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Abstract: This research is an analysis of rapper Kendrick Lamar’s works in 
his  albums  Good  Kid,  M.A.A.D.  City,  To  Pimp  a  Butterfly,  and  Damn, 
through Homi K. Bhabha’s concepts of hybridity and third space. The album 
displays  the  intersections  of  different  social  experiences  and  cultures 
providing a unique perspective of the African American cultural experience 
within America which has for been, for long, marked by racial tensions and 
historical trauma. Lamar’s work draws from African American artforms and 
musical styles such as jazz and funk, while addressing themes of oppression, 
racism,  materialism  and  identity  influenced  by  the  greater  mainstream 
American culture, creating a dynamic ‘third space’ where African American 
identity  is  both affirmed and redefined while  also exemplifying Bhabha’s 
notion of hybridity, revealing the complexity of identities shaped by multiple 
cultural influences and historical legacies. 
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Introduction 
Kendrick Lamar Duckworth, known professionally as Kendrick Lamar 
is an American rapper, songwriter, producer and musician. Lamar was 
born  on  17th June  1986,  in  Compton,  California,  USA,  whose 
environment greatly influenced his songwriting and lyrical themes of 
his  music.  Lamar  is  considered  one  of  the  most  important  and 
influential hip hop artists of his generation with his artistry and music 
contributing significantly to the shaping of subsequent cultural outputs 
globally. Lamar is often heralded widely with the title of ‘greatest of 
all time’. 

Beginning his career in the mid-2000s under the stage name K. Dot, 
Lamar released several mixtapes before, putting out his alternative rap, 
studio album debut Section.80, in 2011, which displayed his potential 
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and established himself as a distinct voice in the hip hop and rap music 
sphere.  His  mainstream  recognition  however  came  with  his  2012 
sophomore  effort,  Good  Kid,  M.A.A.D.  City.  It  was  also  critically 
acclaimed and earned Lamar a Grammy nomination. Following this, in 
2015  Lamar  released  what  is  considered  to  be  one  of  the  greatest 
albums of the decade with To Pimp a Butterfly. His third studio effort 
saw Lamar draw influence from African American music styles such 
as jazz and funk, with highly political, abstract and introspective lyrics 
that  spoke  on  the  themes  of  oppression,  racism,  resistance,  black 
identity, materialism and love, which even won him a Grammy award. 
2017 saw the release of his fourth studio album  DAMN,  which saw 
similar critical and commercial success and won the Pulitzer Prize for 
Music, making Lamar the first non-jazz or classical artist to receive the 
prestigious  honour.  In  2022 Lamar  released  Mr.  Morale  & the Big 
Steppers, which similar to his previous works also earned widespread 
critical and mainstream success. 

In the context of ‘third space’, a concept introduced by Homi K. 
Bhabha, To Pimp a Butterfly functions as a metaphorical space where 
multiple cultural influences and histories intersect. The album itself is 
a fusion of past and present, incorporating elements of jazz, funk, soul, 
and hip-hop, much like the fusion of African, European, and American 
musical  traditions  described  by  Bennett  Jr.  in  the  era  of  slavery. 
Lamar’s  work  exists  in  a  liminal  space—where  African  Americans 
simultaneously  navigate  the  legacy  of  their  past  and  assert  their 
cultural identity in a society that continues to marginalize them. This 
‘third space’ allows for both a reassertion of African American identity 
and a critique of systemic oppression, much as the spirituals, blues, 
and jazz music did in earlier periods. 

Methodology 
This research employs the use of a qualitative research methodology. 
This  method  involves  the  close  examination,  analysis  and 
interpretation  of  ideas  and  concepts  highlighted  and  found  in  the 
primary  and  secondary  resources  used.  Using  Homi  Bhabha’s 
postcolonial concept of the ‘third space’, this research will highlight 
how this very idea is reflected in Kendrick Lamar’s songs, and also 
how  Lamar  through  his  art  contemplates  on  this  idea  of  cultural 
plurality from the African American perspective. 
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The primary source of this research constitutes Kendrick Lamar’s 
album  To Pimp a Butterfly, while secondary sources include various 
research articles, journals, and books from various disciplines. 

Objectives 
This research titled ‘The Margins Speak:  Kendrick Lamar,  Identity, 
and Bhabha’s Third Space’ aims to analyse how Kendrick Lamar’s To 
Pimp  a  Butterfly can  be  examined  and  understood  through  the 
postcolonial concepts of third space and hybridity. Additionally, it also 
explores how the album portrays the full scope of African American 
cultural experience and struggles in contemporary America. 

The following are the objectives of this research: 
• To examine how the album demonstrates hybridity in its lyrical 
content and musical production 
• To explore how the album displays Bhabha’s concept of third 
space 
• To  analyse  how the  songs  in  Good Kid,  M.A.A.D.  City,  To 
Pimp a  Butterfly,  and  Damn reflect  themes  of  race,  conflict,  black 
identity, and how Lamar uses these ideas to comment on the struggles 
of the African American in contemporary America 
• To highlight how Lamar uses the album as a tool to convey 
complex  relationship  between  an  individual  and  the  greater  society 
through a postcolonial perspective 

Results and discussion 
Homi  K.  Bhabha,  in  The  Location  of  Culture describes  the  ‘third 
space’  as  a  “nonsynchronous  temporality  of  global  and  national 
cultures  opens  up  a  cultural  space  …  where  the  negotiation  of 
incommensurable differences creates a tension peculiar to borderline 
existences.”  (Bhabha  1994,  218)  This  ‘cultural  space’  thus  created 
allows  for  the  overlapping  of  diverse  cultural  experiences  and 
identities, through an intersection and representation of various cultural 
elements, enabling a sort of hybrid cultural ecosystem. Lamar’s work 
represents a fusion of various elements of his own cultural and ethnic 
background  that  is  a  strong  characteristic  highlight;  drawing 
inspiration  from  his  own  African  and  African  American  cultural 
heritage as well as mainstream America, reflecting a hybridity in its 
engagement of themes of race, gender,  oppression and identity,  and 
how all  these  various  elements  essentially  reflect  the  contemporary 
African-American  or  “black”  experience  in  America.  Bhabha’s 
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concept  of  the  ‘third  space’  thus,  enables  a  close  study  of  the 
hybridised experience Lamar talks about in  To Pimp a Butterfly, not 
only as a way to analyse the extent of this hybridised existence but also 
of the confusion, dread, and conflicting identities. 

Furthermore,  the  application  of  Bhabha’s  theoretical  concepts 
within  the  framework  of  Postcolonial  Studies  situates  this  research 
within a critical examination of Lamar’s work and songs in relation to 
the historical and systematic oppression. A close examination of the 
content and lyrics of Lamar’s musical output sheds light on the evident 
struggle of the marginalised communities against the oppressive forces 
of the dominant culture. As Bhabha (1994, 32-33) has expressed, “The 
transmutation  and  translation  of  indigenous  traditions  in  their 
opposition  to  colonial  authority  demonstrate  how the  desire  of  the 
signifier, the indeterminacy of intertextuality, can be deeply engaged in 
the postcolonial  struggle against  dominance power and knowledge”. 
This very relationship serves as a strong basis on the various themes 
found within the album reflecting Lamar’s postcolonial narrative and 
his struggle for identity and autonomy within the confines American 
culture and society, and his struggle against the deeply rooted seeds of 
colonialism  present  in  contemporary  American  society.  Lamar’s 
perspective on race, identity, culture and how this view is ultimately 
shaped by the  African  American’s  relation  to  the  greater  dominant 
culture is a strong postcolonial element within the work that is worth 
highlighting. 

This  relationship  expressed  by  Bhabha  and  Lamar,  in  essence 
strongly  overlap  with  ideas  of  Critical  Race  Theory  where  the 
movement  and  idea  is,  according  to  Critical  Race  Theory:  An 
Introduction by  Richard  Delgado  and  Jean  Stefanic,  expressed  as 
“studying and transforming the relationship among race, racism, and 
power.”  (Delgado and Stefancic  2006,  1)  This  definition and,  on  a 
larger  scope,  the  theory  itself,  provides  a  critical  interpretation  and 
ideological basis for the racial struggles and the systems behind which 
these  relationships  and  structures  exist,  especially  through  the 
perspectives that Lamar provides in To Pimp a Butterfly. Additionally, 
as  this  research explores  the  ways in  which dominant  (or  colonial) 
powers exert influence over the marginalised thereby further creating a 
system of racial divide, it is essential to understand this relationship of 
racial  identity  through  a  critical  perspective.  Bhabha’s  notion  of 
hybridity allows for a critical understanding of identity as fluid and 
negotiated rather than fixed, which resonates with critical race theory’s 
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emphasis on the socially constructed nature of race and the complexity 
of racial identities. 

Lamar’s albums can be studied as cultural artefacts where the sound 
and sonic elements, lyricism and narrative performances intersect and 
converge to observer how the artist calls into question and challenges 
the fixed notions of identity,  race and their relationship with power 
through the album. By framing it as the site of cultural negotiation, this 
research attempts to explores how Lamar uses, appropriates, reclaims 
and remixes cultural  symbols like religion,  blackness,  violence,  and 
hope  in  an  artistic  medium  and  conceit  that  he  has  carefully 
constructed through musical genre and sonic experimentation, all while 
positioning himself as both participant and critic in the socio-political 
landscape to resist and essentialist definition of cultural identity, and in 
doing so inhabits the hybridity of ‘the third space’. Homi K. Bhabha in 
The Location of Culture provides a critical basis for understanding this, 
where he states: 

The intervention of the third space of enunciation, which makes the structure 
of  meaning  and  reference  an  ambivalent  process,  destroys  this  mirror  of 
representation  in  which  cultural  knowledge  is  customarily  revealed  as  an 
integrated,  open,  expanding  code.  Such  an  intervention  quite  properly 
challenges our sense of the historical identity of culture as a homogenizing, 
unifying force, authenticated by the originary past, kept alive in the national 
tradition  of  the  People.  In  other  words,  the  disruptive  temporality  of 
enunciation displaces  the  narrative  of  the  Western  nation which Benedict 
Anderson so perceptively describes as being written in homogeneous, serial 
time (Bhabha1994, 37). 

Good Kid, M.A.A.D. City, Lamar’s 2012 album, in this instance, works 
not  just  as  a  music  album  but  serves  as  an  ethnographic  sound 
document  of  Compton,  California.  In  its  use  of  skits,  voicemails, 
ambient sounds of the street, and highly personal narrative testimony, 
the album builds what can be read as a sound archive of black urban 
life today. 

This  act  of  sonic  archiving  subverts  the  legitimacy  of  state-
authorised histories and hegemonic cultural narratives by placing black 
subjectivity  in  a  legitimate  and  oppositional  mode  of  historical 
inscription. 

A clear example of this sonic archiving can be found in The Art of 
Peer Pressure, where Lamar’s narration of a teenage robbery functions 
as a form of autoethnographic testimony. The song’s structural shifts in 
tempo and tone, alongside Lamar’s nuanced vocal modulation, reflect 
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the  internal  fragmentation  and  external  conditioning  experienced  in 
environments marked by systemic violence and surveillance. The song 
opens, immediately marking the track as an oral testimony, situating 
Lamar not just as performer, but as narrator and witness. This narrative 
approach positions the song as a form of aural documentation, echoing 
the function of an ethnographic artefact. The song’s structure enacts a 
sonic third space: it begins with subdued beats and a laid-back vocal 
tone,  mimicking  calm introspection,  but  this  shifts  as  the  narrative 
escalates.  When Lamar  and his  friends  commit  a  robbery,  the  beat 
intensifies,  symbolizing  a  rupture  in  moral  certainty  and  selfhood. 
Lamar (2012) notes, “But I’m with the homies right now”, a refrain 
that repeats throughout the track functioning as both justification and 
confession. This refrain marks the tension between the individual self 
and collective identity, suggesting that identity is not static but shaped 
through situational performance. 

In speaking this fractured sense of self: “Really I’m a peacemaker, 
but I’m with the homies right now” Lamar (2012) makes visible the 
ambivalence  of  cultural  identity  formation.  He  is  neither  fully 
internalised into the position of ‘gangsta’ nor external to it; rather, he 
lives it reflexively. By doing so, he resists both the romanticization of 
violence and the pathologizing gaze often thrown upon Black urban 
youth. The track thus serves as a cultural negotiation artefact, in which 
sound, language, and narrative all combine to destabilise the prevailing 
representations of Black criminality and masculinity. 

Another vivid illustration of how Lamar utilizes narrative and sound 
structure  to  create  a  cultural  object  is  the  song  ‘Fear’  from  Damn 
(2017).  Formed  in  three  stanzas,  each  of  which  corresponds  to  a 
discrete phase in the life of Lamar: 7, 17, and 27, the song serves as a 
multitemporal  autoethnography,  narrating  the  passage  of  fear  as 
encountered by an adolescent  Black male working his  way through 
changing regimes of control: family, street, and finally, self. 

The opening verse, spoken in the voice of child Lamar, contains the 
lines: “I’ll probably die anonymous / I’ll probably die with promises / 
I’ll probably die walkin’ back home from the candy house” (Lamar 
2017)  a  group  of  worries  based  on  domestic  discipline,  structural 
abandonment, and local brutality. These lines function not simply as 
individual  memory,  but  as  archival  shards  of  cultural  experience, 
highlighting a mode of black epistemology grounded in precarity and 
vulnerability.  This  makes  the  song  an  artefact  that  documents  and 
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critiques  overlapping  systems of  control:  parental,  institutional,  and 
racialized. 

By  shifting  viewpoint  over  time,  Lamar  performs  what  Bhabha 
(1994, 37) calls the “disruptive temporality of enunciation”, wherein 
identity is not established through a linear developmental trajectory but 
ambivalent  repetition  and fragmentation.  The repetition  “Why God, 
why God,  do I  gotta  suffer?”  (Lamar 2017) occurs  like  a  religious 
lament,  grounded  in  Biblical  rhythm  yet  filled  with  existential 
confusion. 

This blend of religious rhetoric,  combined with hip-hop structure 
and  intensely  personal  suffering,  demonstrates  how  Lamar 
appropriates cultural symbols not as fixed signifiers, but as negotiated 
ones, variable by age, location, and moment in history. In Fear, Lamar 
is  not  merely  describing  his  life;  he  is  enacting  the  instability  of 
identity as it  gets  negotiated in terms of institutional  violence,  self-
doubting  internalization,  and  ancestral  memory.  The  track  then 
becomes a ‘third space’ in which contradictory cultural scripts (family, 
religion, masculinity,  capitalism, blackness) are neither taken in nor 
thrown away, but continually questioned. 

Along  with  its  complexities  in  both  lyricism  and  musicality, 
Lamar’s  fourth  studio  album  To Pimp a Butterfly released in  2015 
serves as an object  that  not  only reflects  the times in which it  was 
created but actively participates in shaping conversations about race, 
identity, and power within the postcolonial world, by acknowledging, 
addressing and creating art around them. The album essentially serves 
as a marker of the contemporary black experience in America offering 
a  layered  narrative  that  refuses  to  conform to  the  ideas  of  a  fixed 
culture and racial identities.  The album’s release during a period of 
heightened awareness around police brutality, systemic racism, and the 
‘Black  Lives  Matter’  movement  situates  it  firmly  within  ongoing 
struggles for racial justice. In this sense, the album can be viewed as a 
document  of  resistance,  one  that  participates  in  the  larger  dialogue 
about  the  decolonization  of  black  identity.  Lamar’s  use  of  genre, 
historical  references,  and  self-representation  throughout  the  album 
presents  a  challenge  to  the  colonial  structures  that  have  sought  to 
define blackness in narrow, monolithic terms. 

The first track of the album  Wesley’s Theory is presented with a 
dense and layered landscape that draws heavily from funk, psychedelic 
soul,  and  jazz  fusion  featuring  funk  pioneer  George  Clinton  and 
contemporary bassist Thundercat.  The track opens with a sample of 
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Boris Gardiner’s ‘Every Nigger is a Star’ a deliberate invocation of 
black  cultural  pride  and  historical  reclamation.  In  doing  so,  Lamar 
situates his music in the expansive culture and tradition of resistance in 
African American music that not only acknowledges the generational 
continuity of black struggle but at the same time reconfigures these 
ideas into the contemporary context of Lamar’s artistry. 

The  track  is  a  funk  inspired  rap  song  that  merges  live 
instrumentation with layered production to create a rich and textured 
composition. In Funk: The Music, The People, and The Rhythm of The 
One coincidentally forwarded by George Clinton himself, author Rick 
Vincent explores the relationship between funk and rap stating “Rap 
music has become the focal point of the resurgence of The Funk—a 
continuation of the funk in the digital age. By replicating original funk 
tracks, albeit in dehydrated form, Hip Hoppers have found themselves 
reiterating the stylistic and philosophical aspects of The Funk while 
repeating the groovy hooks. This should come as no surprise, since rap 
and funk both come from the same demographic group: the rebellious 
youth of the outcast urban underworld” (Vincent1996, 178). Through 
this, Vincent emphasises the idea of funk and rap as both artistic forms 
that enable the continuation of African American musical culture and 
tradition of resistance. Funk as he describes, emerged from a lineage of 
struggle,  identity  and  collective  resistance.  Similarly,  Vincent 
acknowledges that rap music, despite its seemingly chaotic or violent 
energy,  carries forward the same themes of  resistance,  yearning for 
justice,  and  the  fight  for  belonging  that  were  central  to  the  earlier 
traditions  of  black  music.  Rap,  much  like  funk,  draws  on  the 
frustrations  and  desires  for  social  change  in  the  face  of  systemic 
oppression,  and  in  essence  reflects  the  lived  experience  of 
marginalized communities. The second half of the quote underscores 
how the fusion of historical black musical traditions like funk with the 
modern voice of rap produces a form of artistic expression that is both 
rooted in the past and speaking to the present. Vincent highlights that 
this combination gives the artist ‘knowledge of self’ and ‘knowledge 
of the streets’: tools that empower the artist to navigate and critique 
societal systems. This ‘timely strength’ refers to how artists use their 
musical  legacy  to  comment  on  and  challenge  current  social  and 
political issues. 

In context of Wesley’s Theory this blending and fusion of genres in 
the track, can be used as a way to highlight the roles of funk and rap in 
how they act as forms of cultural resistance, in an artistic form that 
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moves beyond the lyrical. The use of funk’s rhythmic and harmonic 
complexities  with  featured  artists  funk  pioneer  George  Clinton  and 
contemporary musician Thundercat, combined with Lamar’s incisive, 
direct lyricism, establishes a complex cultural space where resistance 
is not only rapped but felt. The rhythmic drive of funk, paired with the 
storytelling  tradition  of  rap,  creates  an  experience  understands  and 
viscerally engage with the socio-political struggles Lamar articulates. 
Thus,  Lamar’s  practical  approach  to  this  form  provides  a  musical 
manifestation of the themes and ideas of race, struggle, oppression and 
resistance that Lamar explores lyrical in the album. 

Lamar’s engagement within musical genres, the track then becomes 
a ‘third space’, as Bhabha describes, a location of cultural negotiation. 
Lamar uses the sonic elements of funk with its historical context of 
black  resistance,  and  the  present  current  struggles  against  racial 
capitalism in his rap and art; and in doing so, he creates a space where 
identity  is  fluid  and  dynamic,  resisting  any  essentialist  and  fixed 
definitions of black culture. 

Another track where Lamar explores and experiments with genre is 
in his use of funk again as a platform and musical basis in King Kunta. 
In  his  review of  the  song in  the  music  website  Pitchfork,  Winston 
Cook-Wilson (2015) describes the track as “equal parts ‘The Payback’-
era  James  Brown  and  the  irascible  chipmunked  Prince  from 
‘Housequake’”  again  recalling  the  funk  sounds  of  the  past.  He 
continues “The track builds carefully in militant energy” and qualifies 
the  track  as  “It’s  G-funk  with  the  screws  loosened”  (Cook-Wilson 
2015). These quotes are a significant marker of the kind of energy and 
spirit that Lamar embodies in the track. While Wesley’s Theory in its 
musical  sense  served  as  a  quasi-ironic,  mixing  cultural  pride  with 
subtle critique, King Kunta on the other hand with its evolved version 
of funk called ‘G-Funk’ is playful and unapologetic pushing a more 
direct, confrontational energy. 

According to Gus Fisher (2021) in the article “We Want The Funk: 
From P-Funk To G-Funk & Beyond, A Brief History”, ‘G-Funk’ arose 
in the West Coast Hip-Hop scene as a genre that “took the hard-hitting 
beats  of  East  Coast  pioneers  like  Public  Enemy,  Ice-T,  and  Run 
D.M.C., and smoothed out their edges by sampling the great soul and 
funk artists of the previous generation”. Essentially again, culminating 
into a new and modern sound that not only paid homage to the culture 
from which these artists came, but also told the truths of the time. 
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The spirit, energy and ethos of G-Funk can be summed up with two 
pioneering songs of the genre, ‘Nuthin’ But a ‘G’ Thang’ by Dr. Dre 
ft.  Snoop  Dogg  released  in  1992,  where  they  express  in  the  song, 
“We’re from the streets—but we’re in charge now” (Broadus Jr. 1992) 
and Warren G’s ‘Regulate’ released in 1994, where he raps,  “Even 
when  the  night  goes  south,  we  bounce  back,  stylishly”  (Griffin  III 
1994). 

Lamar,  in  King  Kunta,  channels  this  energy  in  his  own 
interpretation of the genre to tell his own truth of survival and success 
and as he raps in the song: “Now I run the game, got the whole world 
talkin’ King Kunta, everybody wanna cut the legs off him King Kunta, 
black man taking no losses, oh yeah” (Lamar 2015). Against the funky 
backdrop  of  the  music,  these  lines  are  significant  because  they 
perfectly embody the tradition of resistance especially in relation to the 
context of G-funk itself. Lamar’s acknowledgement of Kunta Kinte, a 
fictional slave character from the 1976 novel  Roots: The Saga of an 
American Family by Alex Haley, as a symbol of victory in ‘king’ and 
taking ‘no losses’ is a perfect embodiment of the G-funk spirit, facing 
calamity with the spirit of winning. 

Another extremely significant cultural aspect of hip-hop seen in the 
album is in the usage of sampling again in  Wesley’s Theory with the 
song  Every  Nigger  is  a  Star which  was  originally  part  of  the 
soundtrack to a 1973 Jamaican film of the same name, created during 
the postcolonial period when Caribbean nations were grappling with 
black self-definition, nationalism, and cultural identity. As Deborah A. 
Thomas describes in The Emergence of Modern Blackness in Jamaica: 

Anti-colonial struggles had to be as serious about decolonizing the realm of 
culture as they were about the domains of politics and economics. During the 
1950s and 1960s, nationalist  intellectuals and artists—many of whom had 
been educated in the United Kingdom—were determined to build a national 
cultural identity that would both assert  a distinctive way of life at  a time 
when U.S.  cultural  influences  were  becoming increasingly  pervasive,  and 
recuperate  and  revitalize  those  cultural  practices  that  were  prohibited  or 
quietly discouraged during the periods of slavery and colonial rule. Jamaica’s 
independence from Britain in 1962 was thus marked by the establishment of 
new  cultural  institutions  and  the  ‘Jamaicanization’  of  old  ones.  These 
institutions  were  designed to  promote  aspects  of  Jamaica’s  ‘folk’  culture, 
now understood as its African heritage. (Thomas 2019) 

This context gave rise to works like  Every Nigger is a Star,  which 
emerged  during  the  1970s:  a  decade  shaped  by  black  power,  Pan-
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Africanism, and cultural nationalism in Jamaica. The song’s title and 
lyrics recontextualize the pejorative term, into a symbol of dignity and 
visibility, aligning with efforts by Caribbean artists to reclaim black 
identity in the wake of colonialism. 

Lamar’s sample of this song thus functionally operates in the same 
critical breath as the fusion of genres in the track. It provides a strong 
cultural empowerment in the face of oppression and struggle with the 
song reappropriating  the  pejorative  term as  a  word of  heritage  and 
pride. Lamar’s decision to sample the song, at the very beginning of To 
Pimp a Butterfly in  the  first  track itself,  is  not  merely an aesthetic 
choice  but  a  deliberate  act  of  cultural  and historical  alignment.  By 
invoking a song born from postcolonial Jamaica’s struggle to define 
and affirm black identity, Lamar bridges the Caribbean and African 
American experiences, highlighting a shared lineage of resistance and 
cultural  reclamation across borders.  In doing so, he performs again, 
what  Homi  Bhabha  would  describe  as  an  articulation  of  the  ‘third 
space’, a hybrid space where new meanings are negotiated through the 
merging  of  cultural  signs,  histories,  and  voices.  The  inclusion  of 
Gardiner’s track thus becomes a form of diasporic dialogue, one that 
resists  both the colonial  erasure of  blackness and the commodified, 
monolithic  representations  of  black  culture  in  the  United  States.  It 
places  Wesley’s Theory and by extension the entire album, within a 
broader  genealogy  of  postcolonial  cultural  resistance  that  spans 
geography and time. 

Furthermore, the sample’s musical warmth and optimism create a 
stark contrast with the dark themes of exploitation, commodification, 
and internal conflict that follow in the verses, intensifying the ironic 
tension of the track. It is through this tension between pride and pain, 
past and present, across different genres that Lamar carves out a space 
for black expression that is as critical as it is celebratory. The musical 
reference becomes a tool for contextualizing black identity as dynamic, 
fractured, and constructed within historical frameworks of power and 
resistance. 

Other  examples  and  instances  of  this  idea  of  sampling  and  the 
recontextualising of culture and history can be seen in tracks like King 
Kunta (2015), which draws from James Brown’s The Payback (1973) 
and Ahmad’s  We Want the Funk (1994).  Similarly,  ‘I’  reworks the 
Isley Brothers’  That Lady (1973) into a declaration of self-love and 
psychological  resilience,  transforming  a  1970s  soul  classic  into  a 
therapeutic  anthem  for  a  generation  grappling  with  trauma  and 
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identity.  However,  the most  interesting of  these occurs  in  the track 
Mortal Man (2015) where in the interlude of the song, Kendrick Lamar 
directly  engages  in  an  interview with  late  hip-hop  figure  and  icon 
Tupac  Shakur.  By  essentially  resurrecting  Tupac’s  voice  through 
archival interview audio, Lamar stages a transhistorical dialogue that 
collapses the boundaries between past  and present,  creating a ‘third 
space’ in which generational wisdom and contemporary crisis collide. 
An  excerpt  from this  section  of  the  song,  that  highlights  this  idea 
brilliantly is as follows where Lamar says “Sometimes I can like, get 
behind a mic and I don't know what type of energy I’ma push out or 
where it comes from Trip me out sometimes” (Lamar 2015) to which 
Shakur responds “Because it’s spirit, we ain’t even really rappin’ We 
just letting our dead homies tell stories for us” (Ibidem). 

To Pimp A Butterfly in Kendrick Lamar’s artistic endeavour also 
directly  engaged with the  struggle  within contemporary culture  and 
this is most evident with the usage of the song  Alright in the Black 
Lives  Matter  movement  in  America,  to  protest  against  structural 
racism against African Americans in the country. The song was used 
as an anthem of hope in struggle within the movement and served as a 
critical identifier of the time and culture during which the movement 
was taking place. 

As  Jessica  McKinney  (2020)  describes  in  her  Complex article 
“Protesters  jumped,  danced,  and  marched  to  ‘Alright’  on  Colfax 
Avenue in Denver, Colorado. Tay Anderson, Denver Public Schools 
director and one of the organizers of the march, says ‘Alright’ was 
included  in  a  playlist  of  songs  meant  to  unify  the  people”.  She 
continues:  “For  decades,  artists  have used their  music  to  speak out 
against injustice. In 1964, Sam Cooke released ‘A Change Is Gonna 
Come’  in  response  to  the  Civil  Rights  Movement.  The  following 
decade,  Marvin  Gaye  released  ‘What’s  Goin  On,’  an  introspective 
record that explores poverty and the Vietnam War.” (Ibidem) 

Lamar  thus  finds  himself  situated  in  this  space  of  cultural 
negotiation, which actively reinterprets and reestablishes the dynamics 
of cultural  signification and meaning in society through his art  and 
music. Thus, Lamar creates a hybrid space where past struggles for 
justice intersect with present-day demands for equality, facilitating a 
continuous process of cultural transformation and political engagement 
which  Bhabha  (1994,  6)  describes  “the  cultural  hybridity  of  their 
borderline conditions to ‘translate’, and therefore reinscribe, the social 
imaginary of both metropolis and modernity”. 
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Conclusion 
In analyzing Kendrick Lamar’s  Good Kid,  M.A.A.D. City,  To Pimp a 
Butterfly and  Damn through  Homi  K.  Bhabha’s  concept  of  ‘third 
space’, it is evident that Lamar’s work transcends the boundaries of 
conventional  hip-hop  culture  and  presents  itself  as  a  medium  of 
resistance. Through his work, Lamar weaves a complex narrative that 
not only reflects the lived experience of African Americans but also 
challenges the existing notions of identity and culture in a historically 
stratified society. The ‘third space’ conceptualized by Bhabha emerges 
in Lamar’s musical composition as a site of resistance. By drawing on 
memory and collective struggle, he uses the notion of space not merely 
to  express  fragmentation  and  chaos  caused  by  racism  and 
marginalization;  rather  it  also  becomes  a  source  of  self-realization, 
healing  and  empowerment.  This  ‘third  space’  allows  for  revisiting 
black identity as a means of asserting its legitimacy. 

Mortal Man, the closing track of To Pimp a Butterfly, operates as a 
philosophical  code,  posing  questions  about  trust,  legacy,  and 
responsibility.  It  is  this  perceived dialogue  with  Tupac  Shakur  that 
enables Lamar to conduct this kind of hybrid conversation — spanning 
generations, mediums, and realities. Hybridity here operates not just as 
a pastiche of style and identity, but also as a historical conversation 
space: a third space in which past and present, self and society meet in 
mutual dissolution. 

This  study  has  argued  that  Lamar’s  albums,  when  taken  as  a 
collective  cultural  project,  function  as  postcolonial  texts.  They 
construct hybrid identities through both form and content, while also 
making  space  for  resistance,  critique,  and  transformation.  Whether 
through the jazz-funk fusion of To Pimp a Butterfly, the raw narrative 
realism of  Good Kid,  M.A.A.D. City, or the spiritual introspection of 
Damn,  Lamar’s  work  pushes  listeners  into  the  uncomfortable  but 
necessary  terrain  of  cultural  negotiation,  the  space  where  meaning, 
memory, and identity are contested. 

Finally,  Kendrick  Lamar’s  albums  do  more  than  document  the 
African American experience; they reimagine it. Developing a ‘third 
space’ both in sound and story, he creates a powerful sphere of voiced 
contradictions  into  black  identity  within  postcolonial  America  and 
resistance to their  very formulation and reconfiguration.  The hybrid 
self is not a fractured one but is constituted as creativity, resistance, 
and radical possibility in Lamar’s music. 
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Kendrick Lamar’s work is more than an artistic expression. It is a 
profound exploration of the notion of self, race, culture and identity. 
Lamar urges his listeners not just to consume his work, but to engage 
with it critically and reflect deeper into the emotions that celebrates 
black identity. 
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