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avstvact

A decade ago, the province of Nova Scotia identified what it designated as achievement gaps—a
significant disparity in scholastic performance for Black and Indigenous students relative to those of
European descent as a result of longstanding Euro-centrism in educational spaces. This led to a number
of calls for culturally relevant pedagogical approaches to be adopted as a means of combatting the
negative trend. In the intervening years, however, educators have struggled to find ways to make this a
reality. This dissertation makes use of a combined autoethnographic and songwriting-based method to
detail the author’s efforts to bring his educational practices in line with culturally relevant and
responsive pedagogies. Through a critical hip hop lens, a praxis-based method for curriculum
development takes shape, presenting a pathway toward liberatory educational experiences that can be
adapted to virtually any cultural context to the benefit of both teachers and students. Borrowing from
the hip hop practice of remixing, the author outlines a method that gives educators an opportunity to
continually reimagine and realign their curricula in a way that encourages student-centered critical
education and adaptable curricular planning. While this dissertation outlines the author’s journey in
coming to develop a hip hop-based pedagogy, it presents a praxis-based method that can be achieved
through any number of approaches. While this is not presented as the definitive model for culturally
relevant and responsive education, it offers an autoethnographic look at one way of attaining those
goals.
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This dissertaton is comprised of both a recorded album
and a more traditonal, text-based document. The er-
godic nature of the text, described below, can be read
in any way that the reader chooses. They may wish to
read everything on each page before moving on, or fol-
lowing threads, sometmes over pages, before going
back to fnd/read something in a sidebar. There is no
correct way of approaching the text.

In terms of order, however, my suggeston would be to
listen to the album in its entrety before startng the
text and revisit each song afer reading the secton that
describes its producton.

It would also work to read the text in its entrety and
then listen to the album. There are no rules. The materi-
als are before you to consume as you wish.

Occasionally, there is strikethrough-text. This is meant

to act as a sort of revision on display, allowing old ideas
that were replaced to stll be represented within the
work. They are intended to be read but should be con-
sidered a glimpse at a road not taken—an earlier point
in the cycle of praxis-as-method—and not part of the
“offcial” text.

single line drawings
resent the ima@@y that was originally

e included in this difsertaton. While academ-
ia has clear cut methods for the citaton of books, artcles,
fims, recordings, and nearly every other form of media in a
writen context, including images of the same books, their
authors, flm posters or stlls, recordings artsts or album
covers is a far more complicated process fraught with copy-
right and licensing red tape. Even photos of myself, or tak-
en by myself, can require difcult-to-acquire permissions.
Rather than dedicatng tme to that process, | chose to re-
place the intended images with impressionistc line draw-
ings. The process, making images without lifing the pen
from the page, was done using fne-tp Sharpie markers on
regular white paper. These were scanned and added to the
document. In some cases these were laid atop coloured
blocks meant to loosely reference the original image.




Before gettng started, it may help if | take a moment to
say something about ergodic literature and albums. The
methods | am using for this research are autoethno-
graphic and arts-based. More specifcally | am

writng about myself, my experiences and

how the methodology | am ultmately

describing came to be.

| am doing this in two ways.

One is a text-based document

that allows me to frame and

contextualize my own experien

-ces within the research; a tangibly

grounded document that lays the

foundaton in more or less traditonal terms.

| say more or less because, even though it is a writen
document, | am using an approach borrowed from the
feld of ergodic literature that creates a feeling in the
reader not unlike a remix, with multple elements juxta-
posed and overlapping to create a mult-faceted whole.

| have always remembered an epigraph from a tatered
copy of Ray Bradbury’s Fahrenheit 451 that | read in jun-
ior high school:

“If they give you ruled paper, write the other way.”
-Juan Ramon Jiménez

| think that quote sparked a bit of rebelliousness in me,
as | have always found its contrarian defance to be both
endearing and mischievously academic. It stll demands
acton, you must stll write, but in a way that challenges
norms and conventons. Ergodic literature is something |
came across through the works of Mark Z. Danielewski. A
friend recommended House of Leaves (2000), which led
me to Only Revolutons (2006), and The Fify Year Sword
(2012). In each, Danielewski uses fonts, colours, and cre-
atve arrangements of text on the page to produce sto-
ries consistng of multple perspectves at the same tme,
interwoven narratves, codes, references, and sometmes
physical processes of reading that make readers engage
with the text in a way that goes beyond this traditonal
experience of reading.

This is the most common defniton of ergodic literature:

e

cognitive processes have been rewritten to prefer content that comes in a steady stream of short bursts and ideas that

forty years, grown accustomed to the philosophy of the remix and not only accept it as a defining aspect of postmodern
can be articulated according to the character limits on Twitter. In turn, ergodic literature reimagines the traditional

is not necessary in nonergodic texts. This can mean two threads of text on a page, distinguished

by fonts or colours, or it can mean having to turn pages sideways or upside-down. It can mean anything,

and represents a fascinating fusion of literature and design that, in a sense, does with words what DJs do with music. |
have long argued that remixing, a subject which will receive much more attention later in this dissertation, has become
the model for modern cultural production. Its influence in music is perhaps its most recognizable form, but the idea of
remixing informs everything from fusion cuisine to the visual layout of cable news broadcasts. We have, over the last
cultural production (see Jameson’s conceptualization of pastiche, in particular) but our collective attention spans and

responsibilities placed on the reader except (for example) eye movement and the periodic

or arbitrary turning of pages.” Aarseth (1997)
In ergodic literature, design is used to create texts that require a level of engagement that

“In ergodic literature, nontrivial effort is required to allow the reader to traverse the text. If
ergodic literature is to make sense as a concept, there must also be nonergodic

literature, where the effort to traverse the text is trivial, with no extranoematic



concept of text, and the reader’s approach to it, in
ways that are strongly reminiscent of remixing.

Some excellent examples of ergodic literature, aside |
from Danielewski’s body of work which is perhaps
the most representative of the form, include:

S. by Doug Dorst and J.J. Abrams, which is present- -
ed as a library copy of Ship of Theseus by V.M.
Straka containing an evolving correspondence be-
tween two Straka scholars handwritten in the mar-
gins. The book itself, the dueling voices, and the in-
clusion of maps, notes, and other ephemera create a =
multi-layered and immersive reading experience.

The Unfortunates by B.S. Johnson is about a report-
er sent to cover a football match in a city that triggers
a lot of difficult memories. It comes as a box of un-
bound chapters that are meant to be read in any or-
der the reader chooses, straight through or random-

ly.
Night Film by Marisha Pessl is a murder mystery that
makes use of screenshots from the internet to create |

a literary experience rooted in the online world. The
book is augmented by an app which, used in tandem

[
|

with the physical text, provides additional materials
and resources that are needed to resolve the plot.

Tree of Codes by Jonathan Safran Foer is more of
an artwork than a piece of literature, ergodic or oth-
erwise. Here, Foer takes a copy of The Street of
Crocodiles by Bruno Shultz and physically cuts out
most of the words, leaving behind something that is
more poetry than prose. The removal of so much
paper leaves layers of words like dewdrops on a spi-
der’'s web and readers must move delicately though

the pages to experience the work.

For my own efforts, the text is intended to be supplemental

to the recording of an album, which | discuss throughout.

It is, in a sense, among the most belaboured liner notes in the history of musical recordings. (I have read
some liner notes for box sets and reissued albums that could be dissertations in their own right.) It is ergodic
in the sense that there are multiple threads at work in the research, all coming together to create a cohesive
whole. | used the design and layout of text and images in a way that they can be taken in together or sepa-
rately, using space, colour, and fonts to distinguish between elements. | planned to use images, as well, but
abandoned that idea for copyright reasons, choosing instead to use my own single-line drawings. The result is
a document that has multiple threads of text and (often abstract) line drawings that illuminate the recorded work
from different perspectives in a way that is designed to be engaging and reflect the philosophy of remixing that un-
derscores my praxis-based methodology.



The second method | used is autoethnographic songwritng (see: Carless, D (2018); Carless, D. and Douglas, K. (2011);
Denzin, N. (2014), and Ellis, C. (2003)). For this dissertation, which seeks to illuminate my journey in developing a hip
hop pedagogy, chronicling my experiences through autoethnography and distilling my research into rap songs that ar-
ticulate the various stages of the process, seems the most appropriate method for the task at hand. Jones, Adams, and
Ellis say that “autoethnography is the use of personal experience and personal writng to 1), purposefully comment on/
critque cultural practces; 2) make contributons to existng research; 3) embrace vulnerability with purpose; and 4)
create a reciprocal relatonship with audiences in order to compel a response.” (2013, p. 22) It is my hope that | have
done each of these things, and that my own experiences, both positve and negatve, refect the experiences of others
atemptng to codify hip hop as an educatonal tool and highlight its value within academic spaces. To Jones, Adams,
and Ellis’ third point, | believe that | have approached my own experiences with openness and vulnerability as a way of
exploring the transformatve nature of bringing together my artstc and academic identtes in pursuit of a hip hop ped-
agogy. While | am central to the work, this is the fundamental purpose of autoethnography, as noted by Chang (2008)
who situates the individual as a unit of culture within a system of interactons between the self and others, seeing the
self, therefore, as an extension of community and, while this work may blur the lines between autoethnography and
more traditonal autobiographical writng, Minge and Zimmerman rightly point out that the defniton of autoethnogra-
phy is quite broad, “[encompassing] a multtude of terms and writng forms such as Crawford’s personal ethnography,
Ellis and Bochner’s refexive ethnography, Ellis” emotonal sociology, Wolcot’s ethnographic autobiography, Ronai-
Rambo’s layered account, Denzin’s experimental texts, and Reed-Danahay’s autobiographical ethnography.” (2013, pp.
12-13) If autoethnographic works, as suggested by Neumann, “democratze the representatonal sphere of culture by
locatng the partcular instances of individuals in tension with dominant expressions of discursive power” (1996, p. 189),
then | would argue that this dissertaton has achieved that standard.

Returning to the idea of songwritng as autoethnographic research, | created a hip hop album, in part, because hip hop
embodies the autoethnographic process—centering the author/performer’s personal experience and social/cultural
context—allowing me to use the art of hip hop as an apt way of artculatng my research. As part of a mid-dissertaton
review process | was asked why | chose to make a rap album for my dissertaton, partcularly given the waning signif-
cance of albums in the streaming age, where singles added to playlists is a more popular practce. | was also asked to
provide my dissertaton commitee with three hip hop albums to listen to in order to help them understand what a hip
hop album is. Both of these requests made me stop and think. For several weeks.

As far as making an album goes, | think it is frst and foremost a mater of practcality. | cannot put a multfaceted and
thoroughly-researched thesis into a single song with any real depth. Multple songs allow me to explore and present my
work in a logical, iteratve fashion that, like the chapters of a book or traditonal dissertaton, breaks the work down
into digestble sectons. It is also a bit of a semantc issue, as we could call the collecton of songs that | produced a
playlist without changing anything about it (except, perhaps, the statc nature of a set track order). Beyond this, howev-
er, there is something about an album that feels like a complete thought.

An album represents a body of work rather than a singular idea (or, a complex singular idea in the case of concept al-
bums) and requires a more sophistcated approach to balance all of the elements. In music, while there have been peri-
ods when singles were more fashionable than albums, albums have been the de facto standard for popular music re-
leases for more than half a century. Popular artsts release singles to generate interest in albums. They tour in support
of albums — with the album being a new body of work added to their repertoire. Even in the singles-driven streaming
economy, albums contnue to be the standard release format for artsts.

This is refected in the admission criteria for the East of East Atlantc Canadian Hip Hop Archive that | curate. | let it be
known in the literature surrounding the archive that I consider albums to be tangible contributons to the culture (even
beter if it is released in a physical format). Anyone can dabble and make a song or two in their basement or jump up

and spit a few rhymes at a party; the album, however, separates the amateur from the artst. It is a higher order
iv



achievement that requires hard work and dedicaton, investment, and planning well beyond the dalliances of those
with a lesser sense of commitment. (Of course, singles and EPs released by artsts who have already established them-
selves are welcome in the archive, as well.) Albums demarcate, in my mind, the line between goofng around and tak-
ing it seriously.

| chose to present part of this dissertaton in the form of an album for a few reasons. First, it allowed me to express a
complex idea in a format | am familiar with and, given the dissertaton’s focus on hip hop, it makes sense to show and
prove, so to speak. Second, | believe that a hip hop record is inherently produced using the type of remix philosophy or
praxis-as-method that | discuss throughout the dissertaton — blending multple elements together to create a cohesive
whole. While | refer to this as remixing, it has also been described as pastche, bricolage, metssage, rhizomatc, er-
godic, and other terms that refer to mixing of disparate elements and approaches in pursuit of something new. Both
the ergodic style of the text and the remix based musical producton refect the essence of the praxis-driven methodol-
ogy that | am uncovering through my own experiences with hip hop pedagogy. Finally, I have done it out of respect for
hip hop culture and hip hop educators, partcularly A.D. Carson, who broke new ground for hip hop culture in academ-
ia (and set a helpful precedent) by presentng his doctoral dissertaton in the form of his album, Owning My Masters
(independent, 2017), at Clemson University.

This brings me to the second queston—what three albums to share with my commitee to help familiarize them with
the idea of hip hop records? | think that, given that A.D. Carson broke new ground and made what is, to my
knowledge, the only PhD Dissertaton/Hip Hop album currently in existence, his Owning My Masters should be frst on
the list. (As a side note, Carson’s album was produced by Preme and Truth.)

The second album I chose to share is the frst one that came to my mind when the queston was posed. Buck 65’s self-
produced Man Overboard (antcon, 2001) has long been a favourite of mine. It has loomed large in my mythology, as a
massive infuence and point of re-entry into independent hip hop, and I discuss it several tmes in the course of this
dissertaton, making it a natural choice.

This brings me to the third—and an earthshatering existental crisis. | have collected music my entre life. | have been
an avid fan of rap music since | was a child. | saved my lunch money to buy rap tapes. | teach about popular music and |
run an archive of Atlantc Canadian Hip Hop that boasts nearly 2000 albums in its collecton. Telling me that | have to
think of one—ONE—album feels like a gargantuan task.

How do I narrow it down? What is the best representaton of an album? Should it be new? Old? Should it represent
mainstream hip hop, or my own style of indie rap?

Do I choose one of the many classics of the genre? De La Soul’s 3 Feet High And Rising (Tommy Boy, 1989) or the Wu
Tang Clan’s Enter the Wu Tang: 36 Chambers (Loud Records, 1993)? These are classics, but they would not necessarily
prime my commitee for understanding my own process and approach. Should | pick a record like Rapsody’s Eve
(Jamla, 2019) or Georgia Ann Muldrow’s brilliant A Thoughtverse Unmarred (Mello Music Group, 2015) because two
thirds of my commitee are women and they might resonate more with those records? | may recommend them any-
way, but again, | don’t know if that would illuminate my own work, specifcally. What about a hip hop concept album
like The Goat’s Tricks of the Shade (Ru®ouse/Columbia, 1992) or Del the Funkee Homosapien’s Deltron 3030 (75ark,
2000)? Those would show how a cohesive album comes together... There are modern classics like Cannibal Ox’ The
Cold Vein (Def Jux, 2001), Kanye West’s My Beautful, Dark, Twisted Fantasy (Roc-a-fella, 2010) or Kendrick Lamar’s To
Pimp A Buterfy (TDE, 2015) or J. Cole’s posse record Revenge of the Dreamers Il (Dreamville, 2019)...

Should I choose something local to represent Halifax hip hop?

(Something else, as Buck 65 already has it covered.)
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Wihat & M\ a wawme?

This gra¥Ft handstyle render-
ing of Hermitofhewoods was
writen by Sean Murray aka
Embos in 2009.

* A photograph that | took on
that camping trip was used
for the cover of my album,
The Woods are Burning
(2007).

A long standing traditon within hip hop culture is the use of a pseudonym. An alias. A
stage name. A nom-de-guerre. A nickname. A brand. Names come from a variety of
places—some are bestowed by friends and family, some are awarded by reputaton,
some are variatons on a person’s government name or some aspect of their identty.
Many are self-imposed, with artsts atemptng to defne their creatve self through a
pointedly considered moniker.

A name can defne someone’s artstc personality in a number of ways. For gra®t writ-
ers, it becomes the character set that they will write most frequently and a calling card
that brings them both fame and anonymity. As a result, writers tend not to use names
that have leters that are not aesthetcally pleasing and enjoyable to write in diferent
styles. For rappers, it becomes a part of an overall identty. It is used in self-referental
rhymes, it is emblazoned on cover art and posters, it is how rappers are introduced and
addressed. There are myriad other consideratons, as well. Does it sound cool when you
spell it out like Snoop’s “It's the capital S, oh, yes, I'm fresh, N, double-O, P/D, O, double
-G, Y, D, O, double-G, you see” (Dr. Dre, 1993)? Will it be easy for other rappers to use
the name against you in batles or diss tracks? Increasingly, another concern has been
whether or not the name has already been used and how easy it is for people to fnd
you when searching online? (Consider the popular 1990s alternatve band Live and im-
agine how you might Google them. Do you search for the word Live? Live band? Live
music? Live albums? How many of those optons would turn up the band on the frst
try? If it is too hard for fans to fnd you, then they won't.)

My own nom-de-rap comes from a few places. When | was young, my mother frequent-
ly accused me of being a hermit because | liked to spend much of my tme engaging in
solitary pursuits. | later used the term to describe myself in a journal, right around the
tme that | joined the Halifamous message board. Prior to that, I'd made a number of
homemade recordings and always just used my last name—McGuire—for lack of any-
thing better. When | joined Halifamous | needed a username and chose Hermit because
it was familiar to me, and because it felt like a decent name for an outsider looking in
on a community | wished to someday be a part of. Several years later, as | prepared to
release my debut solo album, | learned that there was an electronic artst in Vancouver
who went by The Hermit. | didn’t want to compete and | didn’t want to be so bold as to
apply the defnitve artcle to my name, but I'd been using the name Hermit for a few
years and didn’t want to change either.

A camping trip made all the diference. | was far of the beaten path in southern Nova
Scota when a friend commented something to the efect of “Wow, we’re really in the
woods”.* It was said with a hint of terror, a recogniton that the forest primeval was
not a place to be taken lightly. The weight of those words stuck with me. The woods.

vii



There was a hip hop artst from Halifax who went by the name Stgg of the Dump, taken from a children’s TV show in
the UK. | liked the aesthetc of that name. It wasn’t old school, it wasn’t partcularly “hip hop”, but it worked well. Her-
mit of the woods. It clicked. It felt like a formal ttle. | could stll be Hermit, but for ofcial purposes, | could use the
grander Hermit of the woods. | soon stylized it as a single word. HermitoFhewoods. This proved to be a bit of an arts-
tc pain in the ass, as promoters and journalists regularly spell it as separate words. (In fact, because Twiter has a
character limit on usernames, many journalists assume that | go by Hermitofdawoods, as | was forced to shorten the
name to that on Twiter.)

| felt comfortable with the name. It suited my personality and the politcal rants in my lyrics. It also served as a shield.
When my anxietes got the beter of me, | could slink away home. Who expects someone named Hermit to be social?
The name became a part of my public persona and arguably contributed to the kind of music and poetry that | pro-
duced under it. | started to write from the perspectve of Hermitofhewoods, to embody Hermitofhewoods in my
work. It was a framework in which | operated.

| have used other names for other projects, but when | am working within hip hop, | am Hermitofhewoods.

In the course of this dissertaton, | will write about a number of artsts who | have known, worked with, and admired.
With a few exceptons made for those who feature prominently, | plan to use the artst’s noms-de-rap and/or stage
name, as that is who they are within the context | am describing. | wish to grant them some measure of anonymity
and referring to them by their public personas seems a reasonable compromise, as this is the approach | am using
with higher-profle artsts whose artst names are public knowledge. For artsts who use their own names, such as spo-
ken word artsts, their names are equally a mater of public record and | will use them accordingly. For artsts who
have used multple names throughout their career, | will use the name that was in use at the tme | am referencing,
and will make an efort to indicate any previous or subsequent names where applicable. Those who are specifcally
named beyond their artstc handles, including those whose correspondence with the author is included in the disser-
taton, have given explicit consent to be included in this work.

If anyone reading this wishes to know more about the artsts mentoned in this dissertaton, there are ample re-
sources available online including, among others, my own Master’s thesis, “How the East Coast Rocks: A History of Hip
Hop in Halifax, 1985-1998” and the East of East Atlantc Canadian Hip Hop Archive, which | curate.
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One of the central tenets of Paulo Freire’s work in critcal pedagogy is the development of critcal consciousness in the
learner so that they may understand the complexites of their reality. To achieve this, he argues that educators must
help learners recognize their own intersectonality, and as C. Wright Mills (1959) illustrates, how their personal prob-
lems relate to issues within a larger social system. Helping people to understand who they are within a large and inter-
connected social power structure leads them down a path toward educaton that is relevant to the individual and to
society; as people become more self-aware and broadly engaged, identfying and contnuously countering obstacles
and oppression can free us from them.

Culturally relevant and responsive pedagogy have similar aims. To make educaton culturally relevant and responsive in
any true sense educators must recognize the cultural diferences that exist among their learners and encourage learn-
ers to draw from their own cultural knowledge and experience in pursuit of educatonal outcomes. This task is difcult



Put Your Fist Up

Producton Journal
Friday, January 15, 2021

Put Your Fist Up is meant to introduce the theme of social justce into the dissertaton, from its roots in hip hop and
critcal pedagogy to its central positon within my own methods and theoretcal framework. There is a long history of
social justce-minded hip hop. An early example | regularly show in my classroom is “The Message” by Grandmaster
Flash and the Furious Five (Sugar Hill Records, 1982) whose lyrics paint a stark picture of life in the Bronx at the tme.
There was Boogie Down Productons with KRS-One, Public Enemy with Chuck D, and even artsts like Ice Cube and Ice-
T, generally classifed as gangsta rappers, whose content inarguably grappled with social justce themes. Among my
personal favourites was a litle known group out of Philadelphia called The Goats. Their album Tricks of the Shade
(RuFouse/Columbia, 1992) was a scathing critque of George H.W. Bush’s America that, despite the dated nature of
the content, stll sounds great.

When | think of social justce and hip hop | think of all of these artsts and when | am faced with creatng a beat that
speaks to my own encounters with the topic and its place within my research, I’'m inclined to pay homage to a partcu-
lar sound. The sound can be heard in a couple of places — Public Enemy’s “By the Time | Get to Arizona” (Def Jam,
1991) built around a ripping, octave-shifing bassline sampled from Mandrill's “Two Sisters of Mercy” (Universal, 1973)
and The Goats’ “Typical American” (Ru®Fouse/Columbia, 1992). While some claim that the bassline to that song is
sampled, and the song does contain several sampled elements, one of the interestng aspects of The Goats is that they
included a mult-piece band (pre-datng another, better known Philly-based hip hop band, The Roots, by just one year)
who played the octave shifing bassline that defnes the song’s sound. This octave shiF in the bassline is what | want to
recreate for this song.

For the rest, | will start with some layers of basic drums but will expand upon that as the beat develops. Like the Public
Enemy and Goats tracks | would like to keep it funky, with some tghter rhythms propelling the track while the bassline
wraps around the whole thing in a grander sense.

| also intend to add some more dialog samples, taking the overall feel of the album back to where we were in the frst
track. Here | will try to Tnd two diferent samples: one that speaks to the hip hop side of social justce and one that
speaks to the social justce side of critcal pedagogy. | will start searching for the later in the recorded bits of Paulo
Freire that | can fnd. As someone | consider to be a founding fgure of critcal pedagogy, including his voice in this pro-
jectis an important step.



A freestyle on hip hop and social justice.

Despite its present popularity, hip hop music and culture remains a widely misunderstood phenomenon. Its formatve
years as a largely African-American cultural expression made it unintelligible to predominantly white mainstream audi-
ences and the more sensatonal aspects of the music’s apparent lifestyle and coarse lyrical content gave outsiders am-
ple space for critcism. As a result, much of the history and, perhaps more importantly, signifcance of hip hop culture
goes unnotced. Before making any claims about the e Fcacy of hip hop pedagogy it is necessary to explain the intrinsic
connecton between hip hop culture and social justce.

The birth of hip hop, itself, was an act of social justce. In the South Bronx, where opportunites were few and the
temptatons of gang life were frequent, young people craved agency. They wanted their voices to be heard and their
resilience to be acknowledged (see: Chang, 2005; Charnas, 2010; Edwoodzie, 2017). The frst element to emerge—
graft—was fundamentally about gaining recogniton, taking space, and being heard (Chang, 2005, 2008; Gastman &
Neelon, 2010; Paul 107, 2003). The second—DJing—reimagined music producton in a way that subverted the ortho-
doxy of western music theory and created new paths for creatve expression (Chang, 2005, 2008; Brewster & Brough-
ton, 2000. 2010) . The third—breaking—focused on personal and crew representaton through the compettve aspects
of the practce (Chang, 2005, 2008; Schloss, 2009). The fourth—MCing—amplifes voices that can equally interrogate
the self and society (Rose, 1994, 2008; Chang 2005, 2008; Mitchell, 2001; Keyes, 2004). Agency is at the core of all of
the elements of hip hop.

Deeper stll, there is an essental aspect of hip hop culture that is, and has always been, concerned with social justce. In
the 1970s, the prevalence of gangs in the South Bronx was a problem that no outside force was likely to remedy. In-
stead the gangs of the South Bronx took it upon themselves to make peace. Gangs would designate a member to be
their Peacemaker, someone who could resolve disputes peacefully (Chang, 2005). However, afer a peacemaker known
only to history as Black Benjie was killed while trying to stop a fght, the Hoe Avenue Peace Meetng was held on De-
cember 8, 1971. The purpose of the meetng, which was atended by members of dozens of diferent gangs, was to es-
tablish a code of confict resoluton between gangs so that open warfare could be avoided. The truce held untl the
1980s, when the arrival of crack cocaine rewrote the rules of the streets (For a detailed studies of Bronx-based gang
culture in the early days of hip hop, see Chang, 2005; and Edwoozie, 2017).

One of the frst hip hop organizatons, the Universal Zulu Naton, preached a message of peace, love, unity, and having
fun that its founder and leader, DJ Afrika Bambaataa, hoped would contnue to keep the peace among Bronx youth. A
former leader in the fearsome Black Spades, Bambaataa parlayed his organizatonal acumen into a new venture that
centred around his eclectc Dling (Chang, 2005; Charnas, 2010; Edwoodzie, 2017).

While the noton seems almost ridiculous today, when hip hop was beginning to take shape in the Bronx, there were
innumerable conTicts that were resolved through hip hop batles instead of through violence and bloodshed. Batles
could take place using any of the elements. Gra®Ft batles could revolve around who has more ups (completed pieces)
or whose work garnered the best response from onlookers. DJ batles matched technical skill and creatvity on the
turntables to see who could rock the crowd the hardest. In MC batles, rappers claimed their supremacy (and dispar-
aged their opponent) in a forum that resembled the Dozens, a street game typically involving alternatng jokes about
each other’s mother, meant to teach self-control (Perry, 2001; Kitwana, 200 ). Breaking batles were perhaps the most
dynamic of them all, with most of the Bronx gangs having their own group of dancers who could represent in batle.
Pure trial by style. No fghtng. If you lose, go home and practce and try again next tme. If you win, you are recognized
for your skills and celebrated as champions untl the next batle. The ability to use the elements as a batle-based con-
fict resoluton tool has always been an important aspect of the culture—fexing individual agency and pushing the
bounds of discourse through competton.



As the 1970s gave way to the 1980s the landscape of hip hop shifed dramatcally. While it had previously existed as a
situated practce, one that needed to be experienced frst hand in a partcular tme and place, the advent of rap music
recordings, beginning with the 1979 release of the Fatback Band’s “King Tim Ill (Personality Jock)” and Sugar Hill Gang’
“Rapper’s Delight”, changed the course of the culture forever (Chang, 2005; Charnas, 2010; Edwoodzie, 2017). The fo-
cus of the culture was always the party. The DJ defly manipulatng the turntables so that the breakers had beats to
dance to was the heart and soul of the scene. When it became a commodity—something that could be taken out of its
original context and consumed anywhere—that dynamic was upended. The work of the DJ becomes harder to discern
on a recording, save for the telltale scratches and juggles. In turn, the MC becomes the primary focus.

w

The frst hip hop MCs were a combinaton of Jamaican toastng—a practce of encouraging the crowd with rhyming
couplets in tme with the music—party announcements, and call and response with the crowd. Those kinds of rhymes,
staples of live hip hop performances, were less efectve when decontextualized. By the early 1980s, rappers start to
rap about things outside of the party. Grandmaster Flash and the Furious Five’s “The Message” paints a stark picture:
“Broken glass everywhere
People pissing on the stairs
you know they just don’t care
| can’t take the smell, can’t take the noise
Got no money to move out | guess I’'ve got no choice
Rats in the front room, roaches in the back
Junkies in the alley with a baseball bat
| tried to get away but | couldn’t get far
Cause the man with the tow-truck repossessed my car

Don’t push me cause I’'m close to the edge

I’m trying not to lose my head...”
(Sugar Hill Records, 1982)



This kind of reality rapportage became synonymous with rap music in the 1980s. Media outlets proclaimed it the Voice
of the Streets and it was, in a sense. Rap music provided a venue for The Message’s social critcism, just as it did for
other forms of counternarratve drawn from the margins. As the culture entered what is now considered its Golden
Age in the mid-1980s, themes including Afrocentricity, African American expressions of Islam (The Naton of Islam, the
Naton of Gods and Earths), miseducaton, Black history, and Black natonalism were commonplace in rap music (Rose,
1994, 2008; Kitwana, 2002; Miller & Pinn, 2015).

“Rap serves as the communicaton that they don’t get for themselves to make them feel good about themselves. Rap is
black America’s TV staton. It gives a whole perspectve of what exists and what black life is about.” - Chuck D (in Le-
land, 1988).

As the culture expanded geographically, so did the demographic base it served, bringing in topics related to Latno/
Chicano, Indigenous, Asian, and even White identty with a critcal lens and a counterhegemonic perspectve.

Itis temptng for some to point to gangsta rap as a glorifcaton of multple negatve tropes from gun violence and
drugs to sexual exploitaton and the degradaton of women. These things, of course, do not emanate from hip hop cul-
ture or gangsta rap. These topics and their prevalence in popular North American rap music are certainly worthy of
investgaton and have been well-researched by Rose (1994, 2008), Fernando (1996), hooks (1994), Keyes (2004), and
others. Considering these themes as part of a grander narratve and contnuing to frame them in the same terms as
earlier, less socially-objectonable forms of representaton allows them to be understood as modern-day parables.

Consider West Coast rapper Ice-T’s album O.G. Original Gangster (Sire/Warner Brothers, 1991), for example, where he
rhymes about the gangster lifestyle, but as a cautonary tale where the characters in his songs ofen sufer harsh conse-
guences. At the same tme, he ofers his perspectve on law enforcement, the disproportonate incarceraton of African
-Americans, predatory drug dealers, child molesters, federal government programs, copyright law, and countless other
points of politcal concern. In making a record of the world he inhabits, Ice-T draws atenton to the social issues that
are of utmost concern to him and his community.

Consider, as well, rap music’s longstanding critque of police brutality in America. From N.W.A.’s “Fuck the Po-

lice” (Ruthless Records, 1988) and Public Enemy’s “Brother’s Gonna Work It Out” to Kendrick Lamar’s “Alright” (TDE/
Afermath/Interscope, 2015) and the Terrace Martn track “Pigs’ Feet” with Denzell Curry, Kamasi Washington, G Peri-
co, and Daylyt (Sounds of Crenshaw, 2020), there has been a consistent call for a stop to racism and racial profling in
law enforcement. While some may focus on the retaliatory fantasies that can play out in these songs, it is important to
remember that it is the well-documented history of police brutality toward people of colour that is the focus, not the
rhymes, which are, let us remember, poetry set to music—a creatve outlet to express frustraton with an ongoing and
dehumanizing situaton.

Social justce themes in hip hop culture are the focus of much of the scholarship that consttutes hip hop studies. Con-
temporary hip hop, now frmly in the mainstream (itself arguably an act of social justce in light of the historical exploi-
taton of Black labour in the music industry) and the dominant form of popular music in North America has retained
much of its counternarratve character, even as mainstream pressures provide new scrutny. It contnues to be a site
for interrogatng the intersectons of identty and society with a partcular focus on Blackness. At the same tme, its
globalizaton has also produced a world hip hop movement where adherents contnue to use the elements of hip hop
as they were originally conceived and later developed, bringing counterhegemonic narratves to light in places that
have their own histories, cultures, and struggles.

Hip hop does not merely engage in social justce, hip hop is social justce.



Conceptualizing

Critical Pe

C. Wright Mills and Paulo Freire

“Educaton is constantly remade in the praxis.
In order to be, it must become.” (Freire, 1970, pg. 84)



The theoretcal heart of my own educatonal philosophy is critcal pedagogy. It informs my approach to hip hop peda-
gogy and is the driving force behind culturally relevant and responsive pedagogy. While there have been a number of
theorists who have writen extensively about critcal pedagogy, including Henry Giroux, Joe Kincheloe, and Peter
McLaren, my own framing of the concept can be illuminated through the work of two specifc scholars — Paulo Freire
and C. Wright Mills. Afer being introduced to their writng during my doctoral program coursework, | found their theo-
ries to be supportve of one another, and connected to the broader critcal theory that | regularly dealt with as a Cultur-
al Studies instructor.

There are, undoubtedly, a number of valid critques of critcal pedagogy that have emerged over the years. Critcs large-
ly point to examples where applied critcal pedagogy fails to account for feminist perspectves (Ellsworth, 1989; Lather,
2002), disability (Gabel, 2002), or ecological concerns (Bowers, 2002), among others. While these are valid critques
worthy of deeper consideraton in another venue, my own framing of the concept is more closely aligned with the
Freireian model and is, like hip hop, adaptable to a multplicity of cultures, identtes, and/or consideratons.

Here, | will engage in a bit of an academic remix, taking samples from Freire’s Pedagogy of the Oppressed (1970) and
Mills’ The Sociological Imagination (1959) and mixing them with my own words to artculate what critcal pedagogy
means in the context of this dissertaton and the worldview from which it is derived.

We—human beings—are intrinsically ted to the society in
which we live. Our personal lives, our moments of triumph
and our most difcult challenges, unfold upon a stage. We
are fooled by our subjectvity, our individuality and some-
tmes struggle to understand the greater forces at play in
our social context, unable to see the proverbial forest for
the trees. This inability metastasizes within us, numbing us
to the reality of our circumstances and leading us to resign
ourselves to the ebb and fow of our mechanical society. We
are, for the most part, cogs in a powerful wheel focused
solely upon our own task, which is to ft in and keep the
gears of industry moving.

This view has largely been described through the works of
the Frankfurt School in the realm of critcal theory, a branch
of thought that seeks to peel back the layers of our social
world in order to identfy and disrupt the power structures
that lie beneath the surface. It is a view that acknowledges
the reality of oppression and exploitaton in the world and is
generally concerned with the ways in which culture and po-
litcal economy can be tools for understanding these sys-
tems.

In educatonal terms, critcal pedagogy is a mult-part pro-
cess that begins with a critcal awareness.

Mills says:

“The individual can understand [their] own experience and gauge [their] own fate only by locatng [themselves] within
[their] period, that [they] can know [their] own chances in life only by becoming aware of those of all individuals in
[their] circumstances.” (Mills, 1959, pg. 5)



Mills situates people within a layered system that sees
individuals operatng within their localized milieu—
dealing with personal troubles that impact their lives—
and, beyond that, within a larger social structure where
broad issues are played out in the course of our collec-
tve lives. The frst step, an inarguably difcult one, is to
recognize these layers in which we exist and the relaton-
ships between our personal troubles and larger social
issues. It is temptng, and entrely plausible for people to
be limited in their percepton, feeling isolated by their
personal problems as opposed to seeing themselves as
part of a grander scheme where others are sufering the
same problems as a result of the overriding social issues.

“Caught in the limited milieux of their everyday lives,
ordinary [people] ofen cannot reason about the great
structures—ratonal and irratonal—of which their mi-
lieux are subordinate parts. Accordingly, they ofen carry
out series of apparently ratonal actons without any idea
of the ends they serve...” (Mills, 1959, pg. 168)

Oblivious to the greater context of their individual trou-
bles and milieu, people are leF to merely persist, condi-
toned to carry on despite the struggles they face, una-
ware of how and where they ftinto the social system.
Overcoming the issues that contribute to their struggles
is not possible if individuals are hindered in their ability
to perceive the reality of the social system or to under-
stand that escaping from it is even possible.

Freire says,

“In order for the oppressed to be able to wage the strug-
gle for their liberaton, they must perceive the reality of
oppression not as a closed world from which there is no
exit, but as a limitng situaton which they can trans-
form.” (Freire, 1970, pg. 49)

In fact, people have been so thoroughly conditoned to
accept the social system that has been imposed upon
them, that they will ofen act in ways that support the
system—and, in turn, their own oppression—
unconsciously. One of the more insidious aspects of a
large scale and oppressive social system is that it trains
those subjected to it to accept it as an immutable truth
and adamantly defend it as the only acceptable framing
of reality.

The Milieu and the
Social System

In this figure, the individual stands at the centre, in their
own milieu, surrounded by personal problems which are
connected to larger social issues that exist in the social
system. Along with these social issues are the milieus of
other individuals, which are equally connected to issues,
and to each other in complex ways.

Mills situates the individual within their own personal
milieu. This can include their family and home life, work
life, friends, but could also extend to their community,
groups they belong to, or any other proximal social rela-
tonships. It has also been argued that, in today’s part-
san media landscape, a person’s media choices frequent-
ly consttute an echo chamber of sorts. By curatng the
kinds of news sources we trust and turn to, the kinds of
entertainment we consume, and the kinds of company
we keep via social media, we construct self-contained
systems that only allow us to experience the world
through flters that we agree with and approve of. They
a®rm our worldview and legitmize our biases and preju-
dices. | would argue that this, too, is a dimension of the
milieu, as it is a highly personalized phenomenon
(despite engendering like-minded community) that ren-
ders people susceptble to the obliviousness that Mills




Freire contnues,

"Submerged in reality, the oppressed cannot perceive
clearly the "order" which serves the interests of the op-
pressors whose image they have internalized. Chafng un-
der the restrictons of this order, they ofen manifest a
type of horizontal violence, striking out at their own com-
rades for the pettest reasons.” (Freire, 1970, pg. 63)

“This does not necessarily mean that the oppressed are
unaware that they are downtrodden. But their percepton
of themselves as oppressed is impaired by their submer-
sion in the reality of oppression.” (Freire, 1970, pg. 45)

Once people are made aware of the social structure, and
that their individual milieu is one of countless other indi-
vidual milieux operatng within it, the next stage involves
helping them to connect their own individual problems
with the larger systemic social issues that cause or contrib-
ute to them.

Mills says,

“Issues have to do with maters that transcend these local
environments of the individual and the range of [their] in-
ner life. They have to do with the organizaton of many
such milieux into the insttutons of an historical society as
a whole, with the ways in which various milieux overlap

and interpenetrate to form the larger structure of social .

escape, but not impossible...

and historical life.” (Mills, 1959, pg. 8)

Freire expands upon this idea,

and Freire describe. It could also be argued that the griev-
ance politcs that so dominate contemporary politcal dis-
course refect an inability to grasp the connectons be-
ween personal problems and larger systemic issues. In
act, countless citzens, some in elected ofce, publicly
deny that systemic issues exist at all, confdent in writng
0T the most habitual infractons as isolated incidents and
Jridiculing those who call atenton to the very noton of a
complex and interconnected society. If thisis, in fact, a
strengthening of the milieu, then the need for critcal ped-
lagogy is all the more pressing. Both Mills and Freire state
hat the milieu is difcult to escape, but not impossible;
hat the milieu is so designed that it gives the impression
of totality and obscures the greater world beyond. If re-
cent changes in our society, whether they be technologi-
cal or politcal, are reinforcing the milieu, then liberatory
educaton that exposes this illusion and helps people to
overcome it becomes a moral imperatve. If people are
not able to be freed from the oppression of this system,
[than resistance to it will eventually be subsumed and peo-
ple will be trapped in their own circumstances, unable to
|relate to others, to empathize, or to understand. Society
will become more factonalized and partsan, and toler-
ance for ideas from outside of our own milieux will be
blunted by arrogance and hostlity.

..The milieu is difficult to

“Individuals who were submerged in reality, merely feeling their needs, emerge from reality and perceive the causes of
their needs. In this way they can go beyond the level of real consciousness to that of potental consciousness quite

rapidly.” (Freire, 1970, pg. 117)

It is important, however that this be a supportve and collaboratve process. No one can be handed their liberaton,
they must know and understand oppression to fully free themselves from it. Referring to a banking model of educa-
ton—where students are seen as empty vessels to be flled by the all-knowing educator—Freire argues that educators
cannot decide for anyone what is important, what is of value. Instead, they must be facilitators, using their knowledge
and experience to help students to draw these things from their own lives and experiences, teaching them how, not

what to think.

“Itis not our role to speak to the people about our own view of the world, nor to atempt to impose that view on
them, but rather to dialogue with the people about their view and ours. We must realize that their view of the world,
manifested variously in their acton, refects their situation in the world.” (Freire, 1970, pg. 96)

Indeed, the core values that educators seek to impart may be of great signifcance to one person and of virtually none
to another. In helping students to fnd directons and connectons in their own life and social circumstances we can
arrive at meaningful educaton that tangibly impacts students’ own liberatory process.
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Mills adds,

“Values are involved in the selecton of the problems we study; values are also involved in certain of the key concep-
tons we use in our formulaton of these problems, and values afect the course of their soluton.” (Mills, pg. 78)

Freire sums it up succinctly:

“The pedagogy of the oppressed, a pedagogy which must be forged with, not for, the oppressed (whether individuals
or peoples) in the incessant struggle to regain their humanity.” (Freire, pg. 48)

The centrality of the learner is a key factor in critcal pedagogy. Identfying pathways for educaton that are relevant to
the culture and identty of the individual is the most efectve way of making connectons between the individual and
the social system. Trustng students and respectng the unique ways in which their intersectonal identty makes con-
nectons and navigates the social system is essental. The paternalistc view that a rigidly devised curriculum is univer-
sally applicable negates the agency of individuals and denies the reality of their social conditons entrely. Instead of
steamrolling the diversity of students, the critcal view celebrates these diferences and seeks to create educatonal
processes that are efectve because they truly mater to students.

Freire says,

“No pedagogy which is truly liberatng can remain distant from the oppressed by treatng them as unfortunates and by
presentng for their emulaton models from among the oppressors. The oppressed must be their own example in the
struggles for their redempton.” (Freire, pg. 54)

“Liberatng educaton consists in acts of cogniton, not transferrals of informaton.” (Freire, pg. 79)

Mills argues that this is essental because educaton must speak to the learner for its lessons to be fully and truly im-
parted.

“Any idea, any book can of course be suggested in a sentence or expounded in twenty volumes. Itis a queston of how
full a statement is needed to make something clear and of how important that something appears to be: how many
experiences it makes intelligible, how great a range of problems it enables us to solve or at least to state.” (Mills, pg.
31)

Not only does educaton need to speak to the learner, but educators, too, must be able to connect with studentsin a
meaningful way, lest their miscommunicaton create barriers.

Freire says,

“Ofen educators and politcians speak and are not understood because their language is not atuned to the concrete
situaton of the people they address.” (Freire, pg. 96)

“Hip hop Is the dominant language of youth
culture, and those of us who work with young
people need to speak their language” oeweon, 200.p.2




Helping people to situate themselves within a larger social system and to value their own capacity for making choices
related to their own educaton are the frst steps in critcal pedagogy, but the most important step lies in actons taken
in response to those choices. There is a constant need in critcal pedagogy to revisit and refect, to deconstruct and de-
vise, to make choices around engagement with those larger social issues that impact our lives. This is praxis: an evolv-
ing process of acton that works toward the goal of liberaton.

Freire says,

“Itis only when the oppressed fnd the oppressor out and become involved in the organizing for their liberaton that
they begin to believe in themselves. This discovery cannot be purely intellectual but must involve acton; nor can it be
limited to mere actvism but must include serious refecton: only then will it be a praxis.” (Freire, pg. 65)

“For apart from inquiry, apart from the praxis, individuals cannot be truly human. Knowledge emerges only through
inventon and re-inventon, through the restless, impatent, contnuing, hopeful inquiry human beings pursue in the
world, with the world, and with each other.” (Freire, 1970, pg. 72)

Freire has also introduced the concept of problem-posing educaton as alternatve to the fawed banking model. The
problem-posing model develops critcal thinking skills by encouraging students to direct their own investgatons based
on personal relevance and interest. Having students identfy problems—taken from their own experiences—and build-
ing a course of acton to understand and engage with the related social issues, further places the emphasis on the indi-
vidual learner.

Freire sees this as the method that makes critcal pedagogy a liberatory acton,

“In problem-posing educaton, people develop their power to perceive critcally the way they exist in the world with
which and in which they fnd themselves; as they come to see the world not as a statc reality, but as a reality in pro-
cess, in transformaton.” (Freire, 1970, pg. 83)

As a co-developed process, critcal pedagogy is as much about educators regularly revisitng their own perspectves and
conditons as it is about facilitatng this among students.

Freire adds,

“The problem-posing constantly re-forms [educators’] refectons in the refecton of the students. The students—no
longer docile listeners—are now critcal co-investgators in dialogue with the teacher. The teacher presents the materi-
al to the students for their consideraton and re-considers [their] earlier consideratons as the students express their
own.” (Freire, 1970, pg. 80-81)

“The teacher-student and the students-teachers refect simultaneously on themselves and the world without dichoto-
mizing this refecton from acton, and thus establish an authentc form of thought and acton.” (Freire, 1970, pg. 83)

As this cycle is repeated, as both students and educators gain deeper understandings of themselves and their social
conditons, as they fnd pathways to relevant and resonant educaton, it is praxis that keeps everything moving for-
ward. Praxis allows us to revisit and reconceive, to redirect and redefne; to come back to the problems we all grapple
with, in all of the unique and intersectonal confguratons that humanity can imagine, with new insight, new experienc-
es, and new understandings.

Freire says,

“The pedagogy of the oppressed... has two distnct stages. In the frst, the oppressed unveil the world of oppression
and through the praxis commit themselves to its transformaton. In the second stage, in which the reality of oppression
has already been transformed, this pedagogy ceases to belong to the oppressed and becomes a pedagogy of all people
in the process of permanent liberaton.” (Freire, 1970, pg. 54)
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Dr. Geneva Gay and Dr. Gloria Ladson-Billings

“Self-refecton and cultural critcal consciousness...involve
thoroughly analyzing and carefully monitoring both
personal beliefs and instructonal behaviors about

the value of cultural diversity.”  ay, 2003, pg. 182)
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A natural extension of critcal pedagogy is found in the evolving felds of Culturally Relevant and Responsive Pedagogy.
Like critcal pedagogy, these subjects have been deeply explored by numerous authors, but their central themes can

be understood through the work of two theorists in partcular: Drs. Gloria Ladson-Billings and Geneva Gay. While simi-
lar in nomenclature, there is a distnct diference between culturally relevant and culturally responsive pedagogies
that is important to clarify. The former—culturally relevant pedagogy—is a student-focused approach that asks educa-
tors to consider the social and cultural reality of their students in educatonal setngs. The later—culturally responsive
pedagogy—is an educator-focused approach that asks educators to interrogate their own culture, and any biases or
prejudices that they may hold, in an atempt to make substantal connectons with students who may live in a diferent
social and cultural reality. Where Freire and Mills advocated for educators and students to work collaboratvely in pur-
suit of liberatory educaton, these approaches provide us with practcal tools that suggest roles for both.

Ladson-Billings is widely credited with developing the theory of culturally relevant pedagogy and identfes its three
key aspects:

“I have defned culturally relevant teaching as a pedagogy of oppositon not unlike critcal pedagogy but specifcally
commited to collectve, not merely individual, empowerment. Culturally relevant pedagogy rests on three criteria or
propositons: a) Students must experience academic success; b) students must develop and/or maintain cultural com-
petence; and c¢) students must develop a critcal consciousness through which they challenge the status quo of the cur-
rent social order.” (Ladson-Billings, 1995 A, pg. 160)

To the frst of these criteria, academic success must not only be fostered and nurtured, but it needs to be understood
as a baseline belief. Students must believe in their potental for academic success and educators, too, must believe.
They must trust in the capacity of learners to succeed.

Ladson-Billings says,

“Despite the current social inequites and hostle classroom environments, students must develop their academic
skills. The way those skills are developed may vary, but all students need literacy, numeracy, technological, social, and
politcal skills in order to be actve partcipants in a democracy.” (Ladson-Billings, 1995 A, pg. 160)

Educators must constantly refect on their student’ experience as learners. What assumptons have been made about
expectatons across cultural groups? How can high expectatons be equally encouraged? Are certain ways of knowing
being prioritzed in a way that might put some students at a disadvantage?

Thinking about these types of questons brings educators into contact with the social and cultural reality of their stu-
dents. This allows for the kind of culturally relevant educaton that Freire and Mills described, where content is drawn
from the experiences of learners.

“Culturally relevant teachers utlize students’ culture as a vehicle for learning.” (Ladson-Billings, 1995 A, pg. 160)

One way that Ladson-Billings suggests this be achieved is by bringing parents into the classroom for seminars that can
teach or workshop various culturally specifc skills and practces. By extension, bringing elders, community members,

and other local role models into the classroom can help to build connectons between students and their community,
in ways that are tangibly connected to their own lives and experiences.
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characteristcs of academic achievement and cultural competence, students must develop a broader sociopolitcal
consciousness that allows them to critque the cultural norms, values, mores, and insttutons that produce and main-
tain social inequites. If school is about preparing students for actve citzenship, what beter citzenship tool than the
ability to critcally analyze society?” (Ladson-Billings, 1995 A, pg. 162)

The other side of this theoretcal coin is culturally responsive pedagogy. It is a necessary correlate because 