aspects of a variation of 

the archetype, persona and personality of the ñTrap Queenò as defined and described by 

the sources indicated prior or nothing at all.    

All of the individuals expressed that their family, highlighting their children, were 

the most important thing to them, and many of the ñTrap Queenò subjects expressed that 

their female friends were also very important to highlight; unlike the ñBad Bitchò and 

female ñSavageò subjects, the ñTrap Queenò subjects did not address, acknowledge or 

showcase themselves as important. Aside from togetherness, all the subjects that 

identified themselves as a ñTrap Queenò did showing off their bodies by wearing crop 

tops and midriffs to show their stomachs and/ or waistlines; many of the subjects had 

pictures wearing only a brasserie and others in a bathing suits and a few pictures showed 

the subjects cleavage. They also expressed an importance to highlight their protective 

styles whether it was weaves, braids, extensions, faux locks, or Senegalease twists. A few 

ñTrap Queenò subjects had drinking alcohol specially Smirmoff, being in love, kissing, 

having money in common as important them. Most of the ñTrap Queenò subjectsô 

pictures were of them sticking their tongues out, doing ñkissyò or ñduckò lips, and a few 

were ñButtò or ñAssò poses.  Like the ñBad Bitchò and female ñSavageò subjects, the 

ñTrap Queenò subjects loved to have their picture taken and especially loved to take 

pictures of herself.   Most of the type of pictures that were on their accounts were selfies, 

a few utilized the collage filter, and some were laying down.  The pictures did not reveal 

a common trend in occupations of the ñTrap Queenò subjects however those that did 

express their lifestyle and occupation expressed that they were Nurses, Strippers or 

Cosmetologist (See Appendices B & C). 
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Limitations 
 

There are several limitations to this study. it is a function of social media. Social 

media reveals that not all the African people of the Diaspora or the continent are 

knowledgeable of African or Diasporic African history and/or culture. Instagram is a 

popular medium, but it changes and fluctuates based on the interests of its users. A 

limitation unique to social media is that as researcher, I do not know my subjects and 

may never know them, so the research can then be of observation and reflecting 

representation and not about interviewing, questioning and interacting. Another limitation 

to this study is that it was only limited to a social media platform and a specific one, 

Instagram, it did not include or utilize any other one or all of them. It did not include all 

the communications of all African people whether from the continent or the Diaspora. 

There are various forms of communications and communal discourse that provide a space 

for Continental and Diasporic African rhetoric as well as have space for Rhetoric of 

Negation such as Sunday service at a Baptist church, a hair salon, a barber shop, a spoken 

word, as well as in dance, music and film; each space would discuss or conduct this study 

differently as well as this data does not discuss the narrative of those spaces.  

Solutions: Wrestling With the Challenges 
 

The African person who uses ARIW tells something about their location to the 

African worldview. If an African person uses ARIW to name themselves or others and is 

using those names to define that person, they are culturally or psychologically dislocated. 

Asante states that the dilemma of African people is that their choice in using and 

embracing the language of white racists as African language with no regard to our 

historical circumstance, is to choose enslavement. Unless we reflect on the terms we use, 
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we may continue to use terms that encapsulate us, distort our historical reality, cloud our 

own minds, and render us impotent in the face of psychological, political or cultural 

challenges. Africans must seek agency to understand the source and motivation of 

themselves. If agency cannot be established or is deliberately given up, then one is 

witnessing the results of the psychological chains of enslavement. The ways in which 

Africans express agency linguistically or explore it culturally depend to a great degree on 

their fundamental approaches to social and political realities. This source is the Africanôs 

collective cognitive will that which may be characterized as a spiritual and intellectual 

vision by which Africans are linked to other Africans and thrive toward the direction of 

cultural liberation. Afrocentricity, fidelity to this ñwill to liberationò is interpreted as 

being ñimperative.ò Asante states,  

The communal cognitive will is the overwhelming power of a group of people 

thinking in the same direction. It is not unity in the traditional sense of a group of 

people coming together to achieve a single purpose, it is a full spiritual and 

intellectual commitment to a vision which constitutes the (communal) cognitive 

imperative (Asante 1987, 177-178) 

 

The healing lies within the construction of a new protected safe home place to create this 

connection and location for the located African narrative. It is possible to see that 

Africans may need to conceive and go through the gestational period and process of new 

agency producing identities.  
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This process could involve several steps. For example,  

¶ Abandoning agency-reducing identity words of the past (i.e. get Mammieôs off 

pancake boxes and cans of collard greens, Uncle Tom and Uncle Remus of Boxes 

of Rice and Cream of Wheat) 

¶ Eliminating agency-reducing identity words of the present (not liking those that 

continue to speak negativity into existence through social media, by protesting the 

projection of negating hip hop, offending celebrities, and disregarding certain 

reality television programs, in effect, cutting off the oxygen of negativity.  

¶  Controlling African digital spaces by preventing the expansion of agency-

reducing identity words in digital spaces through hashtags and handles. In this 

way, Africans can make them healthy mediums for vulnerable conversations as 

well as home place for only empowerment and upliftment.  

¶ Challenging viewers who add to the ratings of these shows that project agency 

reducing images and contribute to stereotypes and misrepresentations.  

¶ Africans should seek to change the rhetoric of negativity in order to embrace our 

classic cultural position by practicing self-care for selves and others, including 

speaking to and about each other respectfully. This is the meaning of the ancient 

concept of Maat.  

 

Recommendations For Future Research 
 

Through naming, African people can rename themselves and obtain new identities 

by creating names that result in agency enhancing and examining ways to escape 

oppressive non-liberating conditions. They do not have to embrace a virtual mental 

imprisonment. Language should be a tool used for and aimed toward liberation of 

oppressed people. The effect of African people participating in anti-liberating language is 

defeatism. Afrocentricity requires an epistemological reconceptualization that allows for 

empowerment of people through resignification and reclamation of words. This means 

that future studies should concentrate on the use of language for empowerment, what it 

means to be empowered, and how African people can avoid defeat their own historical 

consciousness. Studies should be undertaken about how the languages of how dis-agency, 

dis-identity, dislocation and disconnection to ancestors can be combative. An African 

identifying him or herself with ARIW suggests disconnection from ancestors (Asante 
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1987, 17)  

They are dislocated and have lost sight of themselves during both pseudo 

empowerment and European decadence and madness, thus being extremely 

difficult for African people to orient their lives in an actual positive, mentally 

healthy, liberating and constructive manneréIt contributes to the on-going 

enterprise of conceptual distortion and invasion, leading to widespread confusion 

of who we are as African people, and ultimately, ñmental incarceration.ò 

(Mazama 2003, 3) 

When an African justifies the use of the name Uncle Tom, to call out another 

African for betraying or turning their back on the African community or just not ñbeing 

down for the causeò it is still an example of offending our ancestors, because it is using 

the language of the oppressor to oppress a member of the African community. It is 

utilizing the names that Europeans placed on our ancestors, to mimic, mock and justify 

enslaving them. More importantly, African people reclaiming these terms as positive, 

does not neatly coincide with African philosophy about words and names.  This study 

was not about the real people, their intent, or claiming they were wrong when they used 

ARIW in their bio. It is about identifying the terms as ARIW and how those words 

reduce the agency of African people.  This study recognized both the representation and 

the misrepresentation of a marginalized group. Future studies should also explore if there 

is a difference between the virtual lives and real lives of those African people that 

identify as ARIW.  That research could explore if  these people are projecting these 

archetypes on purpose or if that is their reality to live as the archetype associated to the 

ARIW they identify with. Further studies could explore if the images posted on social 

media especially Instagram of those that identify as ARIW are real representations of the 

individuals.   
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APPENDIX A  

HIP HOP LYRICS 

ñNiggaò Lyrics 

 

YG Lyrics 

 

"My Nigga (Remix)"  

(feat. Lil Wayne, Meek Mill, Rich Homie Quan & Nicki Minaj)  

[YG]  

I'm talkin 'bout puttin' on, ridin' out; Glocks in my ma's house 

Front you with that work (I done fronted niggas work - OH-OHHH~!) 

You say you want that head up but we don't fight fair brah 

Catch you slippin' from your backside, they knock you out 

Ace gon' stomp you out then Buddah gon' stomp you out 

(Has momma ever see you with a busted eye and busted mouth?!) 

Nine milli pokin' out, fo-fizzy pokin' out 

Death Row days, show you what this West Coast about 

[Lil Wayne] 

I'd die for my motherfuckin' nigga 

Jump in front a bullet for my motherfuckin' nigga 

On the stand I'd lie for my motherfuckin' nigga 

Rob a bank, I'd drive for my motherfuckin' nigga 

Real talk, I don't really fuck with too many niggas 

Cause niggas drop a dime on you like a couple nickels 

I be laughin' to the bank like the fuckin' money tickle 

Drivin' somethin' that you ain't, top boss, suck a nipple 

And I never put a ho before my bro, don't beef over no hoe 

And my niggas sell them keys if you can't open your door 

Hope you buy for my motherfuckin' niggas 

When it rains it pours, it's dry for me and my fuckin' niggas, he-heh 

I kill for my motherfuckin' niggas 

Vice versa, eyes red from the kush I blew white person 

Got my middle finger on the trigger and with my little finger to you niggas 

I swear it's fuck all y'all niggas... except my niggas 

OWW~! 

[Chorus - Rich Homie Quan (Wayne & Rich Homie):] 

I said that I'm a ride for my motherfuckin' nigga (Tunechi!) 

Most likely I'm a die with my finger on the trigger 

I've been grindin outside all day with my niggas 

(And I ain't goin' in unless I'm with my nigga) 

(My nigga, my nigga...) 

(My nigga, my nigga) My motherfuckin' niggas! 

(My nigga, my nigga) My nigga, my nigga 

My nigga, my nigga - yeah... 

[Meek Mill]  
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Ohh! I done spent a million dollars on my motherfuckin' niggas (stacks) 

You catch me out Chicago with them motherfuckin' hittas (stacks) 

Call in RondoNumbaNine, Lil Durk will bring the trigger (Durk!) 

And when we on that lean, we ain't fuckin' with the liquor (no) 

I'm a buy a hundred bottles just to give it to the bitches (to the bitches) 

... She keep likin' all my pictures 

Cause she see the way I ball, how my wrist and that be lit up 

Catch you at the red light, have 'em screamin' "Can't get up!" (YOU CAN'T) 

Same nigga from the bottom, ain't a damn thing change 

C-C-Catch me out in Collins screamin' "Money ain't a thang" 

In a red Mulsanne,  

 

lookin' like I claim blood 

And if homie ain't my homie then I know it ain't love 

Screamin' out "4 Hunnid!" YG that's my nigga (my nigga) 

Cause I been in the field life on the line with' him (line with' him) 

And if it's really good, why I prolly die with' 'em (die with' 'em) 

Cause when I need the choppers, I just tell Tock hit 'em - WHOA~! 

[Chorus] 

[Nicki Minaj]  

I-I-I-I-I-I-I-I-I just got 250 thousand dollars for a verse, nigga 

I-I don't know, is it me or it's your thirst, nigga? 

You nig, you niggas ain't got no joints 

Like a injured Chris Paul, you ain't got no point 

I just come through with a couple bossy bitches 

They get money too, they some "don't cross me bitches" 

Flossy bitches, Sergio Rossi, bitches 

And if we at the game then it's floor seat, bitches! 

I-I-I-I-I-I-I-I-I ride for my bitches 

I'm so fuckin' rich I cop rides for my bitches 

Dollar menu fries, apple pies, out the bitches 

I drop a freestyle and get a rise outta bitches; bitches, my bitches 

I need a nigga with some Diff'rent Strokes - Todd Bridges 

Shout out to my MAIN bitches and my side bitches 

Need a nigga with some good neck - ostriches 

... My niggas 

[Chorus] 

[Nicki Minaj - over Chorus] 

New York to Compton 

Got YG with me so don't get stomped in, uh-huh 

Y'all know who the fuck it is 

See I done preheated my oven to 350 degrees, BITCH~! 

And when you come out, it's gon' burn you bitches like 

You better get your motherfuckin' oven mitt, BITCH~! 

{"Mustard on the beat, ho~! "} HA-HAAAAA!  

www.azlyrics.com/lyrics/yg/myniggaremix.html 
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Nas Lyrics 

 

"Live Nigga Rap"  

(feat. Mobb Deep) 

[gun blast] 

[P] I shot the motherfucker back 

[H] Right out the ass son 

[P] For niggaz don't know how to act 

[H] What the deal son 

[P] I shot the motherfucker back 

[H] No doubt son 

[P] For niggaz don't know how to act 

[Prodigy] 

Yo NYC, U-N-I-verse, se-riously 

Havoc and P, Queens niggaz so it seem to be 

Monopolize, strategies of war, exercise, mega 

Got word back from Noreaga 

The D.A. got video cassette taper 

The God with the God-U-Now, pullin a caper 

Runnin up in the spot, mask and duct taped up 

Pig tied they motherfuckin wrists to they ankles 

I been through, crime shit my niggaz in-to 

Peep the issue situation like this, we stickin him too 

JFK on our way to L.A. 

Got links with big cats down to Santa Barbre (Barbara) 

My crew do it the Mobb way, everyday 

Crime pay, who wanted gunplay? Drill me 

Niggaz kill me, thrillin me, you wanna look? 

Peep the nine milli, now undress, you know the drill-y 

Niggaz suspect, weak links pose threats, I have yet 

to met challenger who go against my set 

Gem stars razor sharp like Gilette, shavin closely on 

any character approach me 

I let the streets get the best of me, infamy, my destiny 

While cat burg-lars tryin to sneak peep the recipe 

Inside my rap cookbook, paragraphs is gourmet 

You pay about $5,000 a plate 

[Havoc] 

No doubt kid, I hit them niggaz like a bid 

The prosecutor, runnin up in your crib 

Do your dirt, I do my dirt all by my lonely 

It's only me, and the gat that's holdin me 

We got it locked beyond measure, the click's under pressure 

Extort you for your treasure smack you with the undresser 

Represent your click, go ahead, get that ass whipped 
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(Floatin in the river with your body wrapped in plastic) 

Wannabe thug, get smacked for back talkin 

QB represent fuck that, it can happen 

While you rappin, I'm busy tryin to sneak the gat in 

Could tear men, cut the party while you jammin 

We think smarter, reach harder, got the 44 

Bodyguard of somethin you don't want a part of 

If I was you, then I would do what I have to 

But you ain't me, you hesitated so I clapped you 

Then stepped off casually, naturally me 

[Nas] 

Niggaz thinkin shit sweet, I carry big heat 

Wavy hair chipped teeth, up in this bitch deep 

Queens murder clicks meet, yellow tapes on black gates 

Mediterranean, projects is like Kuwait 

I escape into zones, that's irregular 

Why debate on a phone, I'm solar cellular 

Escobar 600, you just a crumb inside a world 

where the rich run it, curriculum of a mathologist 

Deep throats, they try to swallow this 

Anthropologists, dynasties of great knowledgists 

I preserve in my dome, niggaz mics is full of silicone 

Spot's blown, guerilla ice on this killer's life 

I put my word on it 

Now you can sleep on or rock a swerve on it 

Nas is menage a trois' on Mount Aire lodges 

We like a smooth fam', but rougher than how DeBarge is 

Catchin charges, of marksmen, livin heartless 

Grab a cartridge, cock my shit on some Mobb shit 

We mobbin, puttin niggaz in mausoleums 

From Queens cross the Throsnic, heads bop, I see 'em 

from queens cross to throgsneck heads nod 

[Chorus: Prodigy (3X)] 

For niggaz don't know how to act 

To all my niggaz on the block slangin crack 

Rest in peace to my niggaz layin on they back 

To all the niggaz who bust gats (live nigga rap) 

[H] If youse a live nigga 
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Bobby Shmurda Lyrics 

 

"Hot Nigga"  

(Jahlil Beats Holla at me) 

In Chewy, I'm some hot nigga 

Like I talk to Shyste when I shot niggas 

Like you seen 'em twirl then he drop, nigga 

And We Keep them 9 millis on my block, nigga 

And Monte Keep it on him, he done dropped niggas 

And Trigger he be wilding, he some hot nigga 

Tones known to get busy with them Glocks, nigga 

Try to run down and you can catch a shot, nigga 

Running through these checks till I pass out 

Your shorty gave me neck till I pass out 

I swear to God, all I do is cash out 

And if you ain't a hoe, get up out my trap house 

I been selling crack since like the 5th grade 

Really never made no difference what the shit made 

Jaja taught me flip them packs and how to maintain 

Get that money back and spend it on the same thing 

Shorty like the way that I ball out 

I be getting money 'til I fall out 

You talking cash dog, I goes all out 

Shorty love the way that I floss out 

Free Greezy though, let all of my dogs out 

Mama said no pussy cats inside my dog house 

That's what got my daddy locked up in the dog pound 

Free Phantom though, let all of my dogs out 

We gon' pull up in that hooptie like we cops on 'em 

With M16s, we gon' put some shots on em' 

I send a lil' thot to send the drop on em' 

She gon' call me up and I'm a sick the hots on 'em 

Grimey savage, that's what we are 

Grimey shooters dressed in G-Star 

GS9, I go so hard 

But GS for my gun squad 

And bitch if there's a problem we gon' gun brawl 

Shots popping 'out the AR 

I'm with Trigger, I'm with Rasha, I'm with A-Raw 

Broad daylight and we gon' let them things bark 

Tell them niggas free Meeshie, hoe 

Someway, Free Breezy, hoe 

And tell my niggas, Shmurda teaming, hoe 

Mitch caught a body about a week ago 
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Fuck with us and then we tweaking, hoe 

Run up on that nigga get to squeezing, hoe 

Everybody catching bullet holes 

Niggas got me on my bully yo 

I'm a run up, put that gun on 'em 

I'm a run up, go dumb on 'em 

Niggas got me on that young shit 

Got me on that go dumb shit 

Got me on that go dumb shit, man 

Trap mode in this motherfucker, hotter than a bitch 

Ayo, pour up, I need some more drinks 
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Jay-Z and Kanye West Lyrics 

 

"Niggas In Paris"  

[Chazz Michael Michaels:] We're gonna skate to one song and one song only. 

(Ball so hard muhfuckas wanna fine me) 

[Jay-Z:] 

So I ball so hard muhfuckas wanna fine me 

first niggas gotta find me 

What's 50 grand to a muhfucka like me 

Can you please remind me? 

Ball so hard, this shit crazy 

Y'all don't know that don't shit phase me 

The Nets could go 0-82 and I look at you like this shit gravy 

Ball so hard, this shit weird 

We ain't even supposed to be here, 

Ball so hard, since we here 

It's only right that we be fair 

Psycho, I'm liable to go Michael 

Take your pick, Jackson, Tyson, Jordan, Game 6 

Ball so hard, got a broke clock, Rolleys that don't tick tock 

Audemars that's losing time, hidden behind all these big rocks 

Ball so hard, I'm shocked too, 

I'm supposed to be locked up too 

you escaped what I've escaped 

You'd be in Paris getting fucked up too 

Ball so hard, let's get faded, Le Meurice for like 6 days 

Gold bottles, scold models, spillin' Ace on my sick J's 

So ball so hard, bitch behave, just might let you meet Ye, 

Chi towns D. Rose, I'm movin' the Nets to BK 

[2x] 

Ball so hard muhfuckas wanna fine me 

That shit cray [3x] 

[Kanye West:] 

She said Ye can we get married at the mall? 

I said look you need to crawl 'fore you ball 

Come and meet me in the bathroom stall 

And show me why you deserve to have it all 

Ball so hard 

That shit cray (that shit cray), ain't it Jay? 

Ball so hard 

What she order (what she order), fish filet 

Ball so hard 

Your whip so cold (whip so cold), this old thing 
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Ball so hard 

Act like you'll never be around motherfuckers like this again 

Bougie girl, grab her hand 

Fuck that bitch she don't wanna dance 

Excuse my French but I'm in France (I'm just sayin') 

Prince William's ain't do it right if you ask me 

'Cause I was him I would have married Kate and Ashley 

What's Gucci my nigga? 

What's Louis my killa? 

What's drugs my deala? 

What's that jacket, Margiela? 

Doctors say I'm the illest 

'Cause I'm suffering from realness 

Got my niggas in Paris 

And they going gorillas, huh! 

[(Chazz Michael Michaels) Jimmy MacElroy:] 

I don't even know what that means. 

(No one knows what it means, but it's provocative) 

No, it's not, it's gross 

(It gets the people going!) 

[Jay-Z:] 

Ball so hard muhfuckas wanna fine me 

Ball so hard muhfuckas wanna fine me 

[Kanye West:] 

You are now watching the throne 

Don't let me get in my zone [3x] 

These other niggas is lyin' 

Actin' like the summer ain't mine 

[Jay-Z:] 

I got that hot bitch in my home 

[Kanye West:] 

You know how many hot bitches I own? 

Don't let me get in my zone [4x] 

The stars is in the building 

They hands is to the ceiling 

I know I'm bout to kill it 

How you know, I got that feeling 

You are now watching the throne 

Don't let me into my zone [2x] 

[Jay-Z and Kanye West:] 

I'm definitely in my zone 
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Snoop Dogg Lyrics 

 

"Down 4 My Niggas" 

(feat. C-Murder, Magic)  

[C-Murder] 

Fuck them niggas, ha ha. 

Fuck them other niggas cause I'm down for my niggas, what 

Fuck them other niggas cause I'm down for my niggas, what 

Fuck them other niggas, I ride for my niggas, what 

I die for my niggas, fuck them other niggas, what 

Fuck them other niggas cause I'm down for my niggas, what 

Fuck them other niggas cause I'm down for my niggas, what 

Fuck them other niggas, I ride for my niggas, what 

I die for my niggas, fuck them other niggas 

Bitch I'm down for No Limit, I ride for the cause 

I'm the nigga on the tank with the big fuckin balls 

And if anybody fuck with Snoop Doggy Dogg 

I'm a make these niggas put his name on the wall 

And everywhere I go I got Mr. Magic here 

Because I know that nigga don't care 

He'll have that red shit pourin out your hair 

Nigga, any fuckin time nigga, any fuckin where 

Make 'em bleed is thve motto that I live by 

If you fuck with me it's a must you die 

Them niggas might goin run but them niggas can't hide 

It's like shootin yourself, it's a suicide 

KLC rock the beat, hittin hard like dirt 

Niggas in the Nolia know him as Big Hurt 

Just like Soulja Slim he'll put you in the dirt 

And have your picture on front of a t-shirt 

And when I make moves I got a hundred niggas with me 

Just incase a nigga out there tryin 'a get me 

All my niggas is down to squeeze the trigger 

That's why I'm down for my motherfuckin niggas 

Fuck them other niggas cause I'm down for my niggas, what 

Fuck them other niggas cause I'm down for my niggas, what 

Fuck them other niggas, I ride for my niggas, what 

I die for my niggas, fuck them other niggas, what 

Fuck them other niggas cause I'm down for my niggas, what 

Fuck them other niggas cause I'm down for my niggas, what 

Fuck them other niggas, I ride for my niggas, what 

I die for my niggas, fuck them other niggas 
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[Magic] 

What you aint heard why I ride for these niggas, I die for these niggas 

Do a drive by with my forty five cause I'm down with these niggas 

Snoop Dogg and Bossalinie 

Don't shoot now nigga just call me when you need me 

Believe me, I never bite the hand that feed me 

Just point them niggas out and I'll leave em all on the street bleeding 

Bitch you fuckin with a grown man 

How I'm gonna ax you in your own house and bury you in your own land 

See the cops is scared to come and get me 

But I don't blame em cause they know I got a bunch of thug niggas with me 

Lookin for trouble, starting shit 

I'm ridin solo and I'm bustin and gettin rid of your dick 

See your boys ain't bout beefing 

When you fuckin with niggas that'll definately get you internal sleep 

But if you didn't get the fuckin picture 

[Gunshots] Bitch I'm down for my niggas 

[C-Murder] 

Fuck them other niggas cause I'm down for my niggas, what 

Fuck them other niggas cause I'm down for my niggas, what 

Fuck them other niggas, I ride for my niggas, what 

I die for my niggas, fuck them other niggas, what 

Fuck them other niggas cause I'm down for my niggas, what 

Fuck them other niggas cause I'm down for my niggas, what 

Fuck them other niggas, I ride for my niggas, what 

I die for my niggas, fuck them other niggas 

[Snoop Dogg] 

What niggas, them niggas, yeah dawg, you with it 

No problem, let's get em, do em, I did em 

We gettin nutty in this motherfucker (nutty in this motherfucker) 

I got my buddy in this motherfucker, leavin a nigga bloody in this 

motherfucker 

We in the cutty motherfucker 

You done done it, you must, you got it coming motherfucker 

Some of these niggas is bitches too 

And some of these niggas look just like you 

Well, where I'm from we like to ride on foes 

Do it from the shoulders or do it from the tools 

I do my dirt all by my lonely (all by my lonely) 

C-Murder and Magic, hell yeah them my motherfuckin homies 

Solo shit get thick and call me 

And niggas wanna act like they wanna get with Snoop Doggy 

Lemme let you niggas know (what's up) 

Shit, fuck what you goin through and fuck what you stand for 

[C-Murder] 

Fuck them other niggas cause I'm down for my niggas, what 
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Fuck them other niggas cause I'm down for my niggas, what 

Fuck them other niggas, I ride for my niggas, what 

I die for my niggas, fuck them other niggas, what 

Fuck them other niggas cause I'm down for my niggas, what 

Fuck them other niggas cause I'm down for my niggas, what 

Fuck them other niggas, I ride for my niggas, what 

I die for my niggas, fuck them other niggas 
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Jay-Z Lyrics 

 

"Jigga My Nigga"  

(feat. Amil) 

Roc-A-Fella, Ruff Ryders, Swizz Beats 

It's almost over y'all 

Jigga, how real is that? 

Uhh, uhh, uhh, lights out niggaz! 

[Chorus: Jay-Z (and Amil)] 

(Jigga) What's my motherfuckin name? 

(Jigga) And who I'm rollin with huh? 

(My niggaz) Uh-huh-uh-uhh-uhh-uhh 

Niggaz better get it right, bitches better get it right, WHO? 

(Jigga) What's my motherfuckin name? 

(Jigga) And who I'm rollin with huh? 

(My niggaz) Uh-huh-uh-uhh-uhh-uhh 

Niggaz better get it right, bitches better get it right 

[Jay-Z] 

Yeah.. yeah.. 

From the crap tables down in A.C. 

back on the block Jay-Z motherfucker from the, the, the Roc 

Went solo on that ass but it's still the same 

Brooklyn be the place where I serve them thangs 

B. my niggaz was strugglin, to the 'burbs they came 

And then we got to hustlin, murderin thangs 

I dipped in my stash, splurged on a chain 

Now I'm Titanic, Iceberg's the name 

Leave players on injured reserve, hurt the game 

The best way to describe me in a word, insane 

I dick down chicks all emerged in my fame 

Jigga been dope since Slick Rick's first chain 

The God, send you back to the earth from which you came 

I'm baking soda, waterfire, merged with 'cane 

Ladies don't know me said, "I heard he's vain" 

Well guess what mami? I heard the same 

You heard the name 

[Chorus] 

[Jay-Z] 

Yeah, uhh, I got a 

license to kill so I stare at the gat 

Roc-A-Fella, Ruff Ryders, niggaz scared of that 

Got a new motto this year, "Don't Fuck With My Ones" 

Knock on your door, three in the mornin, 

"It's just us and the guns!" 

See I scrambled with priests, hustle with nuns 

I got the, mind capacity of a young Butch Cassidy 
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Niggaz get fly, let em defy gravity 

Fo'-five rapidly lift your chest cavity 

Streets won't let me chill 

Always been a clumsy nigga, don't let me spill 

Muh'fuckers wanna wet me still, I remain y'all 

more than one, like five divided by four 

Shit, this just the hate that's been provided by y'all 

Reciprocated and multiplied by more 

You likely to see Jigga in a widebody or 

drop-top Bentley Azure, holla at me y'all 

Uh 

[Chorus] 

[Jay-Z] 

I don't give a fuck 

if I sold one or one million, but I think you should 

Cause if I only sold one, then out comes the hood 

All black in the club, the outcome ain't good 

Them niggaz act like wolves, how come? They could 

Cause we don't drop hits, we drop bombs that smash 

Til  the wrists is lit up, the arm looks like glass 

The necklace chipped up, the charm it flash 

Could fuck up your eyes like the bombest hash 

See the reason why chicks let me palm they ass 

All I gotta do is let em call me Shawn de'Glass 

Let me sit up in they whip til I launch it back 

Snap they neck, then shoot em til they arch them back 

The calmest cat, trust me when I palm this gat 

Kill your mind, body and soul, push your conscience back 

Monster's back, and Flex drop a bomb to that 

And e'rybody sing-a-long to the track, c'mon 

Uh-huh uhh uhh 

[Chorus: Jay-Z (and Amil)] 

(Jigga) What's my motherfuckin name? 

(Jigga) And who I'm rollin with huh? 

(My niggaz) Uh-huh-uh-uhh-uhh-uhh 

Niggaz better get it right, bitches better get it right, WHO? 

(Jigga) What's my motherfuckin name? 

(Jigga) And who I'm rollin with huh? 

(My niggaz) Uh-huh-uh-uhh-uhh-uhh 

Niggaz better get it right, bitches better get it right, WHO? 

(Jigga) What's my motherfuckin name? 

(Jigga) And who I'm rollin with huh? 

(My niggaz) Uh-huh-uh-uhh-uhh-uhh 

Niggaz better get it right, bitches better get it right, WHO? 

(Jigga) What's my motherfuckin name? 

(Jigga) And who I'm rollin with huh? 
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(My niggaz) Uh-huh-uh-uhh-uhh-uhh 

Niggaz better get it right, bitches better get it right.. 

(Jigga) ... 

https://www.azlyrics.com/lyrics/jayz/jiggamynigga.html 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

https://www.azlyrics.com/lyrics/jayz/jiggamynigga.html


241 

 

 

Nipsey Hussle Lyrics 

 

ñRap Niggasò 

I ain't nothing like you fucking rap niggas 

Hussle man a shooter that's a fact, nigga 

Thirty-two extendos in my MAC, nigga 

Spend a thousand on some t-shirts up at Saks, nigga 

I ain't nothing like you fucking rap niggas 

Hussle man a shooter that's a fact, nigga 

Thirty-two extendos in my MAC, nigga 

Spend a thousand on some t-shirts up at Saks, nigga 

V12s in the vallet, black on black, nigga 

Ese in the Valley do my tats, nigga 

White boy in Manhattan, pay my tax, nigga 

Drive out to the Hamptons to relax, nigga 

I stopped smoking weed, then I relapse, nigga 

Traveled 'round the world, then I came back, nigga 

Worth a couple a million, that's a fact, nigga 

But I am nothing like you fucking rap niggas 

I own all the rights to all my raps, nigga 

German plates with sheepskin on my mats, nigga 

Murder rate increasing if I snap, nigga 

Ain't no hanging out, we take y'all off then double back, nigga 

Open trust2 account deposit racks, nigga 

Million dollar life insurance on my flesh, nigga 

Beamer's, Benz, Bentley's or a Lex, nigga 

Ferrari's and them Lambo's that's what's next, nigga 

I ain't nothing like you fucking rap niggas 

Hussle man a shooter that's a fact, nigga 

Thirty-two extendos in my MAC, nigga 

Spend a thousand on some t-shirts up at Saks, nigga 

I ain't nothing like you fucking rap niggas 

Hussle man a shooter that's a fact, nigga 

Thirty-two extendos in my MAC, nigga 

Spend a thousand on some t-shirts up at Saks, nigga 

AMG Mercedes, back to back, nigga 

Chopper to his face now that's a wrap, nigga 

The streets talk and that's a rat nigga 

Yo' P.O. call you up, look that's a trap, nigga 

Beat that case that was that, nigga 

Told the world look I'm back, nigga 

Signed my deal, then I crack, nigga 

They folded, so I left, nigga 

Can't no motherfucker tell me shit, nigga 

We the No Limit of the West, nigga 
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Percy Miller at his best, nigga 

Jigga with the Rollie and the vest, nigga 

Acne jeans and Giuseppes, nigga 

Serving fiends off the steps, nigga 

Murder sprees for the set, nigga 

All facts, ain't no mothafucking threat, nigga 

I ain't nothing like you fucking rap niggas 

Hussle man a shooter that's a fact, nigga 

Thirty-two extendos in my MAC, nigga 

Spend a thousand on some t-shirts up at Saks, nigga 

I ain't nothing like you fucking rap niggas 

Hussle man a shooter that's a fact, nigga 

Thirty-two extendos in my MAC, nigga 

Spend a thousand on some t-shirts up at Saks, nigga 
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Future Lyrics 

 

"Move That Dope"  

(feat. Pharrell Williams, Casino & Pusha T) 

[Intro: Pusha T] 

Real dope dealer forreal! 

Haha! Hahaha 

[Hook x2: Future] 

Young nigga move that dope 

Young nigga move that dope 

They move that dope, they move that dope 

Young nigga move that dope 

Young nigga, young nigga move that dope 

Young nigga move that dope 

They move that dope, they move that dope 

Young nigga move that dope 

[Verse 1: Future] 

Whippin' the yam, whippin' a fifth of the yam 

Turn the whole brick to a Lam 

Been rockin' the dope, soon as it get off the boat 

Keepin' it soft like a mink 

Gold on my link, coke in the sink 

Choppin' that work like karate 

Swerve in the new Maserati 

In a brand new Maserati 

That's a whole lot of new money 

Snatch it, then hide it from 12's 

Movin' and squashin' them bells 

Servin' the rawest of yell 

Beating that china like Kunta Kinte 

Whippin' it, whippin' that dope 

Drinkin' on syrup, I'm rollin' up haze 

Made myself a boss, a boss or a plug 

Either way you put it, nigga, I'm good 

Triple salute, nigga, straight out the hood 

Bakin' soda water splash the scales 

Fork in my right and my pride in my left 

Leanin' over, over to the side 

I whip me a fourway to a nine 

The dirty, the money is homicide 

And my recipe can't be televised 

[Hook x2: Future] 

[Verse 2: Pusha T] 

Young enough to still sell dope, but old enough that I knows better 

When they sayin' it's 42 for that white powder, I knows better 

Get it nigga? I nose better, put a smile on the devil's face 
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Who don't wanna sell dope forever and flex their Roll ie 'til the bezel break? 

Woo! Fish scale in the two-door that I fish-tail 

Fiberglass, Ferrari leather, in designer shit that I misspell 

YUGHH, look at the clues, the J's, the jewels, I mention the monkey 

From sixteen years old, I'm whippin' in kitchens, fuckin' my junkies 

Pablo, Versace way before Migos 

My dinner plates, no silverware, all you niggas my E-hoes 

Toss a kilo like a free throw, trap house, it had the peephole 

Made it through to the other side, now nothin's big as my ego 

[Hook x2: Future] 

[Verse 3: Pharrell] 

Me, I try to leave the best for later 

But Pusha tried to put me on the respirator 

The old Skateboard P, that's your favorite 

Me and twenty girls doin' yoga naked 

Frequency high, like a spaceship 

She say that she like it and she's been exposed 

The Gandalf hat and the weird ass clothes 

That's Comme des Garçons and the Buffalo 

I know guerrillas with the triggers that's on a banana clip 

And packin' with the biggest missiles 

These niggas is knocking over vehicles 

These niggas ain't waitin' just to see niggas 

These niggas ain't tryna hear plea niggas 

These niggas like choppin' down trees, niggas 

These niggas 1-2-3 and they squeeze, niggas 

These niggas hit the weed then they leave niggas 

Gee, nigga 

If you got two hoes, you need to let one go 

Two Lambos, you need to let one go 

All these drones while y'all smoke dro 

Never honest, guy, I'm tryna let y'all know 

Ain't no standards, I'm a set one though 

Big ass bag but no man sandals 

All t hat war, we need to let that go 

That boom business, I'm a get that ho 

[Hook x2: Future] 

[Verse 4: Casino] 

Young nigga got that coke, whip that dope like a batter 

How you think about that coupe, with no roof? Young nigga cashed out 

Pass a nigga purp, pass a nigga zan, young nigga 'bout to pass out 

12 jump behind her, I got some in the car, young nigga 'bout to smash out 

Me gon' hit that line, say he got some bricks, young fresh, 'bout to buy 'em out 

QuikTrip 'round the corner, dropped a nine 

Got the J's in the hood tryna smoke a line 

Cocaine, cocaine cowboy, like Mickey Munday 
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Take over the project, whip a 9, Nino Way 

I keep a 45 in my coat, while I'm servin' dope 

J's in my hood smoke that crack, say it give 'em hope 

Serve a nigga whole brick, he hopin' that it come and go 

Young nigga turnt up, spend that money with Casino! 

[Hook x2: Future] 

https://www.azlyrics.com/lyrics/future/movethatdope.html 
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Gucci Mane Lyrics 

 

"Dirty Lil Nigga"  

Ha, niggas it's Woptober 

Guwop (Southside) 

It's that season, Wizzop 

If Young Metro don't trust you, I'm gon' shoot you 

Came up in the hood lil dirty lil nigga 

Dirty lil nigga, he a dirty lil nigga 

Might break in your house, he a dirty lil nigga 

Dirty lil nigga, old dirty lil nigga 

Ain't shaved ain't bathed, dirty lil nigga 

Dirty lil nigga, he a dirty lil nigga 

On the block for days, old dirty lil nigga 

Dirty lil nigga, he a dirty lil nigga 

Came up in the hood lil dirty lil nigga 

Dirty lil nigga, he a dirty lil nigga 

Might break in your house, he a dirty lil nigga 

Dirty lil nigga, old dirty lil nigga 

Ain't shaved ain't bathed, dirty lil nigga 

Dirty lil nigga, he a dirty lil nigga 

On the block for days, old dirty lil nigga 

Dirty lil nigga, he a dirty lil nigga 

Dirty lil nigga, he a dirty lil nigga 

Catch him in the city, bout 30 lil niggas 

Keep a cup full of lean, he a muddy lil nigga 

Got a knife on a chopper, he'll cut a lil nigga 

He a bad lil jit with a bad lil chick 

Tryna hit a big lick and come up fast real quick 

Put a mask on quick then take your shit 

Know these dirty lil niggas don't play that shit 

10 out of 10 got a tool on 'em 

Tryna catch a sucker slipping with them jewels on 'em 

Wolves foaming at the mouth, got drool on 'em 

Young nigga with a bunch of tattoos on 'em 

Got a Mossberg, Metro Boom on 'em 

Like a nigga walking round with a broom on 'em 

Catch a nigga with them bags then zoom on 'em 

Fuck homework, see 'em then move on 'em 

Came up in the hood lil dirty lil nigga 

Dirty lil nigga, he a dirty lil nigga 

Might break in your house, he a dirty lil nigga 

Dirty lil nigga, old dirty lil nigga 

Ain't shaved ain't bathed, dirty lil nigga 

Dirty lil nigga, he a dirty lil nigga 
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On the block for days, old dirty lil nigga 

Dirty lil nigga, he a dirty lil nigga 

Came up in the hood lil dirty lil nigga 

Dirty lil nigga, he a dirty lil nigga 

Might break in your house, he a dirty lil nigga 

Dirty lil nigga, old dirty lil nigga 

Ain't shaved ain't bathed, dirty lil nigga 

Dirty lil nigga, he a dirty lil nigga 

On the block for days, old dirty lil nigga 

Dirty lil nigga, he a dirty lil nigga 

It's something that we doing ain't working nigga 

Cause these lil niggas be murking niggas 

Project baby, no father figure 

Only 15 and he a father nigga 

Spend all day tryna rob a nigga 

20 lil jits and they mobbing with 'em 

Lil bitty nigga with a big extendo 

Don't nobody want problems with 'em 

Dirty lil nigga, he the runt of the litter 

His dope fiend auntie was his baby sitter 

Hard head mama can't do nothing with him 

But get on her knees and pray the skreets don't kill him 

The skreets don't kill him, then the law gon' get him 

Better listen to me kid, it's a fucked up system 

Y'all might don't feel him but I damn sure feel him 

Cause I was just in a jail cell fucked up with him 

Came up in the hood lil dirty lil nigga 

Dirty lil nigga, he a dirty lil nigga 

Might break in your house, he a dirty lil nigga 

Dirty lil nigga, old dirty lil nigga 

Ain't shaved ain't bathed, dirty lil nigga 

Dirty lil nigga, he a dirty lil nigga 

On the block for days, old dirty lil nigga 

Dirty lil nigga, he a dirty lil nigga 

Came up in the hood lil dirty lil nigga 

Dirty lil nigga, he a dirty lil nigga 

Might break in your house, he a dirty lil nigga 

Dirty lil nigga, old dirty lil nigga 

Ain't shaved ain't bathed, dirty lil nigga 

Dirty lil nigga, he a dirty lil nigga 

On the block for days, old dirty lil nigga 

Dirty lil nigga, he a dirty li l nigga 

https://www.azlyrics.com/lyrics/guccimane/dirtylilnigga.html 
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Skull Duggery Lyrics 

 

ñWhere You Fromò 

[Master P] 

Where you from, where you from, where you from nigga 

Where you from, where you from, where you from nigga 

Where you from, where you from, where you from nigga 

Where you from, where you from, where you from nigga 

I'm a down south nigga so fuck yall niggas 

I'm a west coast nigga so fuck yall niggas 

I'm a east coast nigga so fuck yall niggas 

I'm a midwest nigga so fuck yall niggas 

Grab your gat and let's ride, don't cry, dry your eyes 

I'm a No Limit soldier till the day that I die 

And every nigga that I ride with be bout it 

nigga boot up or shut up, a motherfucker gettin rowdy 

I'm from the streets and I smoke with killers 

I make music for the hot boys and girls and the drug dealers 

So where you from here we come 

Time to get dumped, put em up, haters run 

So bitch get off me, bitch get off me 

So bitch get off me, bitch get off me 

So bitch get off me, bitch get off me 

So bitch get off me, bitch get off me 

I'm a third ward nigga so fuck yall niggas 

I'm a four ward nigga so fuck yall niggas 

I'm a fifth ward nigga so fuck yall niggas 

I'm a sixth ward nigga so fuck yall niggas 

I'm a seventh ward nigga so fuck yall niggas 

I'm a eigth ward nigga so fuck yall niggas 

I'm a ninth ward nigga so fuck yall niggas 

I'm a tenth ward nigga so fuck yall niggas 

[Silkk The Shocker] 

nigga nigga, huh, nigga nigga, what 

Let two shots out the gat I don't give a motherfuck 

Yall talkin shit, now you gotta roll with it 

You got some drama, go get your boys, now fuckin' go get 'em 

See I'm from the city where niggas don't give a motherfuck about a cop 

Drop the top, and cock Glocks and the driver dont stop 

Where niggas plot and hang on blocks and slang rocks 

Where niggas bring the noise called girls and boys hot 

Now what the deal like, shit gets real like 

Man I put a slug to your fuckin money, but fuck, that shit feel like 

Second ain't gonna fuck with me, but the first nigga gets killed right 
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If I bust and he dont die, he survive but never gonna heal right 

Dumb nigga, but that's how it come nigga 

P tell these motherfuckin niggas where I'm from nigga 

[Master P] 

I'm a down south nigga so fuck yall niggas 

I'm a west coast nigga so fuck yall niggas 

I'm a east coast nigga so fuck yall niggas 

I'm a midwest nigga so fuck yall niggas 

[Skull Duggrey] 

When I come bitch, you best done run 

And when I start buckin nigga, you best duck 

You motherfuckers goin get torn down in a meelae 

That's why them niggas around my way boy, we don't play 

My niggas ready to get in your shit, ready to hit your shit 

You know when we hit your shit nigga, your shit will get split 

Visionary for every measure, lyrified situation 

Well let you know that fake bring cremation, what I'm sayin 

Third ward nigga uptown for sure where I do my thing at 

Where I slang at, where I hang at, where them hoes shake they ass at 

Third ward hoodlum nigga all the time 

You can get yours but nigga you know I'm goin get mine 

You fuck around with my benjamins nigga you gonna die 

You gonna die, you gonna die, ha ha 

[Master P] 

Where you from, where you from, where you from nigga 

Where you from, where you from, where you from nigga 

Where you from, where you from, where you from nigga 

Where you from, where you from, where you from nigga 

bitch get off me, bitch get off me 

bitch get off me, bitch get off me 

bitch get off me, bitch get off me 

bitch get off me, bitch get off me 

I'm a eleventh ward nigga so fuck yall niggas 

I'm a twelfth ward nigga so fuck yall niggas 

I'm a thirteenth ward nigga so fuck yall niggas 

I'm a fifthteenth ward nigga so fuck yall niggas 

I'm a seventeenth ward nigga so fuck yall niggas 

I'm a No Limit nigga so fuck yall niggas 

Where you from, where you from, where you from nigga 

Where you from, where you from, where you from nigga 

https://m.lyrics.az/skull-duggery/these-wicked-streets/where-you-from.html 
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ñBad Bitchò Lyrics 

Trina Lyrics 

 

"Da Baddest Bitch"  

(feat. Trick Daddy) 

[Trick Daddy (Trina)] 

Who's bad? Who's bad? 

Who's bad? Who's, who's bad? 

Who's bad? Who's bad? 

(Wait hold up) 

Who's bad? 

[Trina] 

I'm representin' for the bitches 

All eyes on your riches 

No time for the little dicks 

You see the bigger the dick 

The bigger the bank, the bigger the Benz 

The better the chance to get close to his rich friends 

I'm going after the big man 

G-string make his dick stand 

Make it quick then slow head by the night stand 

Like lightning I wanna nigga with a wedding ring 

Bank accounts in the Philippines 

Blank note to take everything 

See I fuck him in the living room 

While his children home 

I make him eat it while my period on 

A little nasty ho, red-bone but a classy ho 

Young jazzy ho and don't be scared 

If you're curious just ask me hoes 

And yes dick sucking comes quite natural 

I'm the baddest bitch what 

[Trick Daddy (Trina)] 

Who's bad? Who's, who's bad? 

Who's bad? Who's, who's bad? 

(Shit I'm the baddest bitch) 

Who's bad? Who's, who's bad? 

Who's bad? Who's, who's bad? 

[Trina (Trick Daddy)] 

See I hate hoes who take their niggas on talk shows and for hoes 

(Y'all sold fool) 

See if I'm ever crossed or ever caught up in the cross 
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And if it's your fault ho, I'm going off ho 

See I'm unemployed with no boss ho 

While y'all sucking dick for free I'm broke off ho 

See it pays to be the boss ho 

Shit that's how you floss hoes 

X-rated elevated, buck naked 

And I'd probably fuck your daddy 

if your mammy wasn't player hatin' 

Cause I'm the baddest bitch 

I'm the baddest bitch what 

[Trick Daddy (Trina)] 

Who's bad? Who's, who's bad? 

Who's bad? Who's, who's bad? 

(Shit I'm the baddest bitch) 

Who's bad? Who's, who's bad? 

Who's bad? Who's, who's bad? 

(Shit I'm the baddest bitch) 

Who's bad? Who's, who's bad? 

Who's bad? Who's, who's bad? 

[Trina] 

I got game for young hoes 

Don't grow to be a dumb hoe, that's a no-no 

See if you off the chains 

Stay ahead of the game, save up buy a condo 

Sell the pussy by the grands 

And in months you own a Benz 

Another week a set of rims 

See if I had the chance to be a virgin again 

I'd be fucking by the time I'm ten 

See off glass is my motto 

Dick sucking in the auto 

Quick fucking 'bout to follow 

On the back of the truck 

Or when I'm dead ass drunk 

But I don't get high though 

I never took it up the ass 

Often tried but I pass 

And from what I heard it ain't bad 

I'm a curious bitch who took off to get broke off 

From the baby's dad 

Cause I'm the baddest bitch 

[Trick Daddy (Trina)] 

Who's bad? Who's, who's bad? 

Who's bad? Who's, who's bad? 

(Shit I'm the baddest bitch) 

Who's bad? Who's, who's bad? 
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Who's bad? Who's, who's bad? 

(Shit I'm the baddest bitch) 

Who's bad? Who's, who's bad? 

Who's bad? Who's, who's bad? 

(Shit I'm the baddest bitch) 

Who's bad? Who's, who's bad? 

Who's bad? Who's, who's bad? 

(That's right I'm the baddest bitch) 

Who's bad? 

https://www.azlyrics.com/lyrics/trina/dabaddestbitch.html 
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Rihanna Lyrics 

 

ñBad Bitchò 

He wanna feel my summer rain 

The thunder roll yeah he wanna bang 

All of these bitches but he want the coldest yeah 

Cuz you prima donnas got nothin' on me 

Classy, seductive, a devil in Prada yeah 

Turn on your cameras there's something to see 

(Cameras in motion from this pop star controversy Rihanna 

Another day another new photo of Rihanna 

Getting involved in the currents and current)I guess I got a reputation now 

Call me Cruella, Medusa, that's something I'm used to 

I-I-I I'm sure you heard the story 

And I'm the one to blame 

A thousand hearts are broken 

But love is a game so fuck what you sayin' 

Related 

Lord knows, I must be a 10 

I'm a 12 to a 10 

You can't fuck with me 

No Lord, Lord knows, this shit be everything 

Don't give a fuck but I'm celibate 

I'm on my selfish shit 

You cain't mess with this 

Cuz I'ma 

Bad bitch 

Bad bitch 

Bad bitch 

Bad bitch 

(K-K-K-Killin' these hoes) 

They tellin' me 

They tellin' me 

(K-Killin' these niggas) 

They tellin' me 

They tellin' me 

Killin' these hoes 

Killin' these niggas 

K-K-K-Killin' these hoes 

Killin' these niggas 

Get a space where my heart was 

There's a crater 

I got feelings but no hard ones 

See you later 

Get a space where my heart was 

There's a crater 
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(But I got, But I got) 

I got feelings but no hard ones 

See you laterI guess I got a reputation now 

Call me Cruella, Medusa, that's something I'm used to 

I-I-I I'm sure you heard the story 

And I'm the one to blame 

A thousand hearts are broken 

But love is a game so fuck what you sayin'Lord knows, I must be a 10 

I'm a 12 to a 10 

You can't fuck with me 

No Lord, Lord knows, this shit be everything 

Don't give a fuck but I'm celibate 

I'm on my selfish shit 

You cain't mess with this 

Cuz I'ma 

Bad bitch 

Bad bitch 

Bad bitch 

Bad bitch 

(K-K-K-Killin' these hoes) 

They tellin' me 

They tellin' me 

(K-Killin' these niggas) 

They tellin' me 

They tellin' me 

Killin' these hoes 

Killin' these niggas 

K-K-K-Killin' these hoes 

Killin' these niggasGet a space where my heart was 

There's a crater 

I got feelings but no hard ones 

See you later 

Get a space where my heart was 

There's a crater 

(But I got, But I got) 

I got feelings but no hard ones 

See you later 

Bad bitch 

Bad bitch 

Bad bitch 

Bad bitch 

(K-K-K-Killin' these hoes) 

They tellin' me 

They tellin' me 

(But I got but I got) 

(K-Killin' these niggas) 
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They telli n' me 

They tellin' me 
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Fabolous Lyrics 

 

"Bad Bitch"  

Ha ha ha ha 

Yeah 

I'm a Ghetto Superstar nigga 

Most niggas trying to get one chick, right? 

I'm trying to get two 

You know 

Two is always better than one, right? 

Yeah 

I'm trying to kill two birds with one stone 

It's 151's prone, that have you and hun's stoned 

Trying the unknown 

Doing things I know y'all parents wouldn't con-done 

It's you, her, and me, eyes too blurred to see 

Speech too slurred to G 

But you know "Young'n" would love ta, see ya upon each other 

Feeling on me while tongue'n each other 

Wow! it's a wonderful thing 

To have a pretty female under each wing 

The cake can prob'ly Pollie, both of these Bobby Darlies 

That take off their Rockavalis? 

My job is gnarly, from getting slobbed on Harley's 

Getting smoke from the supplier, robbing Marley 

I hope this ain't took in wrong 

But ma now I wanna see how both of y'all look in thongs 

[Chorus:] 

I got a bad bitch on my left side (oww) 

Bad bitch on my right side (okay) 

I suggest it be best if we get by 

Said a bad bitch on my left side (oww) 

Bad bitch on my right side (okay) 

I suggest it be best if we get by 

I'm willing to geese 'em, if they're feeling a threesome 

I'm pulling up in the GT before the dealers release them 

I ain't with the blazay blah 

Cause I hold the record for the most Menage à Trois and lama taje [?] 

I got a bad chick on my left lap 

Bad chick on my right lap 

Do as I suggest, I confess 

At my request, they gonna get right 

So when you see lipstick on both cheeks 

That means I slip dick in both freaks 

They started calling me Two Time Johnny 
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After repeatedly leaving the club wit two damn mami's 

This brother done had 'em 

From close friends, the girls who all  know each other from Adam 

I'm always this humble boo 

HELL YES! it's cool for your girlfriend to come through too 

[Chorus] 

At the most it'll take an hour together 

To get these girls from dancing wit each other, into taking showers together 

They know, it's a studio in Fab crib 

One of y'all can rock the mic while the other one ad-libs 

Boo, my government is personal 

But I got enough sets of twins to make "Doublemint" commercials 

After trying X 

I can only imagine what y'all be trying next 

The stacks that I be splurging, have girls in the back of the Excursion 

Forgetting bout the fact that they was virgins 

I don't care who you bringing wit you 

Just let her know I'm poking her while I'm fingering you 

I love that thing that you do 

And I know about the tongue and nipple, but I ain't know you had a ring in it too 

I can tell when they came, cause they start spelling my name 

Like F-A, B-O, L-O, U-S (oww) 

[Chorus] 

https://www.azlyrics.com/lyrics/fabolous/badbitch.html 
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Webbie Lyrics 

 

"Ba d Bitch"  

[Verse 1] 

The girl be cooking and cleaning and cleaning and cooking 

She be constantly douching and cleaning her pussy 

And when she step on the scene everybody be looking 

And to get in them jeans everybody be wishing 

But she only want players who far from rookie 

And if you ain't got the cake 

Can't play with the nookie 

Her titties sitting pretty and she soft as a cushion 

If you try to holla she might holla she tooken 

And she walk like a bad bitch talk like a bad bitch 

And go and get her hair and shit fixed is a habit 

Now bad bitch go and buy Finch more than average 

And bad bitches get to take trips with the savage 

Can never tell a bad bitch a freak she too classy 

But shit I can tell from her lips that she nasty 

Expensive ass pant-ses grip to them asses 

She mean as a pitbull sweet like care-bear 

[Chorus] 

Now that's a bad bitch (a bad bitch) 

Now that's a bad bitch (a bad bitch) 

Now that's a bad bitch (a bad bitch) 

Now that's a bad bitch (a bad bitch) 

Girl you a bad bitch (a bad bitch) 

Girl you a bad bitch (a bad bitch) 

Girl you a bad bitch (a bad bitch) 

Girl you a bad bitch (a bad bitch) 

[Verse 2] 

Now see I can impress a bad bitch the girl gon smile 

Caress the bad bitch now the girl gon wild 

I'll feed it and treat it like that's my child 

Then freak it up and beat it up and that's my style 

You get alot of head when your bread in piles 

Cuz I'm on right now and I'm saying that loud 

A trifling ass bitch make the big dog growl 

A bad ass bitch make the big dog proud 

Which one is the baddest 

That's the one I'm having 

The with no kids or just one baby daddy 

And she ain't hard-headed 

Can listen and respect it 

And you ain't a bad bitch if you got bad credit 

A thong and press-ons and know how to cook neckbones 
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I want the MVP with that throwback dress on 

Don't like to get dirty and don't mind working 

And she don't mind giving me some mouth and lip service 

[Chorus] 

Now that's a bad bitch (a bad bitch) 

Now that's a bad bitch (a bad bitch) 

Now that's a bad bitch (a bad bitch) 

Now that's a bad bitch (a bad bitch) 

Girl you a bad bitch (a bad bitch) 

Girl you a bad bitch (a bad bitch) 

Girl you a bad bitch (a bad bitch) 

Girl you a bad bitch (a bad bitch) 

Now make yourself seen 

Cuz you a bad bitch 

Girl you a bad bitch 

Yeah you a bad bitch 

Now show your ass off 

Cuz you a bad bitch 

Girl you a bad bitch 

Yeah you a bad bitch 

[Verse 3] 

Man I love them bad bitches with them sexy ass tattoos 

Them bad bitches with them bad bitches attitudes 

She a damn a fool got a crib she'll let me camp 

Make sure her nigga stay filled with them foodstamps 

I-N-D-E-P-E-N-D-E-N-T do you know what that mean man 

Own damn house flossed out big screen man 

I bring the whole hundred shit what you gon do for me man 

Look at her own income she a beast man 

Bad bitches holla business first then streets man 

She ain't crying over no nigga she ain't weak man 

The kinda bitch that put a real nigga on his feet man 

[Chorus - Repeat 2X] 

Now that's a bad bitch (a bad bitch) 

Now that's a bad bitch (a bad bitch) 

Now that's a bad bitch (a bad bitch) 

Now that's a bad bitch (a bad bitch) 

Girl you a bad bitch (a bad bitch) 

Girl you a bad bitch (a bad bitch) 

Girl you a bad bitch (a bad bitch) 

Girl you a bad bitch (a bad bitch) 

Come here fa sho 

Trill Entertainment nigga 

I'm Webbie nigga 

My name ain't Weebie ya heard me 

Get it right 
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Mouse on the track 

2004 this my year right chea 

I'm out this bitch 

I need a bad bitch 

That's a bad bitch 
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Red Cafe Lyrics 

 

"She A Bad One" 

(feat. Cardi B) 

Red Café 

[Red Café:] 

Bad bitch alert 

Bad bitch alert 

Bad bitch alert 

Bad bitch alert, oh yeah 

She a bad one, oh yeah 

She a bad one 

Bad bitch alert 

Bad bitch alert 

Bad bitch alert 

Bad bitch alert, oh yeah 

She a bad one, oh yeah 

She a bad one 

Bad bitch alert 

Bad bitch alert 

Bad bitch alert 

Bad bitch alert, oh yeah 

She a bad one, oh yeah 

She a bad 

Down girl from the city, she a bad one 

Ass on G-wagon, she with the action 

Told me always call her nasty, Ms. Jackson 

Everything designer, she with the fashion 

Oh yeah, ooh, she 'bout her bank rolls 

Slim thick, oph, I need a sample 

She smart not just a pretty face 

Make it pop, earthquake, girl you my taste 

Oh yeah, ooh, she a lady boss 

Makaveli, ooh, I'm an Outlaw 

Most wanted, ooh, you on my hit list 

Puttin' in work on your fitness 

I'm fucking wit'chu 

Bad bitch alert 

Bad bitch alert 

Bad bitch alert 

Bad bitch alert, oh yeah 

She a bad one, oh yeah 

She a bad one 

Bad bitch alert 

Bad bitch alert 

Bad bitch alert 
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Bad bitch alert, oh yeah 

She a bad one, oh yeah 

She a bad one 

Bad bitch alert 

Bad bitch alert 

Bad bitch alert 

Bad bitch alert, oh yeah 

She a bad one, oh yeah 

She a bad 

In the ass department that girl a heavyweight 

Watch it dip low, then it levitate 

Sh-Shawty hop up on a pole then she demonstrate 

I bet you never guess the bands that it generate 

Ooh, girl you got a whooooole lot 

Sittin' in them leggings, how you carry that around? 

You 'gon get a whooooole lot 

Bad-bad-bad bitch alert, she got a million dollar box 

Go on and keep your glass full, motivate the swerve 

I'ma need a Rolls Royce to handle them curves, ooh 

Oh yeah, bad one, she got the boomerang 

When they turn to stalkers, she on a newer thing 

Bad bitch alert 

Bad bitch alert 

Bad bitch alert 

Bad bitch alert, oh yeah 

She a bad one, oh yeah 

She a bad one 

Bad bitch alert 

Bad bitch alert 

Bad bitch alert 

Bad bitch alert, oh yeah 

She a bad one, oh yeah 

She a bad one 

Bad bitch alert 

Bad bitch alert 

Bad bitch alert 

Bad bitch alert, oh yeah (Oh yeah) 

She a bad one, oh yeah 

She a bad 

[Cardi B:] 

Bad bitch alert (Bad bitch) 

Bad bitch alert, they mad bitch alert 

'Cause he trash in the dirt 

Flats and they hurt 

Talk trash and get merc'd 

Scratch what'chu heard, these hands fast and they work (Woo, what's poppin'?) 
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So what's poppin', trig? 

Got a shiny Cartier every time I'm walkin' in 

That's that bad bitch alert, they know what time is it (What time is it) 

Ass in berserk, can't get enough of it (Uh!) 

I like (I like) I like (I like) I like commas, commas, commas 

Put that (Put that) ring (Ring), too much drama, drama, drama 

And I (And I) put that (Put that) on my mama, mama, mama 

If the bitch try me, I'ma find her, find her, find her 

Get 

[Red Café:] 

Bad bitch alert 

Bad bitch alert 

Bad bitch alert 

Bad bitch alert, oh yeah 

She a bad one, oh yeah 

She a bad one 

Bad bitch alert 

Bad bitch alert 

Bad bitch alert 

Bad bitch alert, oh yeah 

She a bad one, oh yeah 

She a bad one 

Bad bitch alert 

Bad bitch alert 

Bad bitch alert 

Bad bitch alert, oh yeah 

She a bad one, oh yeah 

She a bad 

I'm finna lit up 

Look, I'm finna lit up 

It my birthday, look, I'm finna lit up 

L-l-l-lit up 

It my birthday, look, I'm finna lit up 

I'm finna lit up 

It my birthday, look, I'm finna lit up 

L-l-l-lit up 
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Trina Lyrics 

 

ñBad Bitch Anthemò 

L-l-l-live from the 305, bitch it's lookin' [?] 

I'm that bitch and he know, just keep it on the D-low! 

A bunch of bad bitches, yeah, ridin' through the city 

Big asses and nice titties, this shit ain't for TV! 

I'm the muthafuckin' baddest, thoroughbred and savage 

They know I be killin' 'em, cold-case casket 

This my cashier, so you know I'm in my bag, bitch 

Chante, you slay, I be the one to drag shit 

Boss bitch, I ain't never hard to find 

I pop out when I feel like it and kill it every time 

Shit, I'm doin' fine and you bitches should get in line 

I'm the one they really watchin', you bitches is out of time 

Saw a bitch that owe me money, and I put that on my moms 

Put a clip to that bitch head 'cause she was out of mind 

Nothin' but big bills, look around me, I'm paid 

305, muhfucka, from the county of Dade! 

This a bad bitch anthem, get your fuckin' hands up 

Get your hands up, get your fuckin' hands up 

B-b-b-b-bad bitch, a couple grand in the duffel 

Good pussy costs, bitch, you hoes ain't got no hustle! 

I raise the bar, and you bitches ain't got no muscle 

I let you hoes rock, but now you hoes are trouble 

I mean, your nigga sexy, he be blowin' up my messages 

I told him not to text me but he bought me VVS's 

I am the Diamond Princess so I'm lovin' every second 

Baptize him in my pussy, he said I'm such a blessin' 

I'm the shit and I'm that bitch without a muthafuckin' doubt 

Tryin' to come up off my name, you gets no muthafuckin' clout 

I could even make it rain or cause a muthafuckin' drought 

Cut the check and show respect and keep my name from out ya mouth, bitch! 

Bad bitch anthem, get your fuckin' hands up 

Get your hands up, get your fuckin' hands up 

Bad bitch anthem, get your fuckin' hands up 

Get your hands up, get your fuckin' hands up 

Bad bitch anthem, get your fuckin' hands up 

Get your fuckin' hands up, g-g-get your hands up! 

https://www.lyrics.com/lyric-lf/1474285/Trina/Bad+Bitch+Anthem 
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Bebe Rexha Lyrics 

 

"Bad Bitch"  

(feat. Ty Dolla $ign) 

[Bebe Rexha:] 

You're sayin' that your tired of all your empty habits 

You want something that's deeper 'cause you're over the generics 

You're fuckin' with them basics when you really want the baddest 

So come on, baby, get it, 'cause to miss it, it would be tragic 

You say you want a bad bitch, baby, now you have it 

Now you got a bad bitch, show me you can handle this 

Say you want a bad bitch, baby, now you have it 

Now you got the baddest, show me you can handle this 

Bad bitch, bad bitch 

Bad bitch, bad bitch 

Show me you can handle this 

Bad bitch, bad bitch 

Bad bitch, bad bitch 

Show me you can handle this 

(Ohhh, yeah, yeah, yeah) 

(Ohhh, yeah, yeah, yeah) 

[Ty Dolla $ign:] 

You know I can handle it 

You know I can handle it 

When you throw that thing back 

Get me like collateral 

You be goin' all night 

When you on that adderall 

We be goin' all night 

When you on that adderall 

Bad bitch, bad bitch 

You ain't never average 

Kissin' double C's on your back with the basic 

Bad bitch, bad bitch 

You ain't never average 

Center on the jeans with the center on back too 

[Bebe Rexha:] 

You say you want a bad bitch, baby, now you have it 

Now you got a bad bitch, show me you can handle this 

Say you want a bad bitch, baby, now you have it 

Now you got the baddest, show me you can handle this 

Bad bitch, bad bitch 

Bad bitch, bad bitch 

Bad bitch, bad bitch 

Bad bitch, bad bitch 

Show me you can handle this 
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(Ohhh, yeah, yeah, yeah) 

(Ohhh, yeah, yeah, yeah) 

I pay my own bills and I pay my own rent 

'Cause I'm indepe-, independent 

I buy my own rings and I do my own things 

'Cause I'm indepe-, independent 

I know it really hurts, I know it ain't fair 

You're not allowed to touch, but you can stare 

Know it really hurts, know it ain't fair 

So keep sayin' your prayers 

You want a bad bitch, baby, now you have it 

Now you got a bad bitch, show me you can handle this 

Say you want a bad bitch, baby, now you have it 

Now you got the baddest, show me you can handle this 

Bad bitch, bad bitch 

Bad bitch, bad bitch 

Bad bitch, bad bitch 

Bad bitch, bad bitch 

Show me you can handle this 
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French Montana (feat. Jeremih) Lyrics 

 

"Bad Bitch"  

[Hook - Jeremih:] 

Got a good thing goin' with a bad bitch 

You know who to call when you need it 

Wish I had another you, I'm greedy 

Sometimes like that nigga get greedy 

Got damn I fell in love with a bad bitch 

You know that every time you leave me 

Even though I know how men be talkin' 

I just know that nigga wanna be me 

Came in here and fell in love with a bad bitch 

Back then she ain't have shit 

Now she grown up, she got ass, tits 

Wanna know where she got that ass at 

She hit my heart, a toot, toot on it 

She got a dump truck, I put a boot on it 

Don't mind spendin' this loot on it 

Treat her like my whip, I put some shoes on her 

[Verse 1 - French Montana:] 

Got a dump truck, put a boot on her 

I don't mind trickin', spendin' loot on her 

Walk up in the club, and toot, toot on her 

She's a bad bitch, put shoes on her 

God damn, fell in love with a bad bitch 

Said, "French, take me to Paris" 

Dominican mami from Cali 

I said, "Gon' bend it over, let me grab it" 

I said, "Gon' bend it over, make it nasty" 

Walked up in the club, rollin', Stevie Wonder glasses 

I ain't lookin' at you niggas, lookin' way past you 

Young, fly, G's up, pocket full of cash 

You know where to find me, you know when you need me 

All my dogs eat, they'll tell you I ain't greedy 

I ain't gon' love her, too much to leave her 

I ain't goin' public, surely is easy 

[Hook] 

[Verse 2 - French Montana (Jeremih):] 

Pull up with my niggas, make a move 

Red light, green light, no it ain't Gucci 

Used to walk up in the store, couldn't afford that 

Now I walk up in the store, buyin' all that 

Drink it to the head, man, nigga feelin' woozy 

Pull up in the old school, boy I'm on some new shit 

Red to the head, man we gettin' all that 
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And shorty phone answers, she don't ever call back 

And I can see why these niggas hate me 

Pull up in a drop and the watch 80 

Pull up to the front but a nigga faded 

Got a new crib and the shit gated 

Came from the bottom, watch a nigga ball out 

Drink it to the head, smoke 'til you fall out 

Countin' up this money, nigga, keep the door locked 

All my niggas gettin' to this money, no lie 

[Hook] 

https://www.azlyrics.com/lyrics/frenchmontana/badbitch.html 
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Ying Yang Twins Lyrics 

 

"Badd"  

(feat. Mike Jones) 

[Scream] 

Collipark, hannnh 

Chea! Yoh! 

Mike Jones! Who? Mike Jones Jones! 

hannnh... 

holluh atchu boi baby, you killed it on this one man, uhuh 

Chea! 

We got Ying Yang Twins and Mike Jones in the house tonight! Yo yo. 

(all these piece) 

Collipark and Swishahouse in this bitch, 

check it out, yo yo, 

[Chorus] 

I'm lookin' for a dime that's top of the line 

Cute face slim waist wit a big behind 

I need a dime that's top of the line 

Cute face slim waist wit a big behind 

You want this money then you gotta be a 

Badd bitch 

Shake that ass for a tip of you a 

Badd bitch 

Drop it down to the floor if you a 

Badd bitch 

Aw no she ain't no hoe, she just a 

Badd bitch 

[Verse 1] 

I'm in the club, lookin' for a 

Badd bitch 

In the parking lot, lookin' for a 

Badd bitch 

Everywhere I go I'm trying to find that 

Badd bitch 

You know me I gotta keep me a 

Badd bitch 

Freak in the mornin', freak in the evenin' 

I'm looking for a freak when I'm done block bleedin 

Now take me to a house, tease me, then please me 

And tell all her friends how the dick made her sleepy, 

and believe me, when I'm up in there I'm beatin' it, 

givin' ya that Mike Jones' treatment 

I could tell by the way she walk that she got it 

Body so deadly, you can tell when she drop it 

I either gonna hit her imma beat ass tight 
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I've seen her walk by me, damn near passed out 

then crept up behind her, tell her it was time to 

Let a playa like me get in that vagina 

[Chorus] 

I'm lookin' for a dime that's top of the line 

Cute face slim waist with a big behind 

I need a dime that's top of the line 

Cute face slim waist with a big behind 

You want this money then you gotta be a 

Badd bitch 

Shake that ass for a tip of you a 

Badd bitch 

Drop it down to the floor if you a 

Badd bitch 

Aw no she ain't no hoe, she just a 

Badd bitch 

[Verse 2] 

She's a ghetto ass bitch with some ghetto ass game 

in the club where she work and she poppin' that thing 

Said the bread keep her fed and the head at the bar 

She could never breath on a nigga dick made em come, 

Come one! (Come one!) Come all! (Come all!) 

where them hoes like to get buckin bald 

And can't take off they draws 

Aint standin' now nigga naw 

I love the way she dance, she look like she fuckin' herself 

Shawty do a number just touching herself 

Freaky ways she can shake ass for days 

then kinky in sixty-nine different ways 

Jump onstage she get paid she goes off 

You got enough money she taking the clothes off 

look at that, I tought I taw a puttycat 

I did I did 

I did taw a puttycat 

[Chorus] 

I'm lookin' for a dime that's top of the line 

Cute face slim waist with a big behind 

I need a dime that's top of the line 

Cute face slim waist with a big behind 

You want his money so you gotta be a 

Badd bitch 

Shake that ass for the tip of your 

Badd bitch 

Drop it down to the floor if you'ra 

Badd bitch 

Aw no she ain't no hoe, she just a 
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Badd bitch 

[Verse 3] 

Bitch move, like you got somethin' to prove 

Keep runnin' you dick sucka who you gonna lose? 

I don't wanna hear 'bout your motherfuckin' blues 

I'd rather see your ass clap clap in them shoes 

Like 

B-am b-am b-am b-am 

Wham wham 

I tought I taw a puttytat 

Shorty gettin' crunk not gettin' old 

Love it when she take it to the floor 

Make a booty roll take her clothes off 

And she love smokin' weed 

And she getting hella freaky on the ecstasy 

Do her dance for me song after song 

Shawty won't stop she goin' all night long 

Now that's a girl who know what she want and like 

She a schoolgirl by day and a stripper by night 

[Chorus] 

I'm lookin' for a dime that's top of the line 

Cute face slim waist with a big behind 

I need a dime that's top of the line 

Cute face slim waist with a big behind 

You want this money then you gotta be a 

Badd bitch 

Shake that ass for the tip of your 

Badd bitch 

Drop it down to the floor if you'ra 

Badd bitch 

Aw no she ain't no hoe, she just a 

Badd bitch 
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Yungeen Ace Lyrics 

 

"Bad Bitch (Remix)" 

(feat. Blac Youngsta) 

[Yungeen Ace:] 

Got me a bad bitch 

Got me a bad bitch 

Ooh, got me a bad bitch (Got me a bad bitch) 

Ooh, she kinda ratchet but she classy (Kinda ratchet, but she classy) 

Ooh, behind them doors, she super nasty (She super nasty) 

Thick bitch, love it when she throw that ass back (She throw that ass back) 

Ayy, ooh, got me a bad bitch (Got me a bad bitch) 

Ooh, she kinda ratchet but she classy (Kinda ratchet, but she classy) 

Ooh, behind them doors, she super nasty (She super nasty) 

Thick bitch, love it when she throw that ass back (Love it when she throw that ass back) 

Got me a bad bitch (Got me a bad bitch) 

Ooh, got me a bad bitch (Ooh) 

Uh, uh, got me a bad bitch (Got me a bad bitch) 

Uh, she kinda ratchet but she classy (Kinda ratchet, but she classy) 

I like her ratchet and a lil' bit of classy (A lil' bit of classy) 

Freak bitch, super thick, I love 'em nasty (I love 'em nasty) 

I love her when I wake up, she eat the dick up (She eat the dick up) 

I like her when she gone, I want that nut, that's when she come up (That's when she come 

up) 

Ooh, but she a neat freak (Neat freak) 

After we fuck, she fuck again, she like to repeat (She like to repeat) 

Ooh, got me a bad bitch (Bad bitch) 

She hate it when I keep that dick away, she mad when she can't have it (She mad when 

she can't have it) 

Shut up, don't do no talking, throw that ass back (Shh, uh-uh) 

Ooh, throw that ass back (Throw that ass back) 

Shut up, don't do no talking, throw that ass back (Shh) 

Ooh, girl, throw that ass back (Throw that ass back) 

Ooh, got me a bad bitch (Got me a bad bitch) 

Ooh, she kinda ratchet but she classy (Kinda ratchet, but she classy) 

Ooh, behind them doors, she super nasty (She super nasty) 

Thick bitch, love it when she throw that ass back (She throw that ass back) 

Ayy, got me a bad bitch (Got me a bad bitch) 

Ooh, got me a bad bitch (Ooh) 

Uh, uh, got me a bad bitch (Got me a bad bitch) 

Uh, she kinda ratchet but she classy (Kinda ratchet, but she classy) 

[Blac Youngsta:] 

Yeah, got me a bad bitch 

House paid for, car paid for, she ain't average 

Got fucked up, she stayed there, she didn't bash me 

If I go to the penitentiary, boy, then gon' mask me 
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Lock down, I'ma put that pussy on lockdown 

I'ma fuck her 'til my socks down 

Stop cooking, put the pot down 

She gon' let me put the mop down 

She a bad bitch, get it understood 

I'm a real nigga, took her out the hood 

I'm the shit, you can smell me like a sewer 

Wherever I go, nigga, I'm good 

Louis V, she proud of me 

She was by my fucking side before them bitches thought of me 

I will still stand down before them niggas water me down 

Every bitch doubted me 

I know they want a part of me now (Ooh) 

Gang, gang 

[Yungeen Ace:] 

Ooh, got me a bad bitch (Got me a bad bitch) 

Ooh, she kinda ratchet but she classy (Kinda ratchet, but she classy) 

Ooh, behind them doors, she super nasty (She super nasty) 

Thick bitch, love it when she throw that ass back (She throw that ass back) 

Ayy, got me a bad bitch (Got me a bad bitch) 

Ooh, got me a bad bitch (Ooh) 

Uh, uh, got me a bad bitch (Got me a bad bitch) 

Uh, she kinda ratchet but she classy (Kinda ratchet, but she classy) 

I like her ratchet and a lil' bit of classy 

Freak bitch, super thick, I love 'em nasty 

https://www.azlyrics.com/lyrics/yungeenace/badbitchremix.html 
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ñSavageò Lyrics 

Megan Thee Stallion Lyrics 

 

ñSavageò 

[Intro] 

I'm that bitch (Yeah) 

Been that bitch, still that bitch (Ah) 

Will forever be that bitch (Forever be that bitch) 

Yeah (Ayy, ah) 

[Verse 1] 

I'm the hood Mona Lisa, break a nigga into pieces 

Had to X some cheesy niggas out my circle like a pizza (Yeah) 

I'm way too exclusive, I don't shop on Insta' boutiques 

All them lil' ass clothes only fit fake booties 

Bad bitch, still talking cash shit 

Pussy like water, I'm unbothered and relaxing 

I would never trip on a nigga if I had him 

Bitch, that's my trash, you the maid, so you bagged him, ah 

[Chorus] 

I'm a savage (Yeah) 

Classy, bougie, ratchet (Yeah) 

Sassy, moody, nasty (Hey, hey, yeah) 

Acting stupid, what's happening? (Woah, woah) 

Bitch, what's happening? (Woah, woah) 

Bitch, I'm a savage, yeah 

Classy, bougie, ratchet, yeah 

Sassy, moody, nasty, huh 

Acting stupid, what's happening? 

Bitch, what's happening? (Ayy, ah) 

[Verse 2] 

Eat me and record it, but your edge-up all I'm showing (Ah) 

I keep my niggas private, so his AP all I'm showing (Baow) 

Beefing with you bitches really getting kinda boring 

If it ain't about the money, then you know I'm gon' ignore it 

I'm the shit, ooh (Ayy) 

I need a mop to clean the floor, it's too much drip, ooh (Too much drip, ooh) 

I keep a knot, I keep a watch, I keep a whip, ooh (I keep a whip, baow) 

Let's play a game, Simon says I'm still that bitch, ayy (Still that bitch) 

I'm still that bitch, yeah (Ah) 

[Chorus] 

I'm a savage 

Classy, bougie, ratchet (Yeah) 

Sassy, moody, nasty (Yeah) 

Acting stupid, what's happening? (What's up?) 
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Bitch, what's happening? (What's up?) 

Bitch, I'm a savage, yeah 

Classy, bougie, ratchet, yeah (Bitch) 

Sassy, moody, nasty, huh 

Acting stupid, what's happening? (What's up?) 

Bitch, what's happening? 

[Verse 3] 

Bitch, I'm lit like a match, ooh 

And any nigga I let hit is still attached, ooh 

That body right, but you know this pussy fat, ooh 

I drop a picture, now these bitches feel attacked, ayy 

Don't let that nigga gas you up and get you whacked, ooh 

I make a call and get a pussy nigga smacked, uh 

These bitches talkin' 'bout pulling up, well, where you at? Ooh 

I'm in a Lam', bitch, catch me if you can, ooh 

I'm kickin' bitches out they spot, Stalli' Chan, yeah (Ah, yeah) 

[Outro] 

Niggas say I taste like sugar, but ain't shit sweet (Ah) 

Mwah 

Ayy, ayy, ooh, ooh, ooh, ooh, mwah 
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Migos Lyrics 

 

"Savages Only" 

This goes out to all my cops killing innocent victims 

Fuck around, get gunned down 

Go get em, go get em, go get em 

I'm turnin' myself to a vill ain 

I'm turnin' myself to a villain 

Savages only, savages only 

Savages only, savages only 

This right here for all my savage homies 

I put on for all my savages 

This right here for all my savage homies 

I put on for all my savages 

Savages only, savages only 

Savages only, savages only 

This right here for all my savage homies 

I put on for all my savages 

This right here for all my savage homies 

I put on for all my savages 

[Quavo:] 

Droptop 

It's a hot box 

Yeah the block hot 

Bank, bankroll knots 

Yeah your bitch bad (yeah) 

Yeah your bitch bad (bad) 

You bought her a bag 

But she fuckin' me you goin' out sad 

(Damn) 

Hop out the, hop out the hemi it's him 

I'm in the, I'm in the, I'm in the snow with the Timbs 

I put your, I put your put her on snow she needs Timbs 

Yeaaaaah I'm addicted to M&Ms 

I bet you an M&M 

I'm a get it 

Hop out with choppers, I'm move to your city 

Take off the plug, he went up on the ticket 

Yes I'm the man, I'm Chapo in your city 

Yes I'm the man, I'm hunco in my city 

50 plus 50, I beat up the pot like Frank Nitti 

On snitches I'm havin' no pity 

 

Savages only, savages only 

Savages only, savages only 
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This right here for all my savage homies 

I put on for all my savages 

This right here for all my savage homies 

I put on for all my savages 

Savages only, savages only 

Savages only, savages only 

This right here for all my savage homies 

I put on for all my savages 

This right here for all my savage homies 

I put on for all my savages 

[Offset:] 

Kick in the door for the blow 

Oh you don't know? 

I'm a shoot off your toe 

I got a hoe 

She set up your trap, she get pistol whipped like I don't know 

This is for the savages only 

Walk in the club with the fire right on me 

You get holes in your shirt like you homeless 

God damn, what happened to homie? 

This ain't no pretend-o, you see the extendo 

Open the door chopper hang out the window 

Bando, boys on the window 

Blow in the trap like a Nintendo 64 

Bitch I'm a villain I used to be stealin' 

This a hotbox told the bitch that I rented it 

Look at my wrap sheet, crimes I committed 

I was in love with the streets I admit it 

I got a minute, I get you fitted 

Migo the gang you can't join the committee 

He got knocked off God damn, who did it? 

Questions like that don't get asked in my city 

Jumped off the porch then jumped in the Bentley 

Bitch this the reason I'm actin' so ignorant 

Don't know how to act I'm a savage, a criminal 

You get caught at the red light while textin' and chillin' 

(Slippin') 

Savages only, savages only 

Savages only, savages only 

This right here for all my savage homies 

I put on for all my savages 

This right here for all my savage homies 

I put on for all my savages 

Savages only, savages only 

Savages only, savages only 

This right here for all my savage homies 



278 

 

I put on for all my savages 

This right here for all my savage homies 

I put on for all my savages 

[Takeoff:] 

On the block with the Glock out 

Got the strap on me kids and the cops out 

Wanna knuckle up get knocked out 

Made my first dime when I dropped out 

This for my nigga that's in the trap house 

Trap look like a show and it be packed out 

If you talkin' artillery then we cashed out 

Life is a gamble but these niggas crap out (bitch) 

Young niggas on the block asking for a door 

Kick a nigga off of there show a nigga love 

Watchin', and plottin', and itchin', and bitin' up on a mission 

Tryna catch a nigga slippin' cause he's on drugs 

The chickens [?] put em' in a tub 

Fuckin' these bitches don't want no scrub 

She want that dough but that nigga showin' no love 

Keep that pocket rocket now pocket like Elmer Fudd 

First door I kicked in, the gat from the nigga then the 10 then the 15 turned into a dub 

First time I poured up nigga it was a zip now it's fours and fifths, nigga I'm talkin' real 

mud 

Can't tell my brothers that when they see niggas nothin', [?] don't ask questions just pull 

out the slugs 

Say the right thing at the wrong time or the wrong place, broad day we gon' wet your ass 

up 

Savages only, savages only 

Savages only, savages only 

This right here for all my savage homies 

I put on for all my savages 

This right here for all my savage homies 

I put on for all my savages 

Savages only, savages only 

Savages only, savages only 

This right here for all my savage homies 

I put on for all my savages 

This right here for all my savage homies 

I put on for all my savages 
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21 Savage & Metro Boomin Lyrics 

 

"Savage Mode" 

Spent 1000 dollars just to sip (just to sip muddy) 

Park that motherfucker in the VIP 

I got that motherfucker on my hip 

I'm a squeeze (baow) 

I'm a squeeze (baow) 

We ain't really with all that enemy shit 

We ain't really with that pretenemy shit 

Come and get your bitch she actin' friendly and shit 

When I get inside that pussy, I be killin' that shit 

I'm in savage mode, woah 

I'm in savage mode, woah 

I'm in savage mode, woah 

I'm in savage mode 

I'm a savage on these hoes, savage on these hoes 

Savage on these hoes, I'm a savage on these hoes 

I'm in savage mode, I'm in savage mode 

I'm in savage mode, I'm in savage mode 

I'm a savage on these hoes, savage on these hoes 

Savage on these hoes, I'm a savage on these hoes 

Cup, woah 

Muddy, yo 

Hit the yo 

Got the stick, woah 

Keep it on me, yah 

Knew you got it, yah 

One in the head, yah 

Bitch I fuckin' dare 

Nigga I double dare 

Why the fuck you stare? 

Pew-pew, bet you ass don't stare 

Red bottoms, yeah 

Bitch watch where you step 

I'm in savage mode, cook a nigga like a chef 

Ain't no loyalty, these niggas off themselves 

All these fuckin' stripes, I shoulda been a ref 

I'm in savage mode, woah 

I'm in savage mode, woah 

I'm in savage mode, woah 

I'm in savage mode 

I'm a savage on these hoes, savage on these hoes 

Savage on these hoes, I'm a savage on these hoes 
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I'm in savage mode, I'm in savage mode 

I'm in savage mode, I'm in savage mode 

I'm a savage on these hoes, savage on these hoes 

Savage on these hoes, I'm a savage on these hoes 

All that backstabbin' turned me to a savage 

All that fuckin' crack it turned me to a savage 

Racks inside the mattress turned me to a savage 

I turned to a savage bitch, I gotta have it 

Fell asleep in science, I love mathematics 

Bitch I like the Act', bitch I like some trappin' 

That chopper flip a nigga like he acrobatic 

He don't want no smoke, he don't want no static 

I'm in savage mode, shit can get tragic 

I might toe tag him, I might body bag him 

These bitches gettin' old, I already have 'em 

She wanna live lavish, she don't need my status 

I'm in savage mode, woah 

I'm in savage mode, woah 

I'm in savage mode, woah 

I'm in savage mode 

I'm a savage on these hoes, savage on these hoes 

Savage on these hoes, I'm a savage on these hoes 

I'm in savage mode, I'm in savage mode 

I'm in savage mode, I'm in savage mode 

I'm a savage on these hoes, savage on these hoes 

Savage on these hoes, I'm a savage on these hoes 

I'm a savage on these hoes, savage on these hoes 

Savage on these hoes, I'm a savage on these hoes 

I'm in savage mode, I'm in savage mode 

I'm in savage mode, I'm in savage mode 

I'm a savage on these hoes, savage on these hoes 

Savage on these hoes, I'm a savage on these hoes 
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Dice SoHo Lyrics 

 

ñSSPò 

Featuring Ty Dolla $ign & Desiigner 

[Chorus: Ty Dolla $ign] 

Wrist turnt, sip syrup, smoke and purp' 

Pop a perc', left her, savage gone, now we on 

Shit was different back when we was home 

Keep it goin', feds tappin' on my mobile phone 

[Verse 1: Dice SoHo] 

Ayy, walk in the court smellin' like gelato 

Bust down Rollie and a Mavado 

Ice in my face 'cause I know it's my time 

Cut the bitch off, she got outta line 

New bitch ass soft as a cushion 

Hoochies call me like, "We gotta keep pushin'" 

They tryna get time in the feds 

Shit fucked up, will chop off my head (hey) 

Remember school days with Brody and Lex 

I done had a couple homies that switched, I done see my pop break down a brick 

I just sent the hoe to break down a trick, ayy 

No hand outs, had to put in the grind 

Mama trippin', thought it wasn't gon' work 

My dog turn his back on me, that shit hurt 

Fuck it, I ain't trippin', shit could be worse 

Hop in the drop top, while I skrrt 

I been a real nigga since birth (hell yeah) 

Ayy, Travis stopped fuckin' with me 'cause of hoes 

Fuck it, it's a lifestyle that I chose, that's how it goes 

[Chorus: Ty Dolla $ign] 

Wrist turnt, sip syrup, smoke and purp' 

Pop a perc', left her, savage gone, now we on 

Shit was different back when we was home 

Keep it goin', feds tappin' on my mobile phone 

Wrist turnt, sip syrup, smoke and purp' 

Pop a perc', left her, savage gone, now we on 

Shit was different back when we was home 

Keep it goin', feds tappin' on my mobile phone 

[Verse 2: Desiigner] 

Feds tap the mobile phone, I like to hold the chrome, yeah 

I feel like Macaulay Culkin, uh, I like it home alone, uh 

I'm from the hood where them niggas be trappin' on the block 

And they trappin' at home, uh 
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First we had sex, now break up, yeah, face down, ass up, legs up, yeah 

Face look pure, no make up, yeah, I look good, I stay up, yeah 

I count cash, no pay cut, yeah, I cook crack, I bake up, yeah 

I took my service gone, uh, I got a mobile phone, uh 

I'm trap at home, alone, uh, nigga, I got a chrome 

[Chorus: Ty Dolla $ign] 

Wrist turnt, sip syrup, smoke and purp' 

Pop a perc', left her, savage gone, now we on 

Shit was different back when we was home 

Keep it goin', feds tappin' on my mobile phone 

[Bridge: Dice SoHo] 

Woah, get the dough is all I know 

So, yeah, 'cause they gon' hate regardless 

No love for these bitches, I'm heartless 

Secure the bag, that's a goal, goal 

[Chorus: Ty Dolla $ign] 

Wrist turnt, sip syrup, smoke and purp' 

Pop a perc', left her, savage gone, now we on 

Shit was different back when we was home 

Keep it goin', feds tappin' on my mobile phone 

Wrist turnt, sip syrup, smoke and purp' 

Pop a perc', left her, savage gone, now we on 

Shit was different back when we was home 

Keep it goin', feds tappin' on my mobile phone 
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Boosie Badazz Lyrics 

 

"Savages" 

Look, they took interviews and they flipped 'em on me 

Still I rise 

They threw crosses between me and my closest homie Webbie 

But the shit ain't fly 

They asked critics if I did it or ain't did it 

What they doin', they searchin' for lies 

Dirt on my name, they hurt me inside 

What a hell of a tide 

I'm feelin' like Koly, my heart cold as a bitch 

I was raised in the streets 

Lot of nights couldn't sleep, it was deep on my street 

I had to prey on the weak 

Nigga got loose and a nigga left his head in the street 

Now he dead in the street 

No shit, we don't go for that ho shit 'round here 

Can't be scared on my street 

They'll bust your head on the street 

If you want beef, dead nigga 

All of  my niggas are savages, huh 

Have you dead by the weekend nigga 

I'm tatted up all on my sleeve 

Made me risk it then I run to the weed 

My cousin found guilty of murder, it's Murder 

It's murder, more murder, we raised up in murder 

All of my niggas are savages 

All of my niggas are savages 

All of my niggas, man all of my niggas 

Man all of my niggas are savages 

They shoot at you first on that casket shit 

Al l of my niggas are savages 

Nigga we don't play that, so I gotta say that 

All my niggas are savages 

Free my nigga D-Bo 

And every real nigga that I left thuggin' on the D-row 

Move and Lil Fleek my savages 

All of my bulls be savages 

I must admit that I run with them goons 

We know it's inside, we gon' run in the room 

We beefin' in May then we comin' for June 

My lil niggas don't mind, they do it all the time (homework nigga) 

This for my thugs doin' time 

Who ready to rumble again 

Who ready to jump for the pen 
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Shit, we ready for Bronson again 

Black S shoot a nigga neck 

Shit get real if you really wanna take it there 

Ruger Ruger Ruger Ruger Ruger red 

Ruger Ruger Ruger Ruger Ruger red 

Same nigga ain't talk when we hit a safe 

We all get money, bitch we all shine 

Somethin' jump off, we gon' all ride 

Love my hood bitch, South Side 

All of my niggas are savages 

All  of my niggas are savages 

All of my niggas, man all of my niggas 

Man all of my niggas are savages 

They shoot at you first on that casket shit 

All of my niggas are savages 

Nigga we don't play that, so I gotta say that 

All my niggas are savages 

If you know a nigga locked up, boxed up 

Put your hood up, free all my savages 

Free all my savages, free all my savages 

We don't go for that ho shit 'round here nigga 

We'll show shit 'round here nigga 

Shit all my niggas got extensions 'round here boy 

Rest in peace to my savages 

We all  gotta die, we savages 

Rest in peace to my savages 

We all gotta die, we savages 

We ride or we die, we savages 

Rest in peace to my savages 

Tattoos for my savages 

Tatted up 'cause my savages 

All of my niggas are savages 

All of my niggas are savages 

All of my niggas, man all of my niggas 

Man all of my niggas they savages 

Hit you up in traffic bitch 

All of my niggas get nasty bitch 

They pull it up on you in traffic with it 

All my niggas are savages 
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Boosie Badazz Lyrics 

 

Savage Holidays 

[Intro] 

Ooh 

Kinda cold in them hideaways 

Ain't nobody die today 

[Chorus] 

Savage holiday 

Ooh, it's kinda cold in them hideaways 

Ain't nobody die today 

Savage holiday 

[Verse 1] 

Too young, died from the corner store (Ha) 

Nigga brought that 'cause he wanted more (Ha) 

Now they want get back, left us, gon' hit back 

Left them boys in front the store (Ha) 

Caught 'em in traffic, did the boy nasty 

On some true dog shit 

Sprayed everybody like, "Fuck it!" 

On some Duval shit (Duval) 

This 'fore Thanksgivin', they trippin' 

They want blood, not chicken 

Only thing on they mental 

Kill that nigga 'fore Christmas 

Miss Patty just lost her baby last Christmas 

(Guess what else, though?) 

Her other son, he got eighty last Christmas 

[Chorus] 

Savage holiday (Ya, ya, ya, ya, ya) 

Ooh, it's kinda cold in them hideaways (Kinda cold in them hideaways) 

Ain't nobody die today 

I hope you safe and you escape a 

Savage holiday (Savage holiday) 

When you lose someone you love who you know love Christmas 

Savage holiday 

When that little thug first get that pistol, savage holiday 

[Verse 2] 

Baby mama trippin', men can't see they baby 

And it's Christmastime (Oh Lord) 

That's enough to drive you crazy 

At Christmastime (Oh Lord) 

Her nigga fucked her best friend 'round Christmastime 

Now she don't even like that holiday no more, savage 

This for Chicago, niggas who get it up like Ralo 
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This for my niggas in the snow in Milwaukee 

New Year's, looked at the news, two kids 

Another mother with a fuckin' savage holiday 

No gift gon' make us proud today 

Tell me 'bout it 

Her other son, he gon' ride today (Ooh) 

This happened all 

He was finally fuckin' shinin', mayne 

Like nigga, he was bossin' 

Last year he was rappin' 

This year he in a coffin 

No merry Christmas 

[Outro] 

Savage holiday 

Ooh, I hope you strapped up in them hideaways 

Ooh, kinda cold in them hideaways 

No merry Christmas, savage holiday 
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Migos Lyrics 

 

"Bad And Boujee"  

(feat. Lil Uzi Vert)  

[Offset:] 

You know young rich niggas 

You know so we never really had no old money 

We got a whole lot of new money though, hah 

(If Young Metro don't trust you I'm gon' shoot ya) 

Hey 

Raindrop, drop, drop top (drop top) 

Smokin' on cookie in the hotbox (cookie) 

Fuckin' on your bitch she a thot, thot, thot 

Cookin' up dope in the crockpot (pot) 

We came from nothin' to somethin' nigga (hey) 

I don't trust nobody grip the trigger (nobody) 

Call up the gang, and they come and get you (gang) 

Cry me a river, give you a tissue (hey) 

My bitch is bad and boujee (bad) 

Cookin' up dope with a Uzi (blaow) 

My niggas is savage, ruthless (savage) 

We got 30's and 100 rounds too (grrah) 

My bitch is bad and boujee (bad) 

Cookin' up dope with a Uzi (dope) 

My niggas is savage, ruthless (hey) 

We got 30's and 100 rounds too (glah) 

Offset, whoa, whoa, whoa, whoa, whoa 

Rackings on rackings, got backends on backends 

I'm ridin' around in a coupe (coupe) 

I take your bitch right from you (you) 

Bitch I'm a dog, woof (grrr) 

Beat that ho walls loose (hey) 

Hop in the frog, whoa (skrt) 

I tell that bitch don't come for me (come for me) 

I swear these niggas is under me (hey) 

They hate and the devil keep jumpin' me (jumpin' me) 

Bankrolls on me keep me company (cash) 

Ay, we do the most, yeah 

Pull up in Ghosts, yeah (woo) 

My diamonds a choker (glah) 

Holdin' the fire with no holster (blaow) 

Rick The Ruler, diamonds cooler (cooler) 

This a Rollie not a Mueller (hey) 

Dabbin' on 'em like the usual (dab) 

Magic with the brick, do voodoo (magic) 

Court side with a bad bitch (bitch) 
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Then I send the bitch through Uber (go) 

I'm young and rich and plus I'm boujee (hey) 

I'm not stupid so I keep the Uzi (rrrah) 

Rackings on rackings, got backends on backends 

So my money makin' my back ache 

You niggas got a low Act' rate (Act') 

We from the North, yeah that way (North) 

Fat cookie blunt in the ash tray (cookie) 

Two bitches, just national smash day (smash) 

Hop in the Lamb', have a drag race (skrt) 

I let them birds take a bath bae (brrrrr) 

Raindrop, drip, drop top (drop top) 

Smokin' on cookie in the hotbox (cookie) 

Fuckin' on your bitch she a thot, thot, thot (thot) 

Cookin' up dope in the crockpot (pot) 

We came from nothin' to somethin' nigga (hey) 

I don't trust nobody grip the trigger (nobody) 

Call up the gang, and they come and get you (gang) 

Cry me a river, give you a tissue (hey) 

My bitch is bad and boujee (bad) 

Cookin' up dope with a Uzi (blaow) 

My niggas is savage, ruthless (savage) 

We got 30's and 100 rounds too (grrah) 

My bitch is bad and boujee (bad) 

Cookin' up dope with a Uzi (dope) 

My niggas is savage, ruthless (hey) 

We got 30's and 100 rounds too (glah) 

[Quavo:] 

Pour a four, I'm droppin' muddy 

Outer space, KiD CuDi (drank) 

Introduce me to your bitch-ass wifey and we know she sluttin 

Broke a brick down, nutty buddy, now that nigga ducking 

Don't move too fast I might shoot you (huh?) 

Draco bad and boujee (Draco) 

I'm always hangin' with shooters (brrah) 

Might be posted somewhere secluded (private) 

Still be playin' with pots and pans, call me Quavo Ratatouille 

Run with that sack, call me Boobie (run with it) 

When I'm on stage show me boobies (ay) 

Ice on my neck, I'm the coolest (ice) 

Hop out the suicide with the Uzi (pew-pew-pew) 

I pull up, I pull up, I pull up 

I hop out with all of the drugs in the cooler (skrt) 

I'm cookin', I'm cookin', I'm whippin', I'm whippin' into a rock up, let it lock up (lock up) 

I gave her 10 racks, I told her go shoppin' and spend it all at the pop up (ten) 

These bitches they fuck and suck dick and they bustin' for Instagram, get your cloud up 
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Uh, yeah, that way, float on the track like a Segway (go) 

Yeah, that way, I used to trap by the subway (trappin') 

Yeah, that way, young nigga trap with the AK (rrrah) 

Yeah, that way, big dyke ho get it on, Macy Gray (hey) 

[Offset:] 

Raindrop, drip, drop top (drop top) 

Smokin' on cookie in the hotbox (cookie) 

Fuckin' on your bitch she a thot, thot, thot (thot) 

Cookin' up dope in the crockpot (pot) 

We came from nothin' to somethin' nigga (hey) 

I don't trust nobody grip the trigger (nobody) 

Call up the gang, and they come and get you (gang) 

Cry me a river, give you a tissue (hey) 

My bitch is bad and boujee (bad) 

Cookin' up dope with a Uzi (blaow) 

My niggas is savage, ruthless (savage) 

We got 30's and 100 rounds too (grrah) 

My bitch is bad and boujee (bad) 

Cookin' up dope with a Uzi (dope) 

My niggas is savage, ruthless (hey) 

We got 30's and 100 rounds too (glah) 

[Lil  Uzi Vert:] 

Yeah, yeah, yeah, yeah, my bitch she bad to the bone, ay 

Wait, these niggas watchin', I swear to God they be my clones 

Yeah, hey, huh, switchin' my hoes like my flows (what?) 

Switchin' my flows like my clothes (like what?) 

Keep on shootin' that gun, don't reload 

Oh, oh, now she won't fuck with my crew 

Cause the money come all out the roof 

Drive the 'Rari, that bitch got no roof (skrt) 

Wait, what kind of 'Rari? 458 (damn) 

All of these niggas, they hate (they hate) 

Try to hide shoot through the gate 

Look, go to the strip club, make it rain (rain) 

So much money they use rakes 

Count 100, 000 in your face (in your face) 

Yeah, they put 300 right in the safe 

Met her today, oh 

She talk to me like she knew me, yeah 

Go to sleep in a Jacuzzi, yeah 

Yeah, wakin' up right to a two piece, yeah 

Countin' that paper like loose leaf, yeah 

Gettin' that chicken with blue cheese, yeah 

Yeah, boy you so fat like my collar 

You snakin', I swear to God that be that Gucci, ay 

And you know we winnin' (winnin') 
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Yeah, we is not losin' 

Try play your song, it ain't move me (what?) 

Saw your girl once now she choose me, yeah 

[Offset:] 

Raindrop, drop, drop top (drop top) 

Smokin' on cookie in the hotbox (cookie) 

Fuckin' on your bitch she a thot, thot, thot (thot) 

Cookin' up dope in the crockpot (pot) 

We came from nothin' to somethin' nigga (hey) 

I don't trust nobody grip the trigger (nobody) 

Call up the gang, and they come and get you (gang) 

Cry me a river, give you a tissue (hey) 

My bitch is bad and boujee (bad) 

Cookin' up dope with a Uzi (blaow) 

My niggas is savage, ruthless (savage) 

We got 30's and 100 rounds too (grrah) 

My bitch is bad and boujee (bad) 

Cookin' up dope with a Uzi (dope) 

My niggas is savage, ruthless (hey) 

We got 30's and 100 rounds too (glah) 
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Lil Reese Lyrics 

 

"Savage" 

[Hook:] 

Young living savage 

For that bread I gotta have it 

The top I gotta have it 

Young living savage 

300, we so savage 

GBE, we so savage 

OTF, we so savage 

Young living savage 

[Verse 1:] 

I smoke kush, I'm an addict 

Young living savage 

My niggas know we got it 

My bitches be attractive 

Riding with that ratchet 

Hundred for that cabbage 

My young niggas clap 

Number 5, bitch they clap 

Don't try me, it'll happen 

I'm toting you know I got it 

Young living savage 

I'm toting you know I got it 

[Hook] 

[Verse 2:] 

I be toking 30's 

Me and my niggas thirsty 

We out here, bitch we lurking 

Cash up bitch, we splurging 

I'm balling Julius Erving Fast lane, I'm swerving 

Fucked up and I know it 

Your bitch knows she's going 

I'm reckless and you know it 

If I got it, I'm gonna blow it 

Bands on bands, I blow it 

I'm flexing, got her going 

[Hook] 
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Moneybagg Yo Lyrics 

 

"Moneybagg Myers"  

Uh, it's like a scary sight or somethin' 

Niggas get scared, niggas spooked 

Half an M on jewelry, I put that on the bible (put that on Christ) 

In the traphouse wrappin' bales up like a cypher (ain't talkin' 'bout lyrics) 

Ho I'm savage-hearted, you can't get that title (bitch I'm savage) 

Murder murder, hitters killin' shit like Michael (Moneybagg Myers) 

Half an M on jewelry, I put that on the bible (put that on Christ) 

In the traphouse wrappin' bales up like a cypher (ain't talkin' 'bout lyrics) 

Ho I'm savage-hearted, you can't get that title (bitch I'm savage) 

Murder murder, hitters killin' shit like Michael (Moneybagg Myers) 

Yeah, pull up in the V12 

Hop out and shit on 'em, easel (Smokey) 

I wrap a pack up and resell 

Would ship it but niggas burned up the mail (burn it up) 

You tryna shoot from afar, sniper (social) 

Your mama should've named you type (what?), rider 

Bitches wanna link like Cubans (chain) 

I'm a late night redeye flighter 

Seen it all, had it all (everything) 

Got too much jewelry, can't add it all (I don't know) 

Don't let what I'm doin' just throw you off (don't do that) 

You better stay focused like Adderall (stay focused lil nigga), yeah 

Savage heart, savage heart 

Me feelings iced out, a Patek heart (watch on me) 

I put some dope on your boulevard (then what?) 

Junkies in my yard, pull apart (kingpin) 

Half an M on jewelry, I put that on the bible (put that on Christ) 

In the traphouse wrappin' bales up like a cypher (ain't talkin' 'bout lyrics) 

Ho I'm savage-hearted, you can't get that title (bitch I'm savage) 

Murder murder, hitters killin' shit like Michael (Moneybagg Myers) 

Half an M on jewelry, I put that on the bible (put that on Christ) 

In the traphouse wrappin' bales up like a cypher (ain't talkin' 'bout lyrics) 

Ho I'm savage-hearted, you can't get that title (bitch I'm savage) 

Murder murder, hitters killin' shit like Michael (Moneybagg Myers) 

Man I got this shit on lock like it was Rikers (like the jail) 

I know niggas really federal so I write 'em (keep your head up) 

Zippers all over my jacket, I'm a biker (motorcycle) 

Ain't in your city for too long so I one night her (I hit it and leave) 

She a lil ratchet but gorgeous (gorgeous) 

I'm knifing your sister like Lauri (knifin' her) 

She eat the dick, I record it (mmh) 

My niggas gon' ride, Forgi (wheels) 
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I stepped on the scene, horror film (killin' shit) 

Niggas get ghost every time they see him (where they go?) 

My ice bright, yours dim (turn it up) 

My chain strong, yours slim 

Half an M on jewelry, I put that on the bible (put that on Christ) 

In the traphouse wrappin' bales up like a cypher (ain't talkin' 'bout lyrics) 

Ho I'm savage-hearted, you can't get that title (bitch I'm savage) 

Murder murder, hitters killin' shit like Michael (Moneybagg Myers) 

Half an M on jewelry, I put that on the bible (put that on Christ) 

In the traphouse wrappin' bales up like a cypher (ain't talkin' 'bout lyrics) 

Ho I'm savage-hearted, you can't get that title (bitch I'm savage) 

Murder murder, hitters killin' shit like Michael (Moneybagg Myers) 
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Future Lyrics 

 

"Photo Copied"  

Yeah, you lucky 

Yeah, I'm on savage time nigga 

I'm on savage time 

I'm on ratchet time 

I'm gon' smash her she so outta pocket 

I'm gon' smash her but she photocopied 

Once I adapted I got more options 

I told her ignore that bitch she told me "yes daddy" 

Man she, tryna get at me 

Hoe you telling they business so tacky 

We don't cuddle with none of you bitches 

We don't wanna hustle with none of you niggas 

Uh, I'm cool on them, don't even dap them niggas 

Uh, I was in the trap they tried to trap a nigga 

I pull up in that new Maybach and they wave 

These niggas won't show no deuces they got hoe-waves 

I walk inside the club and they wave 

I put headshots and more hits out on my enemies 

I got love for all my niggas who got love for me 

I got bloods, crips, and GDs in my family tree 

And everywhere I go them vice lords with me 

You don't want no static we just got these things established 

Bobble head bitches, they just smash automatic 

Your baby-momma outta pocket knowing I'm a savage 

I told you I don't give you the dope 

I told you I don't give you that dope 

You niggas don't exist we eat filet mignon 

Go brazy with your bitch she try to stay the night 

The first thing in the AM send her on a flight 

Yeah, I'm on savage time nigga 

I'm on savage time 

I'm on ratchet time 

I'm gon' smash her she so outta pocket 

I'm gon' smash her but she photocopied 

I passed her off like "oh bitch I'm him" 

I'm seeing the way she actin' on a gram 

You misrepresenting who I am 

Oh, hold up 

That photoshop making me nervous 

I told you what's making me nervous 

I know you ain't saving that pussy 

You know somebody play in that pussy 

And it's o, it's okay though 
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I got love for all my niggas who got love for me 

I got bloods, crips, and GDs in my family tree 

And everywhere I go them vice lords with me 

You don't want no static we just got these things established 

Bobble head bitches, they just smash automatic 

Your baby-momma outta pocket knowing I'm a savage 

I told you I don't give you the dope 

I told you I don't give you that dope 

You niggas don't exist we eat filet mignon 

Go brazy with your bitch she try to stay the night 

The first thing in the AM send her on a flight 

Yeah, I'm on savage time nigga 

I'm on savage time 

I'm on ratchet time 

I'm gon' smash her she so outta pocket 

I'm gon' smash her but she photocopied 
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Trap Queen Lyrics 

Fetty Wap Lyrics 

 

"Trap Queen" 

RGF productions 

Remy Boyz, yah-ah 

1738 

I'm like "Hey, what's up? Hello" 

Seen your pretty ass soon as you came in the door 

I just wanna chill, got a sack for us to roll 

Married to the money, introduced her to my stove 

Showed her how to whip it, now she remixing for low 

She my trap queen, let her hit the bando 

We be counting up, watch how far them bands go 

We just set a goal, talking matching Lambos 

At 56 a gram, 5 a 100 grams though 

Man, I swear I love her, how she work the damn pole 

Hit the strip club, we be letting bands go 

Everybody hating, we just call them fans, though 

In love with the money, I ain't never letting go 

And I get high with my baby 

I just left the mall, I'm getting fly with my baby, yeah 

And I can ride with my baby 

I be in the kitchen cooking pies with my baby, yeah 

And I can ride with my baby 

I just left the mall, I'm getting fly with my baby, yeah 

And I can ride with my baby 

I be in the kitchen cooking pies 

I'm like, "Hey, what's up? Hello" 

I hit the strip with my trap queen, 'cause all we know is bands 

I just might snatch up a 'Rari and buy my boo a Lamb' 

I might just snatch her a necklace, drop a couple on a ring 

She ain't wanting for nothing because I got her everything 

It's big ZooWap from the bando 

Remind me where I can't go 

Remy Boyz got the stamp though 

Count up hella them bands though 

Boy how far can .your bands go? 

Fetty Wap, I'm living fifty thousand K how I stand though 

If you checking for my pockets I'm likeé 

And I get high with my baby 

I just left the mall, I'm getting fly with my baby, yeah 

And I can ride with my baby 

I be in the kitchen cooking pies with my baby, yeah 

And I can ride with my baby 

I just left the mall, I'm getting fly with my baby, yeah 
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And I can ride with my baby 

I be in the kitchen cooking pies 

I'm like, "Hey, what's up? Hello" 

Seen yo pretty ass soon as you came in the door 

I just wanna chill, got a sack for us to roll 

Married to the money, introduced her to my stove 

Showed her how to whip it, now she remixing for low 

She my trap queen, let her hit the bando 

We be counting up, watch how far them bands go 

We just set a goal, talking matching Lambos 

At 56 a gram, 5 a 100 grams though 

Man, I swear I love her how she work the damn pole 

Hit the strip club, we be letting bands go 

Everybody hating, we just call them fans though 

In love with the money, I ain't never letting go 

I be smoking dope and you know Backwoods what I roll 

Remy Boyz, Fetty eating shit up, that's fasho 

I'l l run in ya house, then I'll fuck your hoe 

'Cause Remy Boyz or nothing 

Re-Re-Remy Boyz or nothing 

[Nitt Da Gritt:] 

(She my trap queen) 

Yeah, you hear my boy 

(She my trap queen) 

Sounding like a zillion bucks on the track 

(She my trap queen) 

I got whatever on my boy, whatever 

(And I get high with my baby) 

Put your money where your mouth is 

Money on the wood make the game go good 

Money out of sight cause fights 

Put up or shut up, huh? 

Nitt Da Gritt, RGF Productions 

(ZooWap) 
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Lil' Kim Lyrics  

 

"Trap Queen"  

Cooking in my bra and panties at the stove 

LA perla lingerie under my versace robe 

Show me how to remix take the 9 out the hole 

Platinum in these streets 

But these Cubans all gold 

He deserve a black belt 

How he be chopping them OS 

Baking soda we got baking soda 

Calls us Pablo and Giselda cause we taking over 

Doing tricks on that dick like it's a stripper pole 

Treat the pussy like it's money 

He ain't never letting go 

I'm cheffing pies with my baby 

He from Brooklyn too, I'm in the stuy with my baby 

Matching lous getting fly with my baby 

His and her hermes 

Driving matching Mercedes 

We in that trap like Minnie and Mickey is 

Always O.T like we be with genesis 

My chanel crown on 

While am serving the lean 

He gon ride for his baby cause I'm his trap queen 
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Fabolous Lyrics 

 

"Trap Royalty"  

(feat. Mike Davis) 

[Mike Davis:] 

Trap King, need a Trap Queen 

Every Trap King, need a Trap Queen, yeah 

Trap King, need a Trap Queen 

Every Trap King, need a Trap Queen, yeah 

Trap King, need a Trap Queen 

Every Trap King, need a Trap Queen, yeah 

[Fabolous:] 

Miss each other when we do our trap ting 

But when we link you already know the happenin' 

She gotta hustle like my hustle, so I figure she for me 

And we both chasing dreams so it's bigger than money 

When I met her, she was grindin' and I was diggin that youngin' 

Was chasing money but she wasn't chasin' niggas with money 

And she a hustler, all she needed was that support system 

I cashed out, she stacked up went out and bought business 

Most girls woulda' copped bags and bought Christians 

I ain't judgin' I'ma save it for the court system 

I just see that she 'bout somethin' and thought different 

And if it ain't about nothin', then she abort mission 

Ya boy vision is get money and avoid prison 

And shorty make sure that the boy isn't 

Slippin' or slackin' or trippin' or lackin' 

I save that up front dough and flip all the back ends 

Trap King done got to the throne from the dungeon 

Rockin' that trapstar from New York to London, yeah 

[Mike Davis:] 

Trap King, need a Trap Queen 

Every Trap King, need a Trap Queen, yeah 

Trap King, need a Trap Queen 

Every Trap King, need a Trap Queen, yeah 

Trap King, need a Trap Queen 

Every Trap King, need a Trap Queen, yeah 

[Fabolous:] 

Miss each other while we do our trap ting 

But when we link you already know the happenin' 

Trap King need a Trap Queen that's royalty 

Told we'll be rich forever, that's loyalty 

Baby get whatever from papa, that's spoilty 

Hustle like Russell so I need a young Kimora Lee 

Both from the mud, so we know know that soil be 

Don't slip but we know how slick that, that oil be 
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Gotta keep a stash for the bail and that lawyer fee 

Still play Santa cause I got her every toy you see 

Rolex crowns, his and her accordingly 

And we drink royally the Vodka is royally 

Cheers to the new deal, cheers to the new wheels 

Feels like thrones and they give massages 

What the car cost is that shit give you menages 

House like a castle but come from the projects 

Dead all that lil shit cause we live the largest 

Dead all that lil shit yeah we live the largest 

[Mike Davis:] 

Trap King, need a Trap Queen 

Every Trap King, need a Trap Queen, yeah 

Trap King, need a Trap Queen 

Every Trap King, need a Trap Queen, yeah 

Trap King, need a Trap Queen 

Every Trap King, need a Trap Queen, yeah 

Miss each other while we do our trap ting 

[Fabolous:] 

But when we link you already know the happenin' 

We gotta take risks and prosper 

Fuck all that fake shit and gossip 

We tryna eat, we want that steak with the lobster 

Matter of fact, make it with pasta, room for dessert 

I got some cake mix in boxes, whip it up make it a Boxster 

Hop off the porch, hop in the Porsche 

Hop into mine, and you hop into yours 

Different rides, same destination and the nav nigga 

Ain't no hesitation on the ave nigga 

Fuck the reservation that you have nigga 

We bought the preservation, livin' lav nigga 

I wouldn't cater that 9 to 5, all up and down that I-95 

Can't kill my hustle, so I'm alive and if I die my grind survives 

Johan and Jonas gon' sleep where that throne is 

Make sure they notice and don't go unnoticed 

Those my Trap Princes, hope they find a Princess 

That way my boys will livin' Trap Royalty 
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The Game Lyrics 

 

"Summertime"  

(feat. Jelly Roll) 

[Hook - Game:] 

I think I might bang the whole summertime 

I think I might bang the whole summertime 

I think I might bang the whole summertime 

Top down in the winter, nigga this summer's mine 

I think I might bang the whole summertime 

I think I might bang the whole summertime 

I think I might bang the whole summertime 

Top down in the winter, nigga this summer's mine 

[Verse 1 - Game:] 

I think I might bang the whole summer 

Pull up in the block with the old Missy hummer 

Hop out with my bandana tied around my head like Pac 

Westside nigga, never had a problem banging BIG 

Who would ever know I spit crack when I was slanging it 

My Uncle Greg whipped it all the time 

My Daddy used to whip it all the time 

My brother started whipping his and mine 

I sat back, played my position until I got the hang of it 

On my way to school in that Michael Jordan jersey 

Crips used to sweat me but I ain't nervous 

And I wore it on purpose 

[Hook - Game:] 

I think I might bang the whole summertime 

I think I might bang the whole summertime 

I think I might bang the whole summertime 

Top down in the winter, nigga this summer's mine 

I think I might bang the whole summertime 

I think I might bang the whole summertime 

I think I might bang the whole summertime 

Top down in the winter, nigga this summer's mine 

[Bridge - Jelly Roll:] 

They don't know 

About the summertime, a lot of niggas dyin' 

They don't know 

About the summertime, I'm just tryna survive 

[Verse 2 - Game:] 

All I ever wanted was a red Honda 

Yeah, you can tuck the rag but the tats don't lie 

Give me a trap queen, we gon' sell it 

Give me a trap queen, we gon' sell it 

Tell me, what you gon' do when the trap goes dry? 
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You can try Visine but the stats don't lie 

And I hope you ain't alone when you sell it 

Said I hope you ain't alone when you sell it 

Took 5 shots and survived the pine box 

Swear I'm happy I'm still here so I can tell it 

I know you're jealous, I know you don't like me 

But you whoopin' my ass or killin' me is unlikely 

Welcome to Cedar Block and... 

[Hook - Game:] 

I think I might bang the whole summertime 

I think I might bang the whole summertime 

I think I might bang the whole summertime 

Top down in the winter, nigga this summer's mine 

I think I might bang the whole summertime 

I think I might bang the whole summertime 

I think I might bang the whole summertime 

Top down in the winter, nigga this summer's mine 

[Bridge - Jelly Roll:] 

They don't know 

About the summertime, a lot of niggas dyin' 

They don't know 

About the summertime, I'm just tryna survive 
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blackbear Lyrics 

 

"top priority"  

(feat. Ne-Yo) 

[blackbear:] 

Oh, yeah 

Yeah 

Seein' you last week, thought that we were cool 

You was with some bitches I never knew, I never met 

You was actin' all brand new 

How you gonna pay for your car and your crib with you two chicks 

And guest list 

I'm friends with every fatty you been havin' sex with 

If it ain't me, if it ain't me 

Who's gon' turn you to a wife from the trap queen? 

If it ain't me, if it ain't me 

Who's gon' change your life, who's gonna lay the pipe exactly how you like? 

Who's gon' make it right, who's gon' change your life? 

Who's gon' make you top priority? 

Top priority 

Top priority 

Top priority 

[Ne-Yo:] 

Shawty's such a pretty little thug 

Smile like sunshine but let a chick talk slick just one time (she snappin') 

She accustomed to the trappin' 

She don't let it happen, she make it happen 

Ballplayers and the D-boys and make it rappin' 

Be the type that should be attracted 

So fancy but so much on the outside that nobody can see 

How smart you are, how funny 

Loyal and about your money 

Well I can, baby (I can baby) 

You know you're bad, you could have any man, baby 

But I got a big heart, good sex 

Sims in the bank and a motherfuckin' plan baby 

You gonna hit me up? 

If it ain't me, if it ain't me, babe 

Who's gonna take you to a wife from the trap queen? 

Said if it ain't me babe, if it ain't me 

Who gon' change your life, who's gonna lay the pipe just the way you like? 

Say who gon' make it right, change your life? 

Make you top priority? 

Ayy, top priority 

Make you top priority 

Top priority 
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Gucci Mane Lyrics 

 

"Trap Gurl"  

(feat. Gangsta Boo) 

[CHORUS:] 

Don't want no other woman in da world but dat girl 

Ma I gotta tell u I'm in luv with a trap girl 

Trap girl [x8] 

Down ass bitch dat keep my business intact girl 

End of the nite we'll be counting dem stacks girl 

Trap girl [x8] 

[VERSE 1: GUCCI MANE] 

See dat thick redbone man I call dat 

Da coupe wat she drive and da trap all dat 

Cause she a trap girl [x8] 

Gucci back on dat trap shit 

Fuck a super model cause I'm stickin with my trap bitch 

Cause she a down ass gangsta broad 

Like a basketball player baby girl will take da shot 

Micros and sum nice clothes 

Real fat ass and she luv to smoke dat hydro 

She got my name on her arm 

And she ain't a terrorist but she'll hold a nigga bomb 

She real good in da kitchen 

Got her cookin up all da quarter chicken 

She keep my pounds in da basement 

Pussy so good dat I bought da bitch a bracelet 

Just to show her dat I luv her 

Cause every nigga in da hood wanna fuck her 

[CHORUS:] 

Don't want no other woman in da world but dat girl 

Ma I gotta tell u I'm in luv with a trap girl 

Trap girl [x8] 

Down ass bitch dat keep my business intact girl 

End of the nite we'll be counting dem stacks girl 

Trap girl [x8] 

[VERSE 2: GANGSTA BOO] 

Ay I gotta holla at my mexicans 

Takin trips in and outta town with dem pounds again 

Yea I got da pounds of da goodie good 

Looks I decieve and best believe I got da goodie good 

Yea I do dis here for da gucci mane 

With my pretty ass I can get him just bout anythang 

Yea I got da niggas with da hard white 

Bricked up taped up 

U wanna get high tonite 
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Ay I da pills if u wanna roll 

To calm down off dat I got da zanex to help u dose 

Ay and I keep a piece of bling bling 

Also strapped with the infored beams 

For niggas tryin 2 cross da team 

Yea u betta get ya fuckin mind rite 

Cause I got my grind tight 

All day all nite 

Ay dis time around will be da take ova 

Give da game a makeover 

Like flip game over 

Yea dis time around till be da take over 

Give da game a makeover 

Trap girl game over 

[CHORUS:] 

Don't want no other woman in da world but dat girl 

Ma I gotta tell u I'm in luv with a trap girl 

Trap girl [x8] 

Down ass bitch dat keep my business intact girl 

End of the nite we'll be counting dem stacks girl 

Trap girl [x8] 

[VERSE 3: GUCCI MANE] 

I'm hood like hot wings 

Lookin for a trap queen 

Burglabar throwed up 

Every room a flat screen 

Took her income tax 

And I flipped it to a whole thing 

Yea I flipped to a whole thing 

Now it's on and poppin 

Luv to take her shoppin 

Keep her lookin good cause da money's not a option 

Nezit gritzit shit is my trap shit 

Numba one trap pit 

Good at dat mouth shit 

Trap bitch bad bitch 

Nothin like my last bitch 

If dey ever meet den 

Dat bitch gon get her ass kicked 

[CHORUS:] 

Don't want no other woman in da world but dat girl 

Ma I gotta tell u I'm in luv with a trap girl 

Trap girl [x8] 

Down ass bitch dat keep my business intact girl 

End of the nite we'll be counting dem stacks girl 

Trap girl [x8] 
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Fabolous Lyrics 

 

"Trapline Bling"  

(feat. Josh K) 

[Josh K:] 

You used to call me on my trap phone 

Late night when you need those drugs 

Call me on my trap phone 

Late night when you need those drugs 

I know when that trapline bling 

That can only mean one thing 

Cause I know when that trapline bling 

That can only mean one thing 

Ever since I left the city you 

You got a new connect now 

Say you got that work and you got pounds now 

I see you charged up cause you the plug now 

Ever since I left the city you 

Started getting money, now you got hoes 

Spending hella bands ant the new store 

Hanging with some lames I've never seen before 

You used to call me on my trap phone 

Late night when you need those drugs 

Call me on my trap phone 

Late night when you need those drugs 

I know when that trapline bling 

That can only mean one thing 

Cause I know when that trapline bling 

(Trapline bling) 

That can only mean one thing 

(Mean one thing) 

[Fabolous:] 

When the pay callin, that's bae callin' 

I played the field now I'm play callin' 

In the old days it was Jays callin' 

Now it's Lenny sayin Jay's callin' 

And them some old hoe just hit this number 

Want the wood, tryna get this lumber 

Got me sounding like X in Belly 

"How the fuck did you get this number?!" 

Know these girls love a street mogul 

That catch plays and eat noble 

With the Balmains, knees ripped open 

And the burnout, that flip open 

Trap King, need a trap Queen 

We call that trap royalty 
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If we lick together we'll be rich forever 

Call that trap loyalty 

So stay down, I'ma hit you back 

Got one, tryna get two back 

Whip a Benz, tryna get two back 

Let a real nigga sit you back 

Fly you in then get flew back 

Got your ex tryna get you back 

Grab the mic, tell that bitch move back 

I would like to make a shout out to 

All my hustlers out here that just love to grind 

You gon' have to call me back another time 

Bitch I got El Chapo on the other line 

So only call me on my trap phone 

Late night when you need those drugs 

[Josh K:] 

Call me on my trap phone 

Late night when you need those drugs 

I know when that trapline bling 

That can only mean one thing 

Cause I know when that trapline bling 

That can only mean one thing 

Can you tell me somthin'? 

Why all on my line 

Tellin' me that I'm a liar 

Thinking I'm out with these hoes 

When I'm really at the studio 

I'm out here in these streets risking my freedom just to 

Give you a better future 

Shawty I'm out trappin' 

Which means I'm taking risks and prospering 

You used to call me on my trap phone 

Late night when you need those drugs 

Call me on my trap phone 

Late night when you need those drugs 

I know when that trapline bling 

That can only mean one thing 

Cause I know when that trapline bling 

That can only mean one thing 

You used to call me on my trap phone 

[Fab:] Yo, I thought I told you not call me on this pohne, what's up? 

[Girl:] These fuckin' niggas violated me man, they put they're in my pussy 

[Fab:] What niggas? What happened? What happened? 

[Girl:] Fuck these niggas, just come fuckin; get me, just come, just come fuckin' get me 
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Fetty Wap Lyrics 

 

"Again"  

[Hook:] 

I want you to be mine again baby 

I know my lifestyle is driving you crazy 

I cannot see myself without you 

We call them fans though, girl you know how we do 

I go out of my way to please you 

I go out of my way to see you 

And I want you to be mine again baby 

I know my lifestyle is driving you crazy 

But, I cannot see myself without you 

We call them fans though, girl you know how we do 

I go out of my way to please you 

I go out of the way to see you 

I ainôt playing no games, I need you 

Baby, can you understand Iôm a young nigga living 

Coming from the trap, all a nigga know is get it 

I ainôt chasing no pussy, girl Iôm talking óbout the digits 

Big bank rolls in my pockets, all fifties 

Turned a little check, then, I showed you I could triple it 

Baby, itôs Zoovier, only want you 

I donôt give a fuck who cares, tats on my face 

She donôt give a fuck who stares, looking too good 

Get you fucked on sight 

Iôm tryna finish this who I started with 

Iôm tryna spend it all who I got it with 

She my trap queen, let her hit the bando 

We be counting up, watch how far them bands go 

Hop out my beamer, she jump out the Lambo 

Roll them bands up, smooth how the wind go 

Dumping wood guts allout the window 

Married to the money, I ainôt never let go 

Baby, itôs Zoowap from the bando 

Dumping wood guts allout the window 

Married to the money, I ainôt never let go 

Baby, itôs ZooWap from the fucking bando 

[Hook] 

I hope you know I need you, ay, yeaaah baby 

I get up on my knees too, ay, yeaaah baby 

Do anything to please you, ay, yeaaah baby 

Top down when we breeze through, ay, yeaaah baby 

Know they call me Zoovier 

We living like a movie 
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And all the bands down to going up, girl, you know we ran through it 

I need you baby, I ainôt afraid admit it 

Girl, I need you baby, girl tell me if you with it 

Yeaah baby, all the bands Iôma spend it 

Big ZooWap to the finish 

When I come through, they screaming out 

Zoovier, baby scream it loud 

[Hook] 

And I want you to be mine again baby 

I know my lifestyle is driving you crazy 

But, I cannot see myself without you 

We call them fans though, girl you know how we do 

I go out of my way to please you 

I go out of the way to see you 

I ainôt playing no games, I need you 
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Fetty Wap Lyrics 

 

"Whateva"  

(feat. Monty) 

Hello? 

(Hello) 

Whatôs up with you 

(Nothing, what you up to?) 

Shit Iôm on the stove 

(What you about to do?) 

Shoot, I wanted to let you hear something real quick 

Whatever is mine is yours 

Everything that you need I provide and more 

Itôs just something about you, I can not ignore 

Everything that you do 

I swear I adore 

When you were looking my way 

Seent the look on your face 

I walked up and said hey 

Now look where we stand today 

Girl I just want to be yours 

Aye, yeah, baby, aye 

Squad, 17 

Whatever is mine is yours 

Everything that you need I provide and more 

Itôs just something about you, I can not ignore 

Everything that you do (ZooWap) 

I swear I adore 

When you were looking my way 

When you feeling down gotta get you high 

We gonna spend them bands, Iômma get you fly 

She my Trap Queen, with her whipping pies 

Stay high, see you sexier in my eyes 

Where you tryna go though? 

That nigga heôs a dummy, heôs a dodo 

I swear to God Iôll never let you go though 

And anywhere you wanting, we can go though 

Uh, for you a nigga switch it up 

Trade the coupe for a range, thatôs the family truck 

Look, riding óround with my shorty with the blinking cut 

And she gonna let it go, try to stick me up 

Iôm like everything we want, make the ground shake 

Aye baby got back, thatôs a pound cake 

Whole squad on the grind like a skateboard 

Thatôs why everywhere we go, niggas make noise 

Iôm like Silver Surfer baby, you can see me swimming 
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Batman Benz, thatôs how I be dipping 

Orange Lamb, thatôs what I just rented 

Big Benz Wap, my squad winning 

Whatever is mine is yours 

Everything that you need I provide and more 

Itôs just something about you, I can not ignore 

Everything that you do 

I swear I adore 

When you were looking my way 

Seent the look on your face 

I walked up and said hey 

Now look where we stand today 

Girl I just want to be yours 

Aye, yeah baby, aye 

Squad, 17 

[Monty:] 

Monty, 1738 

Beautiful, yes you are 

In my eyes youôre a star 

Big house, fancy cars 

Yeah itôs yours, yeah itôs yours baby 

Press record baby 

Seen you before 

Wonder what you got in store baby 

And I already know what youôre thinking 

And we ainôt gotta tell nobody, I can keep a secret 

You can have whatever baby, keep it 

Two hundred on the dash, taking bags out of Neiman's 

Nails done, hair done, everything did 

Cause if we gotta do it, we gotta do it big 

She buy me a pistol, I buy her a purse 

And everywhere we go, we get the His and Hers 

Whatever is mine is yours 

Everything that you need I provide and more 

Itôs just something about you, I can not ignore 

Everything that you do 

I swear I adore 

When you were looking my way 

Seent the look on your face 

I walked up and said hey 

Now look where we stand today 

Girl I just want to be yours 

Aye, yeah baby, aye 

Squad, 17 

[Fetty Wap (Monty):] 

Is yours 
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You need and more 

Can not ignore 

I adore 

Yeah baby 

Aye 

Squad 

1738 

(Woah-oah-oah 

Aye 

Baby 

Oah-oah-oah-oah 

Baby 

Squad 

Hahaha) 

https://www.azlyrics.com/lyrics/fettywap/whateva.html 
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Yo Gotti Lyrics 

 

"Tell Me"  

(feat. Fetty Wap) 

[Fetty Wap:] 

If I pick you up, where you wanna go, tell me 

Anywhere you want, I can take you there, let me 

Show you 'round my way, baby I'm the man, if they 

Tell you it's a lie, tell 'em take the stand, baby 

Anywhere you want, baby we can go, let's go 

Tell me what you roll, baby we can blow, let's smoke 

He say he get dough but we know we don't, his cash low 

Might be who I want if you can catch them all baby 

[Yo Gotti:] 

Figure she a trap queen, I let her count the money 

She gonna hold me down, so I trust her with the homies 

Military, got it, bitch I keep that fallen army 

Plug talk Tony, I try every homie 

Lamborghini Door, lately with the Rolls, well, well 

I got all the [?] 'fore they hit the streets 

Bitches fall in love, I fall out of love, quickly 

Nigga wanna hate, why they wanna hate, miss you 

[Fetty Wap:] 

If I pick you up, where you wanna go, tell me 

Anywhere you want, I can take you there, let me 

Show you 'round my way, baby I'm the man, if they 

Tell you it's a lie, tell 'em take the stand, baby 

Anywhere you want, baby we can go, let's go 

Tell me what you roll, baby we can blow, let's smoke 

He say he get dough but we know we don't, his cash low 

Might be who I want if you can catch 'em all baby 

[Yo Gotti:] 

I give you the world when you wanna go tell me 

Screaming fuck the judge, I'd never sneak jail me 

I got pounds of loud, when I'm walkin', you can smell me 

Do it for the hood so it ain't nothing they could tell me 

.40 on my hip, please don't let my .40 fail me 

My girl she a trip, she be screaming out [?] 

My girl she a gangster, only fuck with gangsters 

We got something in common, we both keep them bangers 

[Fetty Wap:] 

If I pick you up, where you wanna go, tell me 

Anywhere you want, I can take you there, let me 

Show you 'round my way, baby I'm the man, if they 

Tell you it's a lie, tell 'em take the stand, baby 
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Anywhere you want, baby we can go, let's go 

Tell me what you roll, baby we can blow, let's smoke 

He say he get dough but we know we don't, his cash low 

Might be who I want if you can catch 'em all baby 

[Fetty Wap:] 

If I pick you up, where you wanna go, tell me 

Anywhere you want, I can take you there, let me 

Show you 'round my way, baby I'm the man, if they 

Tell you it's a lie, tell 'em take the stand, baby 

Anywhere you want, baby we can go, let's go 

Tell me what you roll, baby we can blow, let's smoke 

He say he get dough but we know we don't, his cash low 

Might be who I want if you can catch 'em all baby 

azlyrics.com/lyrics/yogotti/tellme.html 
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APPENDIX B 

BAR GRAPHS 

  

Summarizing Instagram Collection 

 

Nigga 
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Bad Bitch 
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Savage Male 
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Savage Female 
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Trap Queen 
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APPENDIX C 

 

INSTAGRAM DATA COLLECTION:  SUBJECTS AND IMAGES 

 

I.  IG Data Collection Nigga 

 

Data Sheet 

1. Word: Nigga 

2. Handle: aint_shit_nigga_ 

3. Bio: Señor Barbudo ENGAGED TO LIFE,,,,,,,,MARRIED TO DEATH 

,,,,,,,,,, 703 NEW GRAM  soundcloud.com/user-535145059/call-me-

ready-for-master-mastered 

4. Gender: Male 

5. # Picture: 1 

6. How many likes on the picture:58 

7. Describe the post: 

¶ The picture: 

In this image it shows aint_shit_nigga_ pictured on a beach with a young 

child presumed to be his younger cousin. aint_shit_nigga_  is wearing a 

white wifebeater and black shorts with his underwear exposed. The young 

female child has on a blue bathing suit and is being covered with sand by 

aint_shit_nigga_    

¶ Caption under the picture:  

aint_shit_nigga_On a sand date wit my lil cousin she wild funny  

Á Comments linked to the picture: 

__nyseNigga got the dogs in the sand 

aint_shit_nigga_  facttooo @__nyse 

blocboyrellGot them dogs out 

blocboyrellLit tho 

 

8. Themes presented in the images:  

Á Family 

Á Togetherness 

¶  Beach  
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Data Sheet 

1. Word: Nigga 

2. Handle: aint_shit_nigga_ 

3. Bio: Señor Barbudo ENGAGED TO LIFE,,,,,,,,MARRIED TO DEATH 

,,,,,,,,,, 703 NEW GRAM  soundcloud.com/user-535145059/call-me-

ready-for-master-mastered 

4. Gender: Male 

5. # Picture: 2 

6. How many likes on the picture:58 

7. Describe the post: 

¶ The picture:  

In this image it shows aint_shit_nigga_ wearing a white cotton tee-shirt, 

black pants and black sneakers with a very bright glare. His presumed 

companions are all wearing similar attire: branded shirts, neutral colored 

bottoms and designer sneakers. Many of the outfit pieces have the same 

bright glare. All the men pictured are carrying their own personal gold 

aces of spades bottle. Additionally some of the men are throwing up hand 

signs: the middle finger, two fingers pointed towards the left and four 

fingers pointed to the left. There are white tents and large number of 

people in the background. It would be presumed that  aint_shit_nigga_  is 

at some type of function.     

¶ Caption under the picture:  

aint_shit_nigga_ MY BRUDDAS LIKE MY MOTHERS,,,, U.M.Gųų 

¶ Comments linked to the picture: 

jiggy172  

 

8. Themes presented in the images:  

¶ Family 

¶ Togetherness 

¶ Friends 

¶ Armand de Brignac Ace of Spades Gold Brut 

¶ Champagne 

¶  Hennessey 
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¶ Friendship 

¶  Streetwear 
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Data Sheet 

1. Word: Nigga 

2. Handle: aint_shit_nigga_ 

3. Bio: Señor Barbudo ENGAGED TO LIFE,,,,,,,,MARRIED TO DEATH 

,,,,,,,,,, 703 NEW GRAM  soundcloud.com/user-535145059/call-me-

ready-for-master-mastered 

4. Gender: Male 

5. # Picture: 3 

6. How many likes on the picture:20 

7. Describe the post: 

¶ The picture: 

In the image aint_shit_nigga_ is pictured blowing smoke into the air 

through a instrument to be presumed to be a hookah. aint_shit_nigga_ is 

wearing a black tee-shirt with white lettering and a black watch. 

aint_shit_nigga_ eyes appear to be very low denoting that he is being 

impacted by the water vapor in the hookah. 

¶ Caption under the picture:  

aint_shit_nigga_  

¶ Comments linked to the picture: 

lou_skin0ooCan I eat 

aint_shit_nigga_Always @lou_skin0oo 

lou_skin0ooGotta get next to me got some shit 

aint_shit_nigga_Kopy @lou_skin0oo 

 

8. Themes presented in the images:  

¶ Hookah 

¶  Smoking 
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Data Sheet 

1. Word: Nigga 

2. Handle: aint_shit_nigga_ 

3. Bio: Señor Barbudo ENGAGED TO LIFE,,,,,,,,MARRIED TO DEATH 

,,,,,,,,,, 703 NEW GRAM  soundcloud.com/user-535145059/call-me-

ready-for-master-mastered 

4. Gender: Male 

5. # Picture: 4 

6. How many likes on the picture:28 

7. Describe the post: 

¶ The picture:  

In the image aint_shit_nigga_ is pictured holding three wands of money 

wrapped with white and purple paper. aint_shit_nigga_ is wearing black 

shorts and black and white socks. aint_shit_nigga_ is presumed to be in 

some domestic residences denoted by the fact he appears to be seated in a 

chair without shoes on hardwood floor.      

¶ Caption under the picture:  

aint_shit_nigga_ SHHHMMOOOODDDD,,,, T ỲỳỴỵỲỳỴỵỲỳỴỵ  

¶ Comments linked to the picture: 

just_broll Let a nigga hold something my gg 

trippyblazer170 Yo 

j_mackez Shhhhmoney  

 

8. Themes presented in the images:  

¶ Money 
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Data Sheet 

1. Word: Nigga 

2. Handle: aint_shit_nigga_ 

3. Bio: Señor Barbudo ENGAGED TO LIFE,,,,,,,,MARRIED TO DEATH 

,,,,,,,,,, 703 NEW GRAM  soundcloud.com/user-535145059/call-me-

ready-for-master-mastered 

4. Gender: Male 

5. # Picture: 5 

6. How many likes on the picture:29 

7. Describe the post: 

¶ The picture:  

In this image aint_shit_nigga_ is pictured in a red sweatshirt that reads 

ñTHE HUND REDS 1980,ò black pants and white and red shoes. His 

companions pictured are all wearing jeans and dressed in hoodies and 

jackets. One of his companions has on timberland boots,  a gucci handcuff 

belt, chicago white socks hat and has a bottle of Belaire 

Rose.  aint_shit_nigga_  and one of his companions are drinking from a 

grey plastic cup, while one of the men pictured has a bottle of Patron. One 

of the men is pictured throwing up the middle finger while another has his 

thumb up. There are black, orange and gold balloons pictured in the 

background so the party of five is to be presumed to be in some domestic 

residence.           

¶ Caption under the picture:  

aint_shit_nigga_ #TB 

¶ Comments linked to the picture: 

8. Themes presented in the images: 

¶  Friendship 

¶ Patron 

¶ Streetwear 

¶ Middle Finger 

¶ Together 
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Data Sheet 

1. Word:Nigga 

2. Handle: dat_dolla_nigga 

3. Bio: N/A 

4. Gender: Male 

5. # Picture:1 

6. How many likes on the picture:90 

7. Describe the post: 

¶       The picture:  

Shows @dat_dolla_nigga with a group of five men. The men are sitting at 

a dinner table at a restaurant. Attire (from left to right): gentleman #1 has 

on a black hoodie and black sweatpants. Gentleman #2 has on a white t-

shirt with an unzipped blue hoodie and a matching blue hat. Gentleman #3 

has on a white t-shirt and a grey opened sweater. Gentleman #4 has on a 

red sweater and a black fitted hat with the letter B stitched in red on the 

front of it. Gentleman #5 has on a black pullover hoodie. Gentleman #6 

has on a black hoodie with blue denim, distressed jeans. On the table sits a 

cellphone and five of the same red cocktail drinks. Gentleman #2 has his 

arm around gentleman #1ôs shoulder; gentleman #5 has his arm around 

gentleman #6ôs shoulder.  

¶       Caption under the picture:  

dat_dolla_nigga Gang shit!! ΰαβγ ΰαβγ ΰαβγ ΰαβγ ṶṷṸ ṶṷṸ ṶṷṸ ỲỳỴỵỲỳỴỵỲỳỴỵ  

¶       Comments linked to the picture: 

dat_dolla_nigga@heart.break.fetti @bankstopper @tyfreaky @ovo__lex 

@billy.sama 

bankstopper  

billy.sama  

heart.break.fettiṶṷṸ ṶṷṸ ṶṷṸ ṶṷṸ  

 

Á Themes presented in the images: 

¶ Drinking 

Á Eating 

Á Friendship 
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Á  Togetherness 

¶  Love 
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Data Sheet 

1. Word:Nigga 

2. Handle: dat_dolla_nigga 

3. Bio: N/A 

4. Gender: Male 

5. # Picture:2 

6. How many likes on the picture:101 

7. Describe the post: 

¶ The picture: 

 @dat_dolla_nigga is posing with his head bent downwards facing left. In 

the photo, a cloud of smoke is seen coming from his mouth. He has on a 

navy blue Adidas t-shirt with a matching navy blue fitted New York 

Yankees hat. Around his neck he is wear a gold and diamond Jesus 

medallion (aka a Jesus piece). He also has on a gold watch and a diamond 

stud earring in his left earlobe is showing. On both arms are tattoos: on the 

right arm is a series of words that cannot be read due to the distance of the 

arm in the photo; on the left arm is a series of words that cannot be read 

due to the distance of the arm in the photo, yet the cancer ribbon is 

pictured above the words- indicating a memorial tattoo. The photo looks 

as though he is standing in a living room. He is standing in front of a red 

couch and a window with an air conditioner installed.  

¶ Caption under the picture:  

dat_dolla_nigga UNBOTHERED!! τυφχ τυφχ  

¶ Comments linked to the picture: 

rinaldi.b.rose photo bro 

dat_dolla_nigga@rinaldi.b.rose thank u ẚẛẞ 

chinky_rozDope ὐὑὒ  

clayjohnson19ὐὑὒὐὑὒ  

 

8. Themes presented in the images:  

¶ Smoking 

¶  Fitted Cap 

¶  Street Wear 

¶  Gold Chain 
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¶  Watch 
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Data Sheet 

1. Word:Nigga 

2. Handle: dat_dolla_nigga 

3. Bio: N/A 

4. Gender: Male 

5. # Picture:3 

6. How many likes on the picture:93 

7. Describe the post: 

¶ The picture:  

Two young girls; one looks around nine or ten and the other who is shorter 

and pictured on the right leaning against the wall looks around five or six. 

The taller girl has on a grey pullover hoodie that has pink lettering that 

says ñWOW!ò. The other young girl has on a pullover hoodie that is white 

with black strips, in the middle it say ñso chicò written in orange cursive 

lettering. Both girls have ponytails. They are standing in front of a wall 

that is painted a pale yellow color. 

¶ Caption under the picture:  

dat_dolla_nigga Good morning from my baby girls.. #Mady  

#Maliyahΰαβγ   #MyMotivation ṶṷṸ ỲỳỴỵ  

¶ Comments linked to the picture: 

aprilbaby78 GOOD MORNING ỦủỨ  

sassyjean_69 Look at leelee face doe..she has that sneaky look. τυφχ  

 

8. Themes presented in the images:  

¶ Family 

¶  Daughters 

¶  Love 
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Data Sheet 

1. Word:Nigga 

2. Handle: dat_dolla_nigga 

3. Bio: N/A 

4. Gender: Male 

5. # Picture:4 

6. How many likes on the picture:66 

7. Describe the post: 

¶ The picture:  

@dat_dolla_nigga with a male counterpart sitting and have on their 

seatbelts. The man sitting in the driverôs seat has his left handôs middle 

finger up. He also has a long beard and is wearing a black hoodie and a 

grey skull hat. The man in the passenger seat is throwing up a peace sign 

with his right hand. He also has a long beard and is wearing a dark colored 

shirt- he also has on a black hat that says ñNYCHAò on it. The photo has 

black and white filter on it.  

¶ Caption under the picture:  

dat_dolla_nigga #TeamNycha easy money... ỲỳỴỵ ṶṷṸ ΰαβγ ΰαβγ  

¶ Comments linked to the picture: 

in_king_wetrust_οπρς οπρς  

dominique_walters Yo there was a spot you put up a while ago, don't 

know if it was a brunch spot.. what's the name of the place? 

 

8. Themes presented in the images: 

¶  Friendship 

¶  Togetherness  

¶   Middle finger 

¶   Black and white filter 

¶  Streetwear 
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Data Sheet 

1. Word:Nigga 

2. Handle: dat_dolla_nigga 

3. Bio: N/A 

4. Gender: Male 

5. # Picture:5 

6. How many likes on the picture:38 

7. Describe the post: 

¶ The picture: A picture of a countertop located more than likely in a 

kitchen. Seen is watermelon that has been cut in half and cut opened 

pineapple. As well there is a bottle of Hennessy cognac and New 

Amsterdam Pineapple vodka. Also pictured is a bottle of hot sauce, a roll 

of paper-towels, a toaster and a microwave.  

¶ Caption under the picture:  

dat_dolla_nigga ϵ϶ϷϸϹϺ ϵ϶ϷϸϹϺ ϵ϶ϷϸϹϺ ϵ϶ϷϸϹϺ ϵ϶ϷϸϹϺ ṶṷṸ  

¶ Comments linked to the picture: N/A 

 

8. Themes presented in the images:  

¶ Drinks 

¶  Hennessey 

¶  New Amsterdam Vodka  
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Data Sheet 

1. Word:Nigga 

2. Handle: illl_nigga_alert 

3. Bio: MiLLiONDOLLARMiLLY #DYMESRUS 

SNAPCHAT=iLLLNiGGAALERT m.soundcloud.com/dymelifemusic 

4. Gender: Male 

5. # Picture:1 

6. How many likes on the picture:341 

7. Describe the post: 

¶ The picture:  

In the image illl_nigga_alert is pictured in olive green shirt, army 

camouflage pants, Supreme hat, a gold chain and three gold rings. His 

companions are all wearing olive green hoodies and jeans. One man is 

pictured with brown UGGôs, multiple tattoos, six rings, two watches, and 

three chains including a gold cross. One man is pictured with a red solo 

cup. The men are seated on computer chairs and appear to be in a 

domestic residence.    

¶ Caption under the picture:  

illl_nigga_alert  

¶ Comments linked to the picture: 

red___hennyẚẛẞẚẛẞẚẛẞ 

earldapearl  

captjoeylove  

lo.wop Cool dudes with attitude ϵ϶ϷϸϹϺ  

zuba_king1  

 

8. Themes presented in the images: 

¶  Friendship 

¶ Brothers 

¶  Togetherness 

¶  Support 
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¶ Army Fatigue  
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Data Sheet 

1. Word:Nigga 

2. Handle: illl_nigga_alert 

3. Bio: MiLLiONDOLLARMiLLY #DYMESRUS 

SNAPCHAT=iLLLNiGGAALERT m.soundcloud.com/dymelifemusic 

4. Gender: Male 

5. # Picture:2 

6. How many likes on the picture:336 

7. Describe the post: 

¶ The picture: 

In this image illl_nigga_alert is pictured with his father. illl_nigga_alert 

has on a multi-colored, multi-pattered suit jacket, blue jeans, silver watch, 

white shirt, and black tie. His father is wearing a navy-blue suit, blue tie, 

and white shirt. The father and son duo are posing in simper fashion and 

have the same facial hair. The pair seems to be pictured outside in front of 

a white structure.     

¶ Caption under the picture:  

illl_nigga_alert YOU UGLY......YOU YO DADDY SON AYE! 

#HAPPYBiRTHDAY TO MY POPS! 

¶ Comments linked to the picture: 

mistee26  #blazer 

e.billz  

sha_staxxzṶṷṸ  SMOOTH MEN ỲỳỴỵοπρς  

therealbadassafricanThat Blazer  

dont.waste.mytim3My guy ṶṷṸ  tell him I said happy bday sta 

stu2truuuThat blazer is different lmfaoooooooo 

just_tiya_Ur twin that's hot 

loccie.shmulaOg ẚẛẞ 

eastsidececeYo suit so fly  

nolovenopain_Happy birthday zadddy  

p_beauty HAPPY. BIRTHDAYYYY BIG HEAD 

trouble_fa Happy birthday punk enjoy 

__mookbaby AQUARIUSSSSSSSSSSSSSSS MY BRO HBD ṶṷṸ  

hunnieebunches Happy Birthdayyyy. Wish you many more 

Яаб  
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jay_vvv Happy gday bro blessing ỲỳỴỵ  

datbuttanigga1013  pic Jack 

8. Themes presented in the images:  

¶ Father  

¶ Son 

 

9.  
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Data Sheet 

1. Word:Nigga 

2. Handle: illl_nigga_alert 

3. Bio: MiLLiONDOLLARMiLLY #DYMESRUS 

SNAPCHAT=iLLLNiGGAALERT m.soundcloud.com/dymelifemusic 

4. Gender: Male 

5. # Picture:3 

6. How many likes on the picture:109 

7. Describe the post: 

¶ The picture: 

In this image illl_nigga_alert is pictured outside with leather pants, black 

scarf, grey jacket, black hat, and black sunglasses. His friends are also 

pictured in streetwear, one man wearing Billionaire Club sweatshirt and 

another wearing a Burberry scarf and versace belt.  illl_nigga_alert and 

one of his companions are throwing up their middle fingers. All the four 

men pictured have a bottle of Moet.    

¶ Caption under the picture:  

illl_nigga_alert MOOD FOR LiFE!  #ASLONGASWESTiLLHERE 

¶ Comments linked to the picture: 

roddydabossFOREVER BRO  

trendsettin_tṶṷṸ ṶṷṸ ṶṷṸ  

gwalla_h2o  

 

8. Themes presented in the images: 

¶  Friendship 

¶ Brothers 

¶ Togetherness 

¶ Support 

¶ Street wear 

¶ Celebration, party 
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¶ Club 

¶ Moet 

¶ Middle finger 
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Data Sheet 

1. Word:Nigga 

2. Handle: ill_nigga_alert 

3. Bio: MiLLiONDOLLARMiLLY #DYMESRUS 

SNAPCHAT=iLLLNiGGAALERT m.soundcloud.com/dymelifemusic 

4. Gender: Male 

5. # Picture:4 

6. How many likes on the picture:69 

7. Describe the post: 

¶ The picture:  

 

The image is of a dinner table with a variety of snacks; such as Starburst, 

Twix, Hersey, Snickers, Juice Monster, and Gushers. There is a substantial 

amount weed placed in a clear dish. Also there is a pink mug, a bottle of  

D'USSÉ, and glasses.  

¶ Caption under the picture:  

illl_nigga_alert DiNNER TABLE. 

¶ Comments linked to the picture: 

og_biggz_hmcAh nigga can't even get a gram 

og_biggz_hmc  

kiiing_curry.145  

 

8. Themes presented in the images:  

¶ Weed 

¶  Junk Food 

¶  Alcohol 

¶ Corona 

¶ Dusse  
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Data Sheet 

1. Word:Nigga 

2. Handle: illl_nigga_alert 

3. Bio: MiLLiONDOLLARMiLLY #DYMESRUS 

SNAPCHAT=iLLLNiGGAALERT m.soundcloud.com/dymelifemusic 

4. Gender: Male 

5. # Picture:5 

6. How many likes on the picture:92 

7. Describe the post: 

¶ The picture:  

The image is illl_nigga_alert pictured on top of a car in a parking lot. 

illl_nigga_alert is wearing a Guns and Roses shirt, a gold chain, tan watch, 

Rockstar hat and grey sweatpants. illl_nigga_alert is pictured throwing up 

his middle finger.   

¶ Caption under the picture:  

illl_nigga_alert DiNNER TABLE. 

¶ Comments linked to the picture: 

prettyfacesonnie  

 

8. Themes presented in the images:  

¶ Streetwear 

¶  Middle Finger 

¶  Graphic T Shirt 

¶  Selfie 
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Data Sheet 

1. Word:Nigga  

2. Handle: madenigga954 

3. Bio: Michael Leslie Made Nigga  

4. Gender: Male 

5. # Picture:1 

6. How many likes on the picture:314 

7. Describe the post: 

¶ The picture:  

In this image madenigga954 is pictured shirtless, with black shorts, black 

Nike slides, grey hat and earphones connected to his iPhone in his pocket.  

His son is shirtless wearing tan cargo pants and white sneakers. The pair is 

flexing their muscles upward. The picture is located outside with lots of 

green grass, bushes, and trees in the background.   

¶ Caption under the picture: 

madenigga954_He gone be just like me 

¶ Comments linked to the picture: 

championcirclefitness  

no_pressure_no_problems he's looking up to u....salute 

 

8. Themes presented in the images:  

¶ Family 

¶ Togetherness 

¶  Father 

¶ Son 

¶ Strength 
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Data Sheet 

1. Word:Nigga  

2. Handle: madenigga954 

3. Bio: Michael Leslie Made Nigga  

4. Gender: Male 

5. # Picture:2 

6. How many likes on the picture:415 

7. Describe the post: 

¶ The picture:  

In the image madenigga954 is pictured in a grey Ralph Lauren tee-shirt, 

black hat, and gold teeth. He is pictured with a young boy and girl. The 

little girl is wearing a green shirt and has glasses. The little boy has on a 

white tee-shirt. Everyone in the picture is smiling and the image was taken 

in a car.    

¶ Caption under the picture:  

madenigga954_ I got to KIDNAP MY OWN KIDS... Ocala here we come 

we out  

¶ Comments linked to the picture: 

miinntyy FOOL 

lvtheprinceYour twin! Look just like you as a youngin 

takirrabaker  

 

8. Themes presented in the images: 

¶  Family 

¶ Togetherness 

¶ Father 

¶ Son 

¶ Daughter 

¶ Smiles 

¶ Grille 
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Data Sheet 

1. Word: Nigga  

2. Handle: madenigga954 

3. Bio: Michael Leslie Made Nigga  

4. Gender: Male 

5. # Picture:3 

6. How many likes on the picture:267 

7. Describe the post: 

a. The picture:  

The image is of a madenigga954 mother wearing olive green suit jacket, 

brown dress, light brown scarf, and channel boots. She is leaning next to a 

silver Mercedes.  The image is taken outside of a residential community.  

b. Caption under the picture:  

madenigga954_ It's Wednesday right #WCW #MYMOM ỊịỌ ỲỳỴỵ  

@prettybrina01 

c. Comments linked to the picture: 

prewwtee_me  

71gangsta Luv this lady!!! 

jusjazze Beautiful 

ladybossdarealprettymims She's a classy beautiful lady 

ladybossdarealprettymims I love to see a man that loves his mom it tells 

you how he treated girl 

 

8. Themes presented in the images:  

a. Family 

b. Mom 

c. BMW 

d. Designer Clothes/Accessories  
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Data Sheet 

1. Word: Nigga  

2. Handle: madenigga954 

3. Bio: Michael Leslie Made Nigga  

4. Gender: Male 

5. # Picture:4 

6. How many likes on the picture:331 

7. Describe the post: 

a. The picture: 

In the image madenigga954 is pictured seated on bed with white sheets. 

Madenigga954 is wearing a white tank top, dark blue jeans, orange cap, 

gold watch, and black sneakers.   

b. Caption under the picture:  

madenigga954_ Calling it a night since I can't hang out y'all hang out fa 

me don't laugh at my #BED y'all 

c. Comments linked to the picture: 

_cakemixxshit some of dez mfs don't even have a bed 

jkoly_4  

madenigga954_@_cakemixx rite I'll be out this halfway house soon 

madenigga954_O u got jokes lol @jkoly_4 

_cakemixxṶṷṸ   

fuck_who_ever_86U still in there 

luv_coca_  

 

8. Themes presented in the images: 

a.  Halfway house 

b. Gold watch 

c.  Nice Hat 

d.  Nice Sneakers 

e.  Grille 
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Data Sheet 

1. Word: Nigga  

2. Handle: madenigga954 

3. Bio: Michael Leslie Made Nigga  

4. Gender: Male 

5. # Picture:5 

6. How many likes on the picture:440 

7. Describe the post: 

a. The picture: 

In the image madenigga954 is wearing Hermès men's leather belt, a True 

Religion tee-shirt, burgundy pants, dark grey boots, and a blue hat. 

madenigga954 is pictured standing in front of a car at a gas station.   

b. Caption under the picture:  

madenigga954_ Shawty don't wanna holla na cause her man getting 

out...but just last week I couldn't get it out her damn mouth  

c. Comments linked to the picture: 

queen.peacan So Fine Dude Wtf  

305_bammồỔổỖ ồỔổỖ ồỔổỖ ˗ ˗ ˗  

toyy27A STR8 joke out here  

__itsqueenlala__  

nae_doitbest Lol 

prettybrina01 You look cool 

flyass.shad fb 

 

8. Themes presented in the images:  

a. True religion clothing 

b.  Nice car 

c. Hermes belt 

d. Expensive street wear 
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Data Sheet 

1. Word:Nigga 

2. Handle: niggas_hate_bugatti 

3. Bio: Bossdonbugatti http://youtu.be/kZ29V5rupxs youtu.be/kZ29V5rupxs 

4. Gender: Male 

5. # Picture: 1 

6. How many likes on the picture:523 

7. Describe the post: 

¶       The picture:  

the picture shows @niggas_hate_bugatti and a friend. They each have on 

white t-shirts, one also has on white jeans.They also both have on gold and 

diamond chains. @niggas_hate_bugatti has on a blue fitted cap that has 

the initials NY stitched on the front in orange. His male counterpart has on 

a red fitted cap with the letter P stitched in white on the front of it. The 

location of the photos seems to be a park or parking lot outside at night.  

¶        Caption under the picture:  

niggas_hate_bugatti Happy Gday reefy. Gone but never forgotten. You 

live thru me...  

¶       Comments linked to the picture: 

slimdabooster1  

nvo.21_Bugattttiiii... damn when he coming home???? 

dont_know_y_  

sin_2x Sleep in peace macaroni happy physicalṶṷṸ ṶṷṸ ṶṷṸ  

ashkdiaz Rip  

drockz718  

mszbossy_Rip Happy Birthday Reefy  

shaashaae  

thatkidskinny What's goodie bro 

watch_me_go_headddd2 Free angry 

watch_me_go_headddd2 Rest up riff 

carl5287Man killa u cats. Was close huh rest up bros 

 

8. Themes presented in the images:  

¶ Friendship 

Á Togetherness 
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¶ Closeness 
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Data Sheet 

1. Word: Nigga 

2. Handle: niggas_hate_bugatti 

3. Bio: Bossdonbugatti http://youtu.be/kZ29V5rupxs youtu.be/kZ29V5rupxs 

4. Gender: Male 

5. # Picture: 2 

6. How many likes on the picture:542 

7. Describe the post: 

¶ The picture: 

In this picture it shows @niggas_hate_bugatti drinking a bottle of 

champagne. He has on a black button down shirt and camo pants. Around 

his neck are three gold chains - two of them are gold and diamond 

necklaces with Jesus medallions on it. The other is a gold link. He also has 

on a backwards fitted black hat and a diamond stud in his left ear. The 

gentleman also has tattoos on his neck and arms.  

¶ Caption under the picture:  

niggas_hate_bugatti A nigga just wanna have rich sex I wanna do it with 

all my Chains on  I had a blast tonight with my niggas 

¶ Comments linked to the picture: 

niggas_hate_bugatti@the.lifeeeeeee this pic is for promo lol but nah no 

hard LIQOUR is my answer champagne ain't that bad 

mrytorres Smh lawd 

mzdenise33 As gorgeous as you are it won't be hard to find someone to do 

that with 

stephaniwitno_e Be safe hun God BLESS 

bxmurdermamiỊịỌ  

mz.b3auty918  

staja.nashe Sexy ass ϼϽϾϿЀ  

vee__lynn U don't look gay 

its_br1ttn3y I LOVE THIS PICTURE!!!!  

ms.dana.dane  nice. But i thought no more drinkin 4 u 

officialwilliamlapar Damn bro these fuckboys are bold now all because 

they legalizing this gay marriage shit but keep it chucking don't feed into 

the nonsense it get u know where just block them. 

sugarush925 Nice pic @niggas_hate_bugatti 

_gotta_2_luvbb_Drinking again huh? 

unruly_reese Sexy ass 

imstilldevtho_  
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she__differenttt Free youuuuuu  

chefeatalicious I love the grown man shit. @niggas_hate_bugatti 

_lovenye Happy bday free you & keep ya head up  

 

8. Themes presented in the images:  

¶ Drinking 

¶ Celebration 

¶ Club 

¶  Street Wear 
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Data Sheet 

1. Word:Nigga 

2. Handle: niggas_hate_bugatti 

3. Bio: Bossdonbugatti http://youtu.be/kZ29V5rupxs youtu.be/kZ29V5rupxs 

4. Gender: Male 

5. # Picture: 3 

6. How many likes on the picture:307 

7. Describe the post: 

¶ The picture:   

This photo is depicting two men, one is @niggas_hate_bugatti and another 

male counterpart. Looks like they are located in a club or lounge. They 

each have on white ribbed tank tops and gold and diamond chains around 

their necks. @niggas_hate_bugatti has on a burgundy fitted cap that says 

Kings on the front in white. He also has on burgundy pants with a 

matching Gucci belt on.  His friend has on a white cap that has the word 

Knicks written on the front in orange and blue. He is also wearing light 

washed denim jeans. They both are using hand signals - 

@niggas_hate_bugatti has his pinkie and index finger up, while his friend 

has his middle finger up.  

¶ Caption under the picture:  

niggas_hate_bugatti No funny shit big bro @reterik ain't steer me wrong 

yet facts  all we do is kill shit upon arrival n tonight at starlets was no 

different FREE BANDZ DOE WENT DUMB  fuck with 

some winners shout out to @yarissa_g for the pic our staff better then 

yours 

¶ Comments linked to the picture: 

5050therealchipps My boyz 

misspri_Is that a bikini top around ur neck  

the.britta ny  

diamondjewel_27 Sexy 

msbrooks @reterik Did I see him in a line up on new 

@niggas_hate_bugatti say No please 

_indiannn @snags_httr ,kings hat hard 
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8. Themes presented in the images:  

¶ Togetherness 

¶  Celebration 

¶  Friendship 

¶  Street wear 
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Data Sheet 

1. Word:Nigga 

2. Handle: niggas_hate_bugatti 

3. Bio: Bossdonbugatti http://youtu.be/kZ29V5rupxs youtu.be/kZ29V5rupxs 

4. Gender: Male 

5. # Picture:4 

6. How many likes on the picture:313 

7. Describe the post: 

¶ The picture:  

Shows a gentleman pumping gas at a gas station at night. He is standing 

behind a grey Lamborghini. The car has a California license plate and the 

right door of the car is up. The gentleman is wearing a white t-shirt, a 

black rain jacket and a light grey fitted cap.  

¶ Caption under the picture:  

niggas_hate_bugatti Kev im sorry bro I know U expect me to be stronger 

then this ϗϘϙϚ  I been on a emotional roller coaster like a lil bitch lol I 

promise that stops today bro no more complaining about life about me 

dying or about female issues nothing it's chess not checkers gotta stop 

venting on this gram n just MAN UP..  just been real rough for me my 

nigga I won't hold U but I know yall got me.. The plan ain't change YALL 

live through me indefinitely. Continue to watch over me.. #ripkevshaw 

#ripriff #ripenvee #ripauntywanda 

¶ Comments linked to the picture: 

yungprezident Hold your head  

jupiter03 Smh I bet you can hear him in your ear right now. There will 

never be another 

whoisfever Peace And Love Ape! 

jameta_applebum  

only1_cas  God bless 

ms.brandy_Stop doing this to yourself  

p_skillzatb Hold ya head my nigga have faith things will get better 

joe_pesci073 #RealNiggaSalute  

msgialeeϗϘϙϚ  

forever.fame.bossdon_tip Hold ya head 

jusmruptown Respect to the homie left way too early 
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8. Themes presented in the images:  

¶ Friendship 

¶ Nice Car 
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Data Sheet 

1. Word:Nigga 

2. Handle: niggas_hate_bugatti 

3. Bio: Bossdonbugatti http://youtu.be/kZ29V5rupxs youtu.be/kZ29V5rupxs 

4. Gender: Male 

5. # Picture:5 

6. How many likes on the picture:583 

7. Describe the post: 

¶ The picture:  

Shows @niggas_hate_bugatti sitting in a car that has tan seats. He is 

wearing a white t-shirt that says Nike in red. He is also wearing a red fitted 

cap that has the RedSkins enmble on it. He has about four or five gold 

chains around his neck, a gold bracelet around his wrist and a gold and 

diamond ring on his finger. He also has a clear cup with a clear liquid in it.  

¶ Caption under the picture:  

niggas_hate_bugatti PATRON U MY NIGGGGGGGGGGGGA  p.s. 

Don't drink n drive.  

¶ Comments linked to the picture: 

_shawtiiredd U fine af  

juicygrant Nephew I pray over you and for 

juicygrant ..all you want is at your feet; you just have to ask for 

discernment...with clarity of seeing all things seen and unseen for those 

wish you good or evil... Again sll you wish os here you just have a few 

blocking it.... I LOVE YOU TO THE MOON AND BACK 

brit.ta ny_baby  

queensrilla Ape gto this the gsg komissioner Queensrilla I need you to put 

the Padilla in tune with your Cartier vision you dig????? On the f.b her 

handle foreign_benz you know fiesty stone...ros gold blakkbrigettes 

1queen_shanequa Heyyyy you @niggas_hate_bugatti 

blueboyant Hey u 

billiondolladiva  

puredu_vin @niggas_hate_bugatti I love me sum u.. 

siatechhq Nice! 

chrissiesbvd Your type @_jussmii 

_jussmii@chrissiesbvd  so u think u know me ḳḴḵ 

chrissiesbvd I know u fam  @_jussmii 

mzdenise33 If I could find me someone like you here I'd be cool until 

then I guess I'll remain single and stay grindin but your gorgeous tho 
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@niggas_hate_bugatti 

 

8. Themes presented in the images:  

¶ Street Wear 

¶ Jewelry 

¶ Patron 

¶ Nice Car 
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Data Sheet 

1. Word:Nigga 

2. Handle: niggaz_hate_jayy_ 

3. Bio: Jay 

#Alwaysstayabovewater#NIGGASREALLYHATETHATNIGGAJAY#GODBLE

SS#FUCKTHEFAKE Noah Mason, Jae'Diana....the only two people who matter 

to me!!  

4. Gender: Male 

5. # Picture: 1 

6. How many likes on the picture: 93 

7. Describe the post: 

¶ The picture: 

Picture shows three people @niggaz_hate_jayy, a male and a female. One 

guy who is wearing a white t-shirt with yellow drawing on it, light denim 

jeans and a navy blue fitted cap with the initials NY in white stitched on 

the front. He also has on black and white jordan sneakers. He is posing 

with his middle finger up. The second male is standing on the trunk of the 

car - he is wearing black pants and a grey t-shirt and is posing with both of 

his middle fingers up. The person, a female is sitting on the trunk- she is 

wearing a black tank top and black leggings/pants and is posing with both 

of her middle fingers up. The car that they are sitting on is a burgundy 

toyota. The location in which the photo is being taken is a gas station.  

¶ Caption under the picture:  

niggaz_hate_jayy_ The road it's 

litṶṷṸ ṶṷṸ ẚẛẞẚẛẞ#myfamily #fuckthefakealways

 

¶ Comments linked to the picture: 

lordnefh Bronx shit!! 

niggaz_hate_jayy_@lordnefh facts ẚẛẞẚẛẞẚẛẞ 

 

8. Themes presented in the images:  

Á Middle Finger 

¶ Nice Car 

Á Friends 

Á  Family 
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Á Togetherness 

¶  Gas Station 
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Data Sheet 

1. Word: Nigga 

2. Handle: niggaz_hate_jayy_ 

3. Bio: Jay 

#Alwaysstayabovewater#NIGGASREALLYHATETHATNIGGAJAY#GODBLE

SS#FUCKTHEFAKE Noah Mason, Jae'Diana....the only two people who matter 

to me!!  

4. Gender: Male 

5. # Picture: 2 

6. How many likes on the picture: 91 

7. Describe the post: 

¶ The picture: 

Shows @niggaz_hate_jayy_ standing in a pool at night. He posing with 

his middle finger up on his left hand. In his right hand he is holding a 

bottle of Hennessy cognac bottle. He has on a pair of glasses and a red 

ribbon tied around his wrist.  

¶ Caption under the picture: N/A 

¶ Comments linked to the picture: 

_mr_456 U lit flee 

_mr_456 ẚẛẞ ẚẛẞ 

red___henny Litty 

wesgetit My lity  

8. Themes presented in the images: 

¶  Middle Finger 

¶  Pool 

¶  Hennessey  
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Data Sheet 

1. Word:Nigga 

2. Handle: niggaz_hate_jayy_ 

3. Bio: Jay 

#Alwaysstayabovewater#NIGGASREALLYHATETHATNIGGAJAY#GODBLE

SS#FUCKTHEFAKE Noah Mason, Jae'Diana....the only two people who matter 

to me!!  

4. Gender: Male 

5. # Picture: 3 

6. How many likes on the picture: 170 

7. Describe the post: 

¶ The picture:  

The picture is taken within a home and it shows @niggaz_hate_jayy_ and 

a young boy and girl. The male has on a black fitted cap with a grey and 

blue symbol on it, a navy blue t-shirt and light grey jeans. The two 

children are sitting on his lap. The young girl has on a light pink long 

sleeved shirt and grey leggings with colorful hearts on it. The little boy has 

on t-shirt with Mickey Mouse on it, dark denim jeans on and blue and 

black jeans. On the wall there is decorations that says I Love You in pink 

and red lettering.  

¶ Caption under the picture: 

niggaz_hate_jayy_#mywhitegirlforeva#myboyforlif e #mybabysloveug

uyssomuch  

¶ Comments linked to the picture: 

vintagesoul_k They are adorable !!  

 

8. Themes presented in the images:  

¶ Family 

¶ Love 

¶ Children 

¶ Son 

¶ Daughter 
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Data Sheet 

1. Word:Nigga 

2. Handle: niggaz_hate_jayy_ 

3. Bio: Jay 

#Alwaysstayabovewater#NIGGASREALLYHATETHATNIGGAJAY#GODBLE

SS#FUCKTHEFAKE Noah Mason, Jae'Diana....the only two people who matter 

to me!!  

4. Gender: Male 

5. # Picture: 4 

6. How many likes on the picture: 70 

7. Describe the post: 

¶ The picture: 

The picture has three people posing- one guy @niggaz_hate_jayy_ and 

two adult females. @niggaz_hate_jayy_ is standing in the middle of the 

women, he is wearing a black fitted cap with the Roc Nation emblem on 

the front in white, a black t-shirt and dark denim jeans, with a Louis 

Vuitton belt buckle and eye glasses. The lady on the left of him has on a 

white t-shirt and medium wash denim jeans, with a MK belt buckle, and a 

small gold Jesus piece necklace around her neck. She has long dark red 

hair and is holding a bottle of Hennessy cognac bottle. The girl on the 

right is wearing a white ribbed tank top and light grey denim jeans. She 

has long black hair. To the left of her, there is a grey and red hookah on 

the floor. The right arm of the person who is taking the photo is showing 

and they have their middle finger up. The location of the photo is inside of 

a house in front of door with miscellaneous stuff hanging on it.   

¶ Caption under the picture: 

niggaz_hate_jayy_ Top 3 Gunners in my life my blood for real gang they 

be ready for anything to go down gang gang 

¶ Comments linked to the picture: 

veryrare___Disrespect the gang that's a no no  

 

8. Themes presented in the images:  

¶ Family 

¶ Friendship 

¶ Support 

¶ Love 

¶ Hennessey 

¶ Hookah 
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¶ Posing 

¶ Middle Finger 
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Data Sheet 

1. Word:Nigga 

2. Handle: niggaz_hate_jayy_ 

3. Bio: Jay 

#Alwaysstayabovewater#NIGGASREALLYHATETHATNIGGAJAY#GODBLE

SS#FUCKTHEFAKE Noah Mason, Jae'Diana....the only two people who matter 

to me!!  

4. Gender: Male 

5. # Picture: 5 

6. How many likes on the picture:87 

7. Describe the post: 

¶ The picture: 

This picture shows two people a woman and @niggaz_hate_jayy_ in a 

black and white photo. The male is on the right side of the photograph 

with his head leaning against the femaleôs on the left. They both are 

smiling in the picture and are both wearing black shirts, yet the maleôs 

shirt has white drawing and trimming around the collar. There is what is 

being assumed to be male standing behind him dressed in all black yet 

he/sheôs face is cut out of the frame. The photos looks to have been taken 

in a room inside of a house or building. 

¶ Caption under the picture: 

niggaz_hate_jayy_ Me and the sis 

¶ Comments linked to the picture: 

iamcashtro ṶṷṸ  

niggaz_hate_jayy_@iamcashtro the family 

iamcashtroAllday  

 

8. Themes presented in the images:  

¶ Family 

¶  Love 

¶  Sister 

¶ Support 

¶ Smiles 

¶  Black and White Filter 
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Data Sheet 

1    Word: Nigga  

2. Handle: sumupnigga 

3. Bio: wWo DrA $ettle 50 states and back soundcloud.com/whnico/benji-blue-

vroom 

4. Gender: Male 

5. # Picture:1 

6. How many likes on the picture:174 

7. Describe the post: 

¶ The picture: 

 In image sumupnigga is pictured in grey hat, black shirt, black hoodie, 

black bottoms, black sneakers and a blue and yellow glove on his left 

hand. Sumupnigga is seated on top of a yellow, black and red motorcycle 

next to a dark grey car that his companion is seated on top with Hook 'Em 

Horns hand gesture. His companion is wearing black puffy jacket, grey 

sweatpants, and black sneakers. The image was taken in parking lot.        

¶ Caption under the picture:  

sumupnigga Riding dolo, 12 ain't catching this 450 thing  

¶ Comments linked to the picture: 

xgamelv Fly nigga 

_jroc007@44.mitch hot boy  

1ayso Lol my nigga benji man 

torianmichaels No helmet ϒϓϔϕ  

tmsey_1 Be careful ẑ! 

___.natalia ΰαβγ ΰαβγ ΰαβγ  

 

8. Themes presented in the images: 

¶  Friendship 

¶  Nice Car 

¶  Nice Bike 

¶  Middle Finger 
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Data Sheet 

1. Word: Nigga  

2. Handle: sumupnigga 

3. Bio: wWo DrA $ettle 50 states and back soundcloud.com/whnico/benji-blue-

vroom 

4. Gender: Male 

5. # Picture:2 

6. How many likes on the picture:444 

7. Describe the post: 

¶ The picture:  

The image is of a grey security check bin taken in Atlanta through a 

snapchat filter. The contents in the bin include: wands of money, 

headphones, blue hat, Gucci belt, two wallets and slides. It is important to 

note that the Gucci slides and one of the Gucci wallet have flower design.  

¶ Caption under the picture:  

sumupnigga Chicken run  

¶ Comments linked to the picture: 

niesha_nichole Hit me up if you need a stylist in atl for your hair 

___.natalia Ok ok ỊịỌ  

  

8. Themes presented in the images: 

¶  Money 

¶  Expensive Accessories 

¶  Traveling 
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Data Sheet 

1. Word: Nigga  

2. Handle: sumupnigga 

3. Bio: wWo DrA $ettle 50 states and back soundcloud.com/whnico/benji-blue-

vroom 

4. Gender: Male 

5. # Picture:3 

6. How many likes on the picture:103 

7. Describe the post: 

¶ The picture:  

In this image sumupnigga  is pictured in dark blue jeans, black jacket, gold 

and black sneakers, black and red hat and a black shirt with white letters 

that reads ñWe She The Upside.ò Sumupnigga is standing in front of a 

white BMW in a parking lot with his body turned towards the left.  

¶ Caption under the picture:  

sumupnigga We see the upside. . . . 

¶ Comments linked to the picture: 

benjibluebills   

kaishdollaz Come visit me 

sumupnigga @kaishdollaz I'm Finna be up there this week.. Dm me ya # 

x_aus Happy bday bro 

  

8. Themes presented in the images: 

¶  Money 

¶  Expensive Accessories 

¶  BMW, Smoking, Streetwear 
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Data Sheet 

1. Word: Nigga  

2. Handle: sumupnigga 

3. Bio: wWo DrA $ettle 50 states and back soundcloud.com/whnico/benji-blue-

vroom 

4. Gender: Male 

5. # Picture:4 

6. How many likes on the picture:46 

7. Describe the post: 

¶ The picture: 

 In this image sumupnigga is pictured wearing black jacket, dark blue 

shirt, dark blue sweatpants, black sneakers, and silver chain. His 

companion is wearing light grey shorts, black socks, black and grey shirt, 

black and red hat. Sumupnigga has a blunt in his hand and his companion 

has a bottle of Hennessey. Sumupnigga and his companion are seated on 

top of a white balcony with their feet placed on white chairs. In the 

background, there is a house pictured and green vines.       

¶ Caption under the picture:  

sumupnigga Me and lil cuzzn on it early ℅℅℅ #WWO 

¶ Comments linked to the picture: 

      spade_soldier℅   

 

8. Themes presented in the images: 

¶  Hennessy 

¶  Smoking 

¶  Streetwear 

¶  Friendship 

¶  togetherness 
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Data Sheet 

1. Word: Nigga  

2. Handle: sumupnigga 

3. Bio: wWo DrA $ettle 50 states and back soundcloud.com/whnico/benji-blue-

vroom 

4. Gender: Male 

5. # Picture:5 

6. How many likes on the picture:90 

7. Describe the post: 

¶ The picture: 

In the image sumupnigga is pictured wearing olive green pants, olive 

green hat, silver jewelry and a white, blue and black bathing apes shirt. 

Sumupnigga is smoking a blunt and has his middle finger up.    

¶ Caption under the picture:  

sumupnigga Self made, self paid, and I gave my self ah raise ... 

#stackchips 

¶ Comments linked to the picture: 

theereallee εζηθ  

champagne___maamii I miss bae  

flexxingtonᶋᶌᶍᶎᶏ ᶋᶌᶍᶎᶏ  

_huffington_  

sumupnigga@_huffington_ ṶṷṸ  

atlnuke  

1hellofakind_kl There he go Ϋάέή  

_brianjacobs  

  

8. Themes presented in the images: 

¶  Smoking 

¶  Streetwear 

¶ Bathing Apes 

¶ Middle Finger 
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¶  Expensive Jewelry 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 


