These are essays and interviews that shed light on the dance known as bboying...I found these all on the internet....HOPE THEY HELP YOU AS MUCH AS THEY HELPED ME!!!

PEACE

BUG EYED BANDIT

ROCK SO FRESH 





Ken Swift Essay #2 SERVED OR BURNT

Thanks to JUNIORROCK for providing this:

Served Or Burnt?
Ken Swift

It seems to me that, in Breaking, a lot of spectators to this dance are ignorant to the terms used to explain the outcome of Break battles or competitions. Usually, when a person would say they would "serve" somebody, they meant that they were going to take someone out. I think when you take someone out, you went to a point where your opponent couldn't hang anymore, and your moves were delivered better. Not necessarily that the actual moves were better, but that the execution was better.

Now, to burn somebody usually meant total dominance in the circle- to the point where one would do moves on the offensive and the opponent couldn't respond to the level of skills. In this situation, the aggressor wouldn't allow his opponent to come back with something to match, while at the same time not giving too much away. In my opinion, most battles that involve someone getting burnt usually deal with a person with a lot more experience than the other. You don't see that many well matched battles where someone gets burnt.

These outcomes & responses from crowds all depend on the level of intelligence behind the history and progressions of the elements of B-Boying. It takes experience: from actually being in a battle, winning some & losing some, and watching them to really understand and rate who does the best in a battle. You have to know the moves- old & new- to actually see who executed them properly. Not only that, if you know the moves and the people doing them, you also get to see whose biting out there.

Let's just say you saw a battle and you liked the moves one kid was doing and were almost positive that this kid won- but later found out that he bit a lot of shit from other breakers. One of the main things about early Hip Hop was originality. You wanted your own shit. This is what let people know what you were about straight across the board- style, character, fashion, etc.

Now, what we've talked about primarily surrounds the battle, not the time limited staged contest or competition which in most Hip Hop events (even though it's intentions are good) seem to cause controversy in regards to judging and overall presentation. I think it's just a matter of specifying particulars with requirements and/or wording to these showcases. Remember, no matter what the crowd does or what your friends tell you, you always know deep in your heart when you win or lose. If you compete or battle, of course you want to win- that's the objective- but even in defeat, doing your best is gratifying.

Ken Swift R.S.C.


_______________________________________________
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Undoubtedly the most highly recognized name in the b-boy world, the Rock Steady Crew was first formed in 1977 in the Bronx, New York. The two man team of Jo Jo and Jimmy D were the original founders. It was an important time for the dance movement. Disco was killing the artform and many b-boys had given up and gone on to other things. Jo Jo was a one time hustler that learned he could gain more notoriety on the dance floor. He is also often credited with inventing the back spin.



In 1979, Jimmy D realized the need for new blood and added in a member that would eventually be scene as a spokesman for the entire organization. That member was Richard "Crazy Legs" Colón. The other new member was Lenny Len. They began spreading the RSC name into Manhattan.



They used battles as a means of recruitment.



Mr. Freeze was one of the first real white b-boys.



Frosty Freeze was an elder b-boy (a member of the Rock City Crew) who was still interested in the game but was without a steady crew. He pledged his support with the younger RSC members if they needed him in a battle.



The crew's big break came in 1981. Photographer Henry Chalfant gave them the chance to perform at the Lincoln Center Outdoors Program. The event turned into a battle with the Dynamic Rockers. The show garnered coverage from various press sources including National Geographic. The result was world wide attention to the b-boy cause.



Not long after this Crazy Legs was named President of the Rock Steady Crew with Frosty Freeze and Ken Swift (who was part of a crew called The Young City Boys and was brought in as an RSC member after battling Crazy Legs) as Co-Vice Presidents.



But perhaps and even bigger break was the appearance by members Mr Freeze, Ken Swift, Crazy Legs and Frosty Freeze in the box office smash "Flashdance". This lead to a nation wide craze into what was now being called "breakdancing". It also played heavily into the development of the West Coast b-boy scene.



Lil' Crazy Legs, originally part of Rock City Rockers, got his name from his efforts to copy Crazy Legs style.



Had a regular Thursday night gig at a club called Negril which was run by Michael Holman (of Graffiti Rock fame).



In 1982, Rock Steady Crew became members of Afrika Bambaataa's Zulu Nation.



The established 98th and Amsterdam in New York as Rock Steady Park and it became a meeting place for all RSC members.



Due to their burgeoning success, they took on Kool Lady Blue as their manager.



They were part of a European tour that included Afrika Bambaataa, Fab 5 Freddy, various graffiti artists among others.



Members appeared on The Late Show with David Letterman.



They recorded a record for Charisma called "Hey You Rock Steady Crew". The record is hardly a b-boy anthem, but it did reach the top of the British charts. They also released a single called "Uprock". Both songs appeared on their album "Ready For Battle".



The record did a have a downside. Due to contractual dealings, they were unable to perform live. The group was reaching the end of their initial popularity wave. Unfortunately some members didn't choose the right path during this down period.



Mr. Wiggles (also part of West Coast Crew Electric Boogaloos) and Fable from the Magnificent Force came up with an idea for a hip hop musical called "So, What Happens Now." It ended up being the critics choice in the New York Times and received rave reviews in The Village Voice and The Daily News.



Resurgence picked up steam again with their performance at the 1991 Source Awards as well as their first annual Rock Steady Anniversary Celebration.



They have also been featured in several music videos in the last 3-4 years.


________________________________________________

one more PRINCE KEN SWIFT interview

Mighty 4 is honored to present you with an exclusive interview with the living legend himself, KEN SWIFT.



Peace Ken drop a lil info for the cats at home..



Name: Ken Rok,aka,Kid Zoom,aka, MadMugs,aka, Ken Ski,aka,Prince Ken Swift,aka, Kid Extra Nasty,aka,Ken Swift

Age: 35

Location: Money Island, NYC, Upper West Side Manhattan RSC, NYC, BreakLife NY



Tell us about the first time you ever seen B.boying and what made you get into it?



The first time I saw bboyin was 1978, ..at first I was shown a shuffle by a friend, and then soon after that I saw it a jam in a party thrown at a church hall and at a jam around my block. I think Ron Daris was the first rawbboy I saw, and Im using the term bboy in its true context. We were into anything and everything around the way.We were wild and were into playin in the pump, playin ringaleevio, kick the can, hot piece a butter, tag no touch,bike stunts, playin in abandoned buildings and having rock fights, ...so,...when I saw the rockin and how different ,radical and high energy it was, it fit right into to the type of stuff we was doin. I was already writin graffitti in the streets and motion taggin so, through that scene I was introduced to breaking.



Who are your influences/inspirations?



Past, ..Greggo,(originality, speed, flexibility) Ron Daris, (flips) The Light Brothers, (flips)Kid Sorceror, Deno Rock (RIP), Kid Terrific, Markie Dee (RIP), The #1 Sure Shot Boys, DominicanFreddy, Shakie, Magnetic (power, spins), Kid Galaxy,(power, spins) Buck 4 (RIP), Spy, Trac, Ice Ice, Pierre, Lil Lep, Pex, DST, Mr. Freeze, Frosty Freeze,(character) Crazy Legs, Kid Spy & Migo (for the UpRock), Lenny Len,(footwork).........................Presently,........too many to mention.



What were the golden years of B-boyin in NY to you in your opinion?



The Golden years had to have been before I came in the mix, ....those where the raw years of early development, my golden years were 80 to 83, I was in my raw no thinking stages, no fear, thirsty to battle, off the dome, up & coming mode. A lot of the people I was around were better than me so I was Lucky.



When you first began dancing, did you ever dream that it (bboyin) would get to where its at today?



No, i didnt look ahead at all..no dreams of fame stardom etc, ....we were just doin what was happenin, ..to me, thats like sayin, "did you ever dream that ridin a bike would get to where its at today".



What is your definition of foundation?



I believe that foundation consists of the essential mentality combined with moves from the first years of development, ............foundation to me was that person reacting and dancing to a song with no shame/that person with the flava gears, that when you looked at them you knew they was ready/the attitude that you was the one who would out dance the others at the jam/the one that did something incredible that you never saw before....the mentality stands out to me, ..because when you apply those characteristics to moves, those are what make the moves personal and dope. I mean, if I show you an old "foundation move" and you dont flip it with your adobo on it, its gonna look wack. The kids back then just had that flava thats kind of unexplainable, thats why you loved to see them rock, I dont think they applied too much thought to it, they just went out and went bananas when the music came on, ..thats the foundation! Lettin the music rock you, ..letting go.



Alot of the best bboys were stick up kids and ill street dudes who could care less about fame........Now, there are "foundation moves", but being that I started a lil later on, my opinion on it can be debated, .....I see it being, ...circular ftwk patterns, shuffles, chairs, babies, swipes, sweeps, spins- (head, knee, butt, back, etc.) back rock, single tracs, bridges, cork screws.



Rockin' has been around before B.boyin', when did you first get to see cats Rock (Brooklyn rock etc.) and how do you feel about the artform of Rockin'?



To me, when you say "rockin has been around before B.Boying" to me its a lil funny cause when I think of rocking, I think of breaking, ...........I really didnt call it bboying that much when I first started, ...,even though when I first heard about breaking, my friend told me, "check out this bboy shit".................so I guess you mean uprocking, my older brother Speedy used to run with a crew called The #1 Sure Shot Boys, they were from Amsterdam Houses on 61st. St. in Manhattan, ..he was 4 years older than me, ...I saw them rock a lil bit, but they broke mostly at the parties, ...I was younger so I was looked at like the lil shorty goin for his on the breakin tip, they were one of my biggest inspirations, ...other crews were The Four Aces, The Midnight Rockers, The Da Boys, and some members from Rockwell Association. They hung out around 83rd st. & Amsterdam, I lived on 97th & Amsterdam. I saw more Up Rock when I went to USA Skating Rink in Queens, the cats there were crazy dope, ..but I saw so little of it, that when we went back to my block, we had to try to remember it which was hard because we didnt have someone to show us, ..but then again we wouldnt have asked someone to show us anyway, ......so, ..we kind of developed a different type of style and delivery, we were primarily into the breakin but we did our lil Up Rock here and there. Thats the reason why we called it Brooklyn Rock, I was told that it started in Brooklyn so, ...nuff said, ...heads came up in the nineties and tried to diss me saying I was doing it wrong , but, ..with all due respect (cause I have the utmost respect), the dudes that popped the shit didnt step to me, I stepped to them. The first time I felt like one dude edged me, ..but after that I learned alot from that battle and when we went at it again I felt like I shook shit apart, .....regardless of that, ...in my heart I know they can Rock better than me. Ive been blessed to be able to get lost in music with that dance, and some of the music is so incredible that it gives you no choice but to Rock, ...I wish I wouldve came up with those dudes cause I know I wouldve been tight with that style. I still havent figured that dance out, when I watch the older legends rock, to me, I feel like a rookie, I have the ultimate respect. In my opinion, only the people that came up with that dance in NY in the early seventies, can flip that dance correctly, once again, over time people have seen moves and steps and have done them, but, there so much more to that dance, ..the songs structured alot of what was done, you had to be there in those ancient parties and jams to learn that. My favorites, Eddie from 93rd. & Columbus Ave., he was partners with Kid Galaxy's younger brother, they battled together with us against Dynamic Rockers at Liincoln Center, they were called Migo & Amigo, ... even though he was from Manhattan, he hung out in Brooklyn and he was outta control nasty in that dance, he's in the Planet Rock video battling on the checkered floor, .....then theres Eddie Ed aka, Kid Spy ...he was my bboy partner at one point, ....his Uprock was ill, ..he was also in the Planet Rock video, ..he's rockin next to a tv on the floor, he does this jerk forward then drops back into a split, and shoots himself in the head, check the video when you can, its sick. The other favorite is Spice One from Flatbush, Ive had the opportunity to meet him through Burn 1, to me he was tight beause he knew most of the styles from the different neighborhoods in BKlyn. Ive seen him rock and he definetly opened me up, ...also Sammy from Incredible Breakers, we practiced together a few times and I gained tremendously from that. Also, Chino & Brian, Incredible Breakers/Rockers Revenge,....these dudes are straight offiical hardcore brothas, ...Chino is a mad man with that dance, he's ill, those kids is Bronx Official 4realz.



What generation of B-boys are we in today?



I dont know!!?? maybe 5th generation .....72 -75 beginning,, 75 -84 most influential, overall structure point, 84-89 world continuance, 89-96 home & abroad B.Boy comeback, 96-01 event expansion/video era & retro commercial exploitation/positive rapid dance advancement ......................my opinion of course.



What was your most memorable battle?



A lot of good ones,...........but it has to be ..Rock Steady vs. Floormasters at Negril in NYC I think that was 82. Also RSC VII Gems vs a club full of BBoys in Tokyo 1997.



Who were some B-boys from NY that didnt get much limelight but definitely deserved thier rightful dues? (I hear about cats like German, Float, Incredible Breakers etc.)



You gotta understand how big breaking was in NY at that time, and how big the five boroughs are, ..you had BX, Manhattan, Bklyn, Queens, Long Island, Staten Island, ...were talking massive numbers of mad hyped up kids, ...to think about it if you are mentioning the names above, that means that they were noticed, ..but think about it like this, ..every neighborhhod had an incredible bboy in it , ....were talkin about 20 block radiuses, ...theres dudes that we'll never hear of that were amazing. Float for sure is one of a kind, ...you need an interview with him on this site,....his dancing and top style is top of the line, ..he had he ability to make everything he did look effortless, you rarely saw him struggle with his moves, ..a true innovator of power moves,...plus, he had dope footwork, ...if he was inthe mix I think he would be a definite contender even now. There were alot of dope crews, ....peace to ScramblinFeet also.



When did you first come to the Westcoast and get a glance of B-boys out west?



Its funny because I was born in Brooklyn but moved when I was almost two years old to California, ..my father was in the Army, so I lived in Saramento, Eureka, Palmdale, Arbuckle, and San Francisco until I was six years old,..then I moved back to NYC. The first time I went to Cali. to break was 84, and by that time people had been exposed to breaking already. We, RSC, judged A Big BreakDance Contest. I remember seeing the most incredible Popping/Boogaloo etc crews, they did like 6 minute choreographed shows. We saw like 50 groups. I was completely blown away and never saw it like that before. We also performed at Magic Mountain, were we ran into OZ, who had left NY and came to LA, and was real popular with the breakers. The breakers were doing incredible spins, side moving ufo's, inverted elbow spins, blazing backhand 90's some ill original stuff. I met Tech, ..from Tech & Sway, ...he was with The San Francisco Ballet Breakers, .......the scene was definetly open, ....but most of the dancers were into power moves and spins.



Do you feel the European scene played a major role in keeping B-boying alive?



Without a doubt. ...Id rather say they played a role in keeping "Hip Hop" alive overall .......Europe held it down with all the elements, ..much respect, ......I think Europe and other countries played a major role in keeping it alive......but I have to say, back then, alot of people didnt know what real B.Boying was, and even though there were a few that were official, the majority of people were just into spins,....from the movies, most people drew to the spins and air stuff when they got into breaking, ...there were'nt that many people doing footwork & dancing to the beat. Idont say that as a disrespect in any way, but thats the way I saw it,...Europe has a great history of its own, ..Im sure there were a few people breaking out there in the early eighties,....we went to Paris and the U.K. in 82 and when we went back after Beat Street, it was outta control, ....we toured Germany in 84 for six weeks and people went coconuts. Australia also has to get its props too, ...even Japan has a thorough history.....put it like this whatever country that got a hold of Beat Street and Wild Style got their dose of Hip Hop. Props to Actuel Force, Gabon, (France), Maurizio, (italy.) Swift & Storm, (Germany) Evo, (UK) Nico, (Sweden) King Bee, (UK) Emilio & Marcella (Italy), Crazy(Switzerland), Wildcat,(Denmark) Crazy A,(Japan), Machine (Japan), Hiro (Japan), Renegade, (Sweden) Tech & Karma,(Norway) Swerve, (New Zealand) Rooney (Brazil) there are so many more but,...peace to all many world pioneers and legends old and new.



In the early 90's what pushed you to get back down and serious to B-boy again?



I went through alot of stuff that most of you dont know about, ....I got into alot of trouble in the streets.....we're talking like 84 to 87.........but through all the madness I always reacted to music and broke when I wanted to, I didn't practice everyday and all but , ..I never felt like breaking was dead or anything like that cause if i felt it, I did it,......people have said between this year and that year this one or that one stopped breaking......................when you have something in your heart & soul, no society or situation or rumour or propaganda can stop you from feelin it, ....see, ...when media and the masses started exploiting the dance and sayin breaking was played out, ...alot of people said,,....OK, ...and stopped ........I wasnt part of the time when TV made people start, I came into it in its underground state. So it has stayed in me always regardless of what TV, Magazines or people in the street said. After Buck 4 and Kuriaki's deaths, The Rhythm Technicians were doin shows and stuff, and then we, RSC, collaborated with them on the play "So What Happens Now? In 1990, I guess what pushed me was the fact that I knew deep inside I could rock, I wasnt makin much progress but I didnt give up. I was about 160 pounds, .(my breaking weight is 135) I was tryin to get down with the updated power and air stuff, my hip was destroyed from the early eighties, and I couldnt find a swerve with my dancing. I was frustrated because I didnt feel good about my stock (moves)....., after I lost the pounds I needed to, .....around 1993 while practicin I decided to take my old moves and put attatchments on to them, while focusing more on freezes... ...after that the flood gates opened up and I was makin up a different move or combo everytime I practiced, .. I wrote down all of the moves by name and number, in 97 I recorded 94 moves, four pages of combinations and moves in different catagories, I would go to practice and run down the list and do each move twice for execution and memory, when I got to the last move I would start over again, those who used to train with me have seen me with my papers laid out on the floor in the practice. Around 1998 I stopped keeping track of my moves by writing them down cause I toured like 8 months of that year, but since then Ive made up at least 40 more combos & moves.When I started lacin kids real easy, it was scary beause I still felt like I could get better.



What year did you get down with Rock Steady?



I believe it was 1981 .



Are you currently still affiliated with Rock Steady?



Ask anyone from around my way that question and they'll laugh at you and think youre stupid. ....but the again....... In 2001 Rock Steady Crew belongs to one person, RSC is a business, ..to me "the crew" ended in the eighties. Go figure, from friends on the block just havin fun dancin to, one guy threatening the other that if he uses the name he will call his lawyers. Cmon bee, I laid the bricks son, from the get. My history is etched in stone. I rep RSC whenever and wherever I choose, I dont have to wear a shirt with letters, if you know the legacy, then that question is ludicrous. I got one thing to say to sum it up ..."Behold A Pale Horse".



Being an O.G. in the game and still gettin busy in the trenches, how do you feel about the scene today and where its heading?



Alot of the top BBoys who have influence right now, need to educate themselves on the history of this dance so they can understand and respect its journey,.. breaking is not a fad, it is a legitimate dance that has been and continues to be exploited and looked down on. In my opinion breaking is the "Original" dance of Hip Hop Culture. The younger generations need to know this. Unless there continues to be an educational effort in teaching the history of this dance, it will get wacker and wacker, and then it will be lost in sport and entertainment. This dance is for the communities of young people throughout the world to enjoy and also prosper from, but unless we understand what its been through, we wont know where its going. I like the dancing more than anything right now, ...its dope, and the competition level is tight, and theres so many dope and different styles flowin, mad super heroes and even a few complete B.Boys ...........................but, ..... The gossip is wack, the jealous haters are wack, the ones that lie about their history are wack, some events thrown by non bboys are wack, the NY pioneers that compromised their principles for money are wack, and the biters are wack.



What's your training schedule like?



My schedule depends on the time I have left over after my responsibilities with my kids are taken care of. If Im lucky If get Like 6 hours a week thats like two hours on three seperate days.



When your not into your daily routines, what do you do in your free time?



Believe it or not I get more free time when Im travelling than while Imin NYC. Im with my kids a lot when Im not in the mix. I like to work out with the weights every now and then, ...right now Im studying Investments, Money Management and Financial Planning. On tour I like to chill with the local people and soak up their culture & traditions.



What's your all time favorite jam to bust to?



Every song has a different effect on me, I think I have about ten alltime favorites, but I would have to say, it might be Apache.



If you could see two crews or two particular B-boys battle it out, who would they be and why?



I havent seen who's out there lately but maybe, .. Moy /Lil Rock vs Iron Monkey/Ruin , Crumbs/Reveal vs Kmel/Remind ....why, I dont know, ..I just made it up, ...thats a hard question, why you tryin ta strain my brain?



How do you feel about B-boyin and how its getting more play in the commercial industry?



B.Boying isnt getting play in the commercial industry, ..breakdancing is. I think its corny when people dress up in tiger suits with booties on their feet and break in front of jungle back drops, or do incredible tricks to a song that doesnt have a break, ...why cant they ever show it the way it is, and why cant they ever show someone dancing on top to the beat without spinning or doing a trick. ....what can I say, I think breakers are being pimped and so many people want to be seen in a video, that they do whatever is asked, I just cant do it because I came up differently, ..I have principles and Ive seen how that hurts the dance, .I believe in creative control...........people that see breaking in vids only see one or two seconds worth, ...and they'll never get a glimpse of our dance because they never show someone dancing, ..they only show a visually incredible move, ...this is why some people say " breakdancers don't dance they just throw their bodies around acrobatically." But also, I dont blame the young cats for doin it and I aint hatin them, ...I just laugh when I see pioneers play themselves for that dollar, ..these are the same dudes that I sat next to on panels that used to bark about how people shouldnt play themselves in that way.



When judging battles, what is your criteria?



Whetever is brought to the table between two people or two crews,....choose who executes the best, and does what they had to do to win.



Who are some crews that's out today that you are diggin right about now?



BreakLife World Reps, Strategic Air Command, Zoom Platoon. ........jusplayin, ..... .....wow, ...too many to post, and so many I havent seen.........Peace to 7 Gems, .......the original Seven Grandmasters ..................Dude, ..you know I can go down the list for every state. Im diggin the crews that are versatile, the ones that have a person for every style that gets presented, ...the complete crews. And Im diggin the crews that regardless of how good they are, ..you can chill with, and not have to worry about the BS, respectable people who have open minds to dance, and dont diss original style. Peace to all my BreakLife jiggas out there, yall know the tempo.



What are your thoughts on the tragedy of the recent terrorist attacks?



Its a changing world, ..you have to have faith and live each day to the fullest, ..theres no telling what the future holds. Its a tuff situation, but I have faith in God and understand that good will always overcome evil. Im just into trying to do whats right while Im here, I've been blessed and I dont take that for granted. Enjoy life people, tomorrow is not guarenteed.



What advice would you give to up and coming B-boys and girls?



Respect your mind and body, enjoy breaking for what its truly worth, remember this is a dance, ..in business, protect yourself, see the world if you can, challenge yourself first, your main battle in life may be with yourself. Ask questions, Always respond quick when you get hit by a dope move, control your anger, let your dance do the talking, try to master all styles, learn the history, set goals, train hard, know your priorities and be responsible for your own actions.



What projects are you currently in the works with?



My final vid, "ill Padrino"



What is your biggest pet peeve about the scene today?



Jiggas get ten dope moves and think they the shhh.



Is there any possibities you would ever do a book or something of that nature where you would tell your lifestory as a bboy, myself and im sure thousands of others would definitely pick that up.



If you know somebody who knows the procedure to do a book, ..let me know,..Ive thought about it.



Any last comments for the people at home?



Thank you to all the people who have approached me and givin me respect,....I never take for granted the compliments that people give me, and personally those compliments are the true jewels that I value so much in my life at this point. People have made me feel like I made a difference in their life and that makes me feel like it was all so worth it. Stay real with yourself and be cool. one million. Ken Swift Corleone.
______________________________________________

FLOMASTER INTERVIEW

DON’T STOP, JUST GO WITH THE FLO”
Interview by: GEE GEE
HIP HOP DANCING IS NOT JUST MOVING TO REMADE HIP-NOTIC BEATS, OR DRESSING IN BAGGY CLOTHES AND JUMPING INTO CIPHERS. ACCORDING TO B-BOY “FLO-MASTER” FROM THE FOOTWORK FANATIX, PEOPLE ARE CAUGHT UP IN BETWEEN THE HYPE OF HIP-HOP AND WHAT IT REALLY STANDS FOR. DO YOU KNOW WHAT THE FIVE ELEMENTS OF HIP HOP ARE? IF NOT, LET THE FLO-MASTER GIVE YOU A LESSON…

GEE- Seeing you out there Flo, it’s like you’ve been breakin’ for a long time. But you actually started in ’92, and before that you didn’t even like Hip-Hop. Tell me about that.

FLO- I know, back then I couldn’t stand hip-hop. But that was before I met [Crazy] Legs and Wiggles of the Rock Steady Crew. I was actually a house head, dancing to house music. But what changed me was when I met those guys in D.C. I entered this dance contest and Legs was one of the judges. After I finished, Legs & Wiggles went out and danced. I never saw breaking the way I saw them brothers throw down. They opened me up to a whole new different way of life.

GEE- I know you were shocked when you saw them. What were you saying to yourself at that moment?

FLO- When I saw them doing moves I never saw before, I said to myself, “Oh my God! I got to learn how to move like that!” The way they were dancing to the music buy breakin’ at the same time, it was amazing. Right there I forgot all about house and wanted to go into hip-hop. So I went up to Wiggles and asked him how I could be down with their crew and the whole hip-hop scene. He told me that I would have to audition to get in, that meant battling somebody. I didn’t know that it would mean battling Crazy Legs, the president of Rock Steady Crew. He blasted me so many times it was ridiculous! (laughs) He was eating me alive…

GEE- How did your whole mentality change after that?

FLO- I was angry. I wanted to get this guy. I practiced and practiced because I was really determined to get in. It paid off because they saw me getting better. When Crazy Legs and Wiggles came to D.C. again, that’s when I got my break. We were all catching a bus to Georgetown for a show. The driver had to stop to go to the bathroom. Wiggles said, “Why don’t you and Legs get out and break on the concrete?” That’s what they did when they didn’t have any cardboard. So we started breaking. They told me it was time to join Rock Steady, after that, the rest is history. I moved from D.C. to New York and lived there for six years.

GEE- That’s ill. Now you’re in the Big Apple and homeland of Rock Steady, did you have a mission while you were out there?

FLO- Oh yeah, for sure! I wanted to learn as much as I could about the hip-hop culture. So I met and spoke to some of the pioneers of Hip-Hop. People like Afrika Bambaata, Melle Mel, Grand Master Flash, a lot of them. My mission was to learn strictly from the originators.

GEE- A lot of people have their own definition of what the word “HIP HOP” means. They think its some kind of fad. After learning from these pioneers how would describe or identify hip-hop?

FLO- To me it’s a culture. A culture with five elements: DJ’ing, MC’ing, Graffiti writing, Dancing, and Fashion. People think that there’s only four, but Fashion should’ve been added a long time ago. You can’t say you’re a hip-hop head and say you’re an MC if you don’t respect the breakers. You have to respect all 5 elements to be down with hip-hop. You have to!

GEE- when you’re dancing, what does it do for you? Emotionally, I mean.

FLO- it helps me when I’m upset, or if something is bothering me. I put a lot of character in my moves. I love to make people laugh. If I can make one person laugh, I know I’ve done my job. But what I love the most is battling someone and making them feel stupid. It’s all about having fun.

GEE- You told me before that a Breaker and a Dancer are different. How is that?

FLO- A breaker can’t call himself a dancer if he’s not listening to the beat. You got to hit the beat if you call yourself a dancer. There are only a few Breakers that can dance to the beat. That’s what I’m trying to encourage breakers to start doing. It just makes it look so much better when you ride the beat. The original breakers back in the days used to dance to the beat. Nowadays, kids are more into the moves. What about the music?

GEE- You left Rock Steady in ’94 to join 7 Grand Masters to stay with Ken Swift. Then, 7 Grand Masters broke up in ’95. Now you formed Footwork Fanatix. How did this all come about?

FLO- First, I want to clarify that it is now 7 GM’s Footwork Fanatix. When I asked Ken Swift to be down, he said yes, as long as he got to keep the name 7 GM’s. I said no problem, so it became 7 GM’s Footwork Fanatix. We started in Las Vegas. Right now there are four members, and everyone in this crew is equal. The limit will be 6 or 7 so there won’t be any confusion as to who’s in it. I want to keep it like a small family. No one calls the shots; we all make family decisions.

GEE- Okay, you know you can’t dance forever, so what do you want to do in the long run?

FLO- Dancing is my career for now. But it can only go on for so long because your body breaks down. That’s why I want to get into acting. You can act for a long time. My dream is to be in martial arts movies. I’ve been practicing martial arts for 13 years. At the moment, I’m doing some videos here, and a few commercials there. I also go to different hip-hop events and speak about the culture.

GEE- For people who are interested in the hop-hop culture, what would you suggest for them to do first?

FLO- I want them to rent this movie called “Wild Style”. If people want to know what real hop-hop is, and what it really stands for, rent this movie. It has all five elements in it. That’s the only movie that was made besides “StyleWars” that represented real hip-hop. Movies like “Breakin” and “Beat Street” are all commercialized. “Wild Style” represents the roots of hip-hop culture, so go get that!



UPDATE: This interview was actually done a year ago, but I caught up with FLO and found out that he’s doing his thing with USHER, training him into b-boy material. If you checked out Usher’s latest video “U REMIND ME”, you can see where FLO has been putting his work into. Shouts out to FLO and FLY for doing there thing!

_________________________________________________


ZULU GREMLIN Interview

"Rocksteady Crew" alumni Steve Roybal founded the modern day b-boy competition. He has appeared in numerous television shows and commercials. He has also travelled around the world in the off broadway show "Jam On The Groove" and was inducted into the Smithsonian Institute for American History. Now living in the Bay Area he's gonna tell Break Remedey the story of the "Hip Hop Historian" himself Zulu Gremlin.


Where and when did bboyin enter your life?

I grew up in Los Angeles, Denver, New York, and Miami. Born in Los Angeles.
B-Boyin entered my life in my living room and at my next door neighbors
house. We used to dance in their basement or living room to the video channels on TV. We witnessed a small piece of some competition in New York that was televised. We saw Gladyse Knight and the Pips video, and Style Wars, and even Graffitti Rock. We didnt have vcr's then so we had to go off our first
memory of what we thought we saw.

How did you get your Bboy name Zulu Gremlin?

I got my name by trying to do graf and I needed a 4 or 5 letter word to
write. I chose the letters GREMZ! then after I saw the movies Gremlin's, I
added the Gremlin part. Soon after that I started organizing for Zulu Nation and people started calling me ZULU because I had zulu beeds on and they didnt know my name. They just said "Hey Zulu! Doze used to say that I was like a Gremlin too!

Who were your influences in breakin?

My influences come directly from Rock Steady Crew, New York City Breakers,
Vince Colon, Seymour Green, and Maurice Williams.

What's your favorite song to dance to?

My favorite song to dance to is still "Give it Up, Turn it Loose". James Brown

What are you up to now?

Currently I have the B-Boy Masters Pro-Am, Breakmania, and Battle Kings
events happening world wide, I have a dance company called The Break Beat
Assassins, I produce music for movies, gaming, and recording artists, and I
spend alot of time teaching and judging abroad.

When and where is your next performance?

Our next performance is in Japan and France for the Pro-Am tour 2003.
check bboymasters.com for details.

Lastly, what is your definition of a bboy?

My definition of a b-boy is = A B-Boy is a male that lives a certain
lifestyle that originated in New York in the 70's. Specifically, A male that
dresses, talks, acts, and dances like the originators of the "B-Boy
Movement".

What is the B-Boy Movement?

The B-Boy Movement is those who react to funk and soul music with bodily
movements that extend down to the ground in a rhythmic form directly from
The greater New York Area, which means the dress code, vocab, and body language were all inspired by the originators of the movement. This is a questions that can be answered in many ways!

You got any shout outs?

My Shout Outs: To the Break Beat Assassins, Medea Sirkas, Ghettoriginals,
Hidden Masters,Visuel Dense, bboysection.com, bboymasters.com,
euro-pro-am.com, Speedy Legs, Ken Swift, Lil Lep, Doze, Dash, Odogg, and all my family world wide! Peace Zulu Gremlin! Thanx Gremz.
Interview by Ron (Profo=Energy)
urbansoulbboy@hotmail.com


________________________________________________


THE NEXT ONE INTERVIEW-MAURTIZO

Maurizio aka The Next One
Rock Steady Crew / Italy

Interview done by Remy (The Spartanic Rockers)


Can you introduce yourself?
Ok, I wanna tell you my real name, my old name from back in the days:
Back then my name was "Dope King Next One"...Then I took a shortcut...

When did you see Breaking for the first time?
This was on TV in '84. One of the first video I saw back then was "Streedance" of the group "Breakmachine". I think this was mostly because of the popular reason that it was shown at that time. Then they used to show the videoclip from the song "Beat Street Strut". This was very, very famous. But the scene in Italy started already around '82. I came like 2 years later. There were already dancers because of Flashdance and some videos from Go Go Dance, you know, Go Go music from Washington DC (USA). There was a famous song, but i can't remember the name. It was showing tricks like footwork and stuff like that. And also some other European came to Italy. Some French B-Boys. And this group from Nottingham (UK) "Rock City Crew". They came to Italy with the name "Extreme Team". This was one of the most influencing group. And the most popular crews in Italy back in '84 were Dynamic Force from Milano, Taxido Breaking and Goes Down Rockers from Torino. But back then everything was very, very slow. Because there was nothing. You know, developing moves and creativity was not like nowadays that everything is there and you gotta just practice. Back then you had to think about moves. It was really hard.

Was the boom of Breaking all over Italy?
Yes, it was all over Italy. Everybody was trying, even the regular people. There were some nice B-Boys in Rome, Bologna, Florence, Padona, Mantova.. But the biggest scene was in Torino and Milano.

What was going on during that time?
There used to be many, many Zulu parties. In Italy the Zulu Nation was always there. Because Afrika Bambaataa came the first time to Italy in '84/'85. He used to tour with "Dolby D" from the London Allstar Breakers. And there were people from Paris City Breakers: Nicolas, Didier who is nowadays also known as Joey Starr of Supreme NTM. And there was another guy who formed later the music group Assassin. He was very famous at that time because he was the one who went to New York, you know. And at that time there were many parties and everybody was travelling from all over Italy. But there weren't really that much people in the south. It was more half Italy..the centre. After Rome there were some kids from Lecce in the south but that's it. And there used to be always battles. People always practiced, practiced, practiced, waited for the battle and showed up. Everybody was looking for each other. Always looking for the top guys. The three main crews always battled because they were the most notorious. They used to tour all over the place. They also got so many shows with sponsors like Adidas, Nike,... What happened then was that a lot of young kids, a lot of new groups wanted to try to get shows too and they used to sell out themselves because they weren't that good and at the level that they could get on stage and do shows. People in the clubs, owners of the clubs and promoters they never understood nothing about the real scene. So whatever for this people looked like B-Boys they would get them. But in the end the level came very, very down and nobody wanted to pay for the main people. And you know, if you get to a level that you get money and get gigs on TV you don't wanna go back, for free or for little money.

How did connections to other European dancers start?
Back then I used to be in this crew called Taxido Breaking and then later in Goes Down Rockers. These groups were one of the first that joined competitions. So, these competitions openend new connections with overseas people and other European countries. They signed me in a competition for joke because i didn't know anything. They said: "Come with us to a competition"..And I was like: "Why?". Anyway, I went there and I won the Italian Championship. So, I went to the World Championship in Istanbul (Turkey) in '85. And there were many, many dancers. Some dancers were very famous like Paulo Nunes from Holland, Brian from Manchester (UK) from the famous group called "Streetmachine". There was another guy that now uses to work with the famous music group "Soul 2 Soul": Benji from "Broken Glass". He is a very good Popper. There used to be Soulboy. He is still leaving in Italy. And that was the first time that I met Swift and Cora from Germany. Of course Crazy from Switzerland. And who else? I mean there were so many.. That was really the way for the connections.

And when was the first time that Italian dancers went to events in countries like Switzerland or Germany?
See, the main problem of Italy..Until for a while I was really the only one to go. There was nobody really there. I don't know why but everybody was just dancing in Italy. And the level was still like it was hard to develop and take it to the next level. Oh, I forgot there was Emilio... I forgot Emilio was there too!! Emilio was there too.. Until about '87 it was mainly Emilio and me. And in '88 I stopped doing competitions. Because at that time I started doing something else. In my town there was a DJ who was my best friend: DJ Graph. I used to go in his house and I used to start playing the music. And you know, you like to play the music, you love to do music. So, I bought turntables and started to collect records. And that's one thing that really helped me a lot on my dance to develop because I understood that the secret is the music. That is really the problem of a lot of people. They never really focus on the music. They just focus on the move.

What about the other elements of Hip Hop in Italy?
Everything started with the B-Boys and the DJs. There weren't so many. But there was DJ Graph. He went to Milano and met DJ Skizzo. Then they started touring and doing their thing. And there were 2 famous DJs from Rome: Ice One and Eolo. There was another famous DJ from Florence: Blade. And there was DJ Phillies from Torino. Milano and Torino were really the places where it was Hip Hop 360°. There were some Graffiti writers all over the place but it wasn't really that big. Painting on the wall and all that wasn't really that big. I don't know for whatever reason...I don't wanna talk about something that I really don't know. And the last thing that came out in Italy was Rap. I mean some B-Boys already were rapping a little bit like Shawn from Milano. He is an Italian-African kid. He was rapping in English. At that time everybody was rapping in English. Because nobody knew that you could express yourself in your own language. Because, you know, Rap is a barrier if you speak in another language. If you wanna communicate you gotta have to speak in your own language...anyway.. And in Torino there were some other guys back in the days like "Grasshopper". He was a writer. And there were a few B-Girls. There was "Carry D". She was a B-Girl. In Torino there used to be the best B-Girls of all Italy. There was this girl named "Alex". She was incredible! She was really incredible..She was one of the best Headspinner of Torino. Better than a lot of guys. Carry D used to do very nice Headspins too. Nice Footworks, nice tricks and stuff like that. And I wanna give props to this guy Soulboy. He was really the one who influenced a lot of people with his friends from Nottingham, like Pepsie. You know Pepsie? This is the the tall guy from Rock City Crew who is doing Headspin and this crazy style in "Electro Rock". Oh sorry, I have to even mention Topcat. This was another American kid raising in Italy. You know, another one that was there. And there was anot

_________________________________________________


KEN SWIFT INTERVIEW


What keeps you going?
I guess its a combination of a few things: I like to dance, I like to travel, I like to teach. I can make a few bucks here and there. The compliments I get inspire me. The scene is kinda wack, it makes we want to keep goin' on with the traditional styles. When niggas I came up with play themselves for money and are jealous because they can't stay in the mix and I can. But most of all, it's the music, the music is always gonna snatch me up.

Why did you start with breaking and when?
First off, I started late. I ain't gonna start talkin that original this and that. I'm second generation, I have to give respect to the people who came before me. Right after I started writin I saw it, I tried it and it felt dope. Then I started practicing in '79. It was somethin different. Me and my boys was wild street kids, we used to play on rooftops, in junkyards doin' stunts with bikes and skateboards, playin crazy games in the school parks so when I saw it it was perfect for me. It let me wild out physically, I was kinda hyper so I had the energy for it.

Who did you get inspired by or looked up too?
My first inspirations were Kid Terrific, Markie Dee, The . 1 Sure Shot Boys from Manhattan, Frosty Freeze, Magnetic Ron Daris, Kid Sorceror, Greggo from The Executioners, The Light Brothers, Ice Ice from The Shamrock Crew. I looked up to the older bboys.

How was tha attitude during the seventies/early eighties?
The attitude was about rockin, ya see around my way heads was just gettin the flow from the Bronx, we were young, we had the whole summer to chill, most of the day was like goin' to the pool or the beach in Brooklyn, goin' to different neighborhoods to meet girls, we started Djin, Mcin, it was like innocent. I kinda liked the street rep aspect of it and the girls liked the breaking. We would hear music comin' from somewhere and follow it til we found the jam. Heads was bringin equipment out, dudes was rhymin, we was street bombin, rackin, vickin.... It was like some street adventure shit. As far as bitin', you just couldn't do it without bein' dissed. You had to flip shit around and try to come up with your own signature. People would recognize and remember you by your moves or style, everbody had at least one thing that they kind of made up.

Who has inspired you the most?
It's hard to say... If you mean in BBoyin': Eddie Ed (for the uprock), Lenny Len (for the footwork and tracks), Greggo (his original sick moves), Spy (his character, delivery), Magnetic and Kid Galaxy ( the unbelievable power), Shakie (the dont give a fuck character), ...the inspiration doesn't stop. Most of the biggest inspirations are from my people who have stayed true to me and got my back to the end. Peace and Respect to the Young City Boys.
What's up with Rock Steady now?
To be honest I really dont know. I rep RSC to the death but ever since me and Legs had a fallout, alot of the people in RSC have changed up on me. RSC is a business. Understand that RSC ended in the eighties. In the early nineties RSC Seven Gems was bringin back that true feeling but when you look at the reason why Seven Gems ended, you can see clearly that we were no longer young and innocent. The real spirit of RSC, that family young innocent, pre-money era, is over. Money and fame have taken over. I have the utmost respect for the legacy and will continue to carry the flag forever, but I understand the truth. Ya see, back in the days a bunch of kids from the Bronx and Manhattan built the name into what it is today, it seems like today, the name makes people who they are. Like once they get in, all of a sudden they are official... see... I came from the days when you battled to get in, stricktly breakin. Peace to the nasty kids that are RSC but there are pople that don't even break in RSC now. The newer kids try to be tight but they don't see the truth, and alot of them don't want to stir the water in fear that they might get the boot. I stood up for what I believe in and knew that we all were all important, I've always looked at the best interest of my crew, but I refuse to be under anybody... I paid my dues like the next man and when you stand up there can be repercusions. Nobody else stood up... but then again who could?

What's the differense between breaking today and when you started, is it better or worse?
The scene is to big to generalize, it's better in some places and worse in other places. It's very different because there is so many things involved: money, commercialism, etc. It was about street rep back in the days, we had fun and didn't do it all day and night. When the moment presented itself, we rocked... anywhere. Nowadays, everybody wants to be on TV, and they don't give a fuck in what image. If there's a jam, kids be like sayin' "how much is it for the contest". If theres no prize, they wont go. All styles were evolving so we just tried to stay up with them. We didn't do too much hatin' on other styles 'cause they were all fat. People are throwin' jams and inviting star bboys and if there weren't any star bboys on the list, people won't go. Fraudulent heads are doin' events and makin' doe, and half of them don't even break or know anything about Hip Hop Culture.

What do you think about todays big jams and music videos with breaking in it?
Some big jams are good, some corny as fuck. When big sponsors come in the picture sometimes they want to put their corny ideas or unsigned wack rappers on the bill. These heads are lookin' for that dollar first. Ask 'em to do it for free and see what they say. One top event organizer, who does a so called Hip Hop Anniversary, was having trouble raising money and he said “this is gonna be the last one”. C'mon, bee, what the fuck is that about, an anniversary is a yearly celebration regardless. Ya see, people aren't really paying homage to Hip Hop Culture, they depend on the commodity (Hip Hop) paying them. Don't get me wrong, I need to make my loot also, but I'd rather sweep the street to make money than rip my culture. I respect people who straight say. I'm in it for the money, at least they are being honest, it's business nahmeen. But don't put up that front like you love Hip Hop 'cause you full a shit to me. I think it's cool as long as you don't make breaking look like just one thing. Usually it's a spin or flip, if you notice they never show a bboy or bgirl making a connection with a song and expressing their character. I don't think bboys that do videos have that much control unless they are the main choreographer, and that's rare. I don't blame the young kids though, some kids want to be entertainers, i'm not hatin' on them, half of them don't know better. It bothers me when kids I came up with, so called pioneers dress up with tiger pants and leopard shirts with bootie socks around their sneakers and break in front of a forest backdrop, or paint their faces like a clown, I mean, I know its about money sometimes but damn, people see that shit and don't respect breaking as a legitimate dance. Or it's also wack when they break in a video that don't even have a break in the music. I mean I used to sit on panels with these same pioneers who spoke against that 17 years ago.
Tell us about the crews you've been a member of and what a crew means to you?
I started the Young City Boys crew in '78. I was Pres. Doze was the Vice Pres. It was Andy (Baby Love’s brother), Dante, DenoRock (RIP), Stevie Dee, Ty Fly, Lil Ty Fly, Fly Ty, Nel Ski, Puerto Rican Chiquiting, White Chic, Demon, E from 105, Hec from 106, fat sammy. These people are still to this day my fam, some of them are still around the block. Then it was RSC... on the side I had the street click MNM. We used to call it Mad Mugsy Nation. Makin Money, Lil Al Capone, Chino Spider, Lil Lucan, Deno Rock, Fred Dobbs, Biejo, Lil Rocky, among many other bug out kids. I also had SKI Crew. Swift Kids Incorporated, I'm thinkin' about startin' that up again with the young cats today.

How do you define breaking?
Breaking is a term used to describe what a B.Boy does. I laugh when people use the term Breakdancing, it shows me where they are comin from. Some people use the term like that even while they know the real term just so they can sell tickets to people who have to be spoon fed commercial terms in order to attend. Physically, Breaking would be dancing to the break of a song. To me the dance consists of a top dance style, circular footwork patterns, flips and swipes, spins on all parts of the body and freezes. There are many many more ingredients of course, but I think these are the essentials. I think the foundation is the attitude of being a bboy/bgirl. Hearing sounds and rhythms, absorbing them, dancing to them, singing and acting out some of the lyrics, believing you are the best dancer for that song or circle and losing yourself in a song/connecting to the music, primarily the drum. If you are doing those, to me ,that's 90 percent of bein a bboy. If you can't apply those elements to your moves, I don't think people will feel you. It's very deep, since the beginning of time, dance has played a part in expressing one thing or another. If you ever get lost in a song it can make you feel like you're not even thinking, that's the ultimate satisfaction. You may not even realize it till it's all over. Breaking is a very important dance that needs to be respected like all dances that exist today, it has vocabulary and unlimited possibilities. We need to represent the dance as best we can.

How has your style evolved through the years?
I've just tried to adapt to what's goin' on and let the music guide me. To me, the music is the key for my best inspiration, there is such a vast amount of music from so many different places. You can always hear something that you haven't heard before. Old music works well for me, it reminds me when I first started. It helps me recapture images of that time, and keeps me in touch with the traditional bboy stock. I try to keep a lil' bit of Footwork and seventies eighties in my breakin. I tapped into alot of old moves and reinvented them, brought them up to the time and I also listen to my body. If i can't see how a move looks I depend on the flow. If it feels good, most of the time it will look good, some moves feel abstract and different but if you can't execute a good delivery, it may not look to hot.

Tell us about the classic battle between RSC and NYCB in Beat Street. Were there any cool moves or combinations that didn't make it to the movies?
I know there were dope moves on both sides but I can't remember that much. One thing that I can tell you is that we were straight blazin' 'em with the routines. They told us not to do them because it kinda made the battle look one sided.
Besides breaking what is your passion in life?
I just want to be happy with myself and do the right thing for my family, that's all I can ask for.

What are your plans now?
I want to challenge myself with something different, something totally contrast. I'm very happy with my career as a bboy. I can move on now with dignity, money has never interupted my goals as a dancer. I mean, my name isn't big commercially, I could've got an agent and made mad loot but... I've tried to stay underground and I think I did a good job. Now that I'm done, now I want to start makin' that REAL loot. I'm goin' for the cream now, it's about my kids and their future etc.

What do you think is lacking in breaking today?
Dancing.

Will you do any shows or go to any jams this year?
My last show and appearance is New Zealand on September 14. I have interviews and job opportunities lined up in NYC. I'm goin' for that 9 to 5 action so I doubt I'm goin anywhere. They want to give me a Lifetime Achievement Award at The Mighty 4 in San Francisco on November 17th.

This site is dedicated to Throw Down, you had met them in 1994 in a big jam in Germany, what's your opinion of Throw Down?
I have the utmost respect for Throw Down, they’ve treated me with respect from the jump and were genuine people. I remember standing in this gigantic building, believe it was Hannover, Throw Down was the first to start breaking. There wasn't even a circle, they just started rippin shit. Mad heads was intimidated, I liked the fact that they didn't care who was there, they was just gettin' down. Yerkis top style had old characteristics. The styles were different which made them dope because they were versatile. The two main people who reinspired me from Europe in those years were Maurizio (Italy) and none other than the one and only Mad Nico. Nuff said, them niggas is assasins.


___________________________________________________


Ken Swift - Rock Steady Crew (N.Y.C.)


1)Tell us something about your self.Where you are from? What got you into breaking? When did you start? How did you start?

My name is Ken Swift, I live in New York City, Ive been breaking for about 24 years. I 1978-79 started writin graff, then DJ'in and MC'in and then I started breaking. I started when I saw my friend do a move in his house. Soon after that I started "The Young City Boys" in uptown Manhattan on (97th st. & Amsterdam Ave. 1979.

2) Who influenced you? Did you have any idols?

People like Shakie, Greggo, Lenny Len, Eddie Ed, Frosty Freeze, Ron Daris, Doze, Deno Rock, Kid Terrific, Magnetic and many more.

3.) was it hard back in the late 70`s to get breaking stuff (gear, instructional movies)?

There was no Breaking stuff, the dance had just begun and it was just starting to grow, there was no reference other than watching and learning on your own. Its wild because the gear we wore back then wasn't made for Hip Hop like it is today, …we made the stuff that was out there look funky by the way we detailed it when we dressed up.

4.) How would you define breaking?What makes you a Bboy?Has this definition changed through the last four decades?

The original Breaking is dancing to different types of break sections of various music that have incredible beats. After dancing on top to the beat, Its using circular leg patterns & shuffles, swipes(Footwork), ..also using flips and aerial movements (High Swipes, backflips, front flips) various quickly stopped movements in different positions(Freezes) and spins on all parts of the body possible. What makes you a B.Boy is your rhythmic ability combined with the types of moves I mentioned plus your originality and personality, …it's a combination of all of those aspects. It has'nt changed, ..but some people have tried to change it.

5.) Has the way you look at Bboying changed as you grew up? What did it mean to you when you were a kid and what does it mean to you now?

It has changed a lot but at the same time its still the same feeling internally, ..Ive always loved music and music is the key to breaking, ..as long as there is music the feeling with always be a part of me. In 2003 it means a little more because I see how it has been such an important part of my life overall, ….it has helped me enjoy who I am and experience so many different things along the way.

6.) How did you star with Rock Steady Crew? Did you have to battle any of the members to get accepted? If you did - who did you battle?

In the 2nd generation of RSC's first year, I met Frosty Freeze and through Frosty is how I ended up battling Legs, ..I battled because that's what me and my crew "The Young City Boys" did, ….i didn't battle to get in, I just battled because we were in a place where there was music and it went down like that. After that Crazy Legs asked me to be a part of RSC. But lets be clear, I didn't battle to be accepted.

7.) You have a female member in your crew - Jules. What do you think about female breakers?

Jules is mad dope but she just got in RSC a couple of years ago, ..RSC has had B.girls for over twenty years, there have been many dope bgirls in RSC, …..…but, …to answer yr question, …Like I said Jules is pretty tight, ..she gets better every time I see her, …female breakers are gonna be stepping up in the years to come.

8.) What`s the difference between Old school and New school? Do people approach breaking differently nowdays? Has the style changed?

I really don't like to put labels on the times in history but to answer your question, Back then it was new and fresh and your character played a huge part of it, …..there was no style or move to be jealous about or disrespect, and there wasn't that much deep history to study, there were no videos or films and back then and if you violated someone or was at the wrong place at the wrong time and you danced well in some one else's neighborhood, you might get jumped. Some people approach it the same and some differently, it depends on the history that you got when you started dancing, …if you learned about how it was back in the days then you had an appreciation for what its been through, …if you just learned it through looking at it you might just focus more on it as athleticism. The styles come and go, …some change and then come back, ….but they keep on getting better in my opinion.

9.) How did you get accepted as a member of the Zulu Kings?

We RSC did a performance at The Ritz with The Soulsonic Force and then Bambattaa put us in as chapter 3 of the Zulu Nation, we were then Zulu Kings. Peace to Lil Man, Mr. Freeze, Take One, Frosty Freeze, Chino, Lenny Len, Ty Fly, Kippy Dee (RIP) & Doze.

10.) How do you look at Hip Hop culture in general? Have you ever written song,done a grafiti,…

That's about all we did when we were younger, …we wrote graff like every night and danced whenever the opportunity presented itself. In the early eighties we (The YCBoys), ..used to bring our equipment out to the streets and we used to DJ and rhyme and all that, …..Ive always kicked rhymes here and there, ….Ive MC'd on a few tracks here and there, I mean that's just what we do, ….the people I've ran with have always done it all, you name it we probably did it.

11.) Which type of music do you listen to when you break and wich when you are at home,relaxing? Name some of your favorite artists!

When Im dancing, …theres so much music, …Seventies Soul, …a lil Disco, …some rock breaks, ..some Jazz breaks, ….anything that got a fat beat to it, …I like to dance to different tempos and flip my text with different instruments. When I'm at home I like, La India, Chaka Kahn, El Gran Combo, Angela Bofill, Steely Dan, some SalSoul Orchestra, Atlantic Starr, The Brothers Johnson, Level 42, Kraftwerk, Jenny Burton, Freeze, El Debarge, Tom Tom Club, Art Of Noise, some Mobb Deep, ..a lil Nas, …anything QB, …DITC, …. …...anything Eighties,….. …music is the best for me, theres too much to mention, ….…it will always be part of my life.

12.) Have you ever thought of stopping breaking?Maybe get involved in something else?

Ive thought of stopping many times but have learned that it will always be in my life somehow, …absorbing music is more mental than physical, ..so, ..conceptually I will break till I leave this planet.

13.) Power moves, footwork, freezes, popin, lockin,…. Which style do you prefer best?

I prefer Footwork & Freezes, ..but I would never enjoy the whole dance without all of the styles available to me to use.

14.) What do you think about battles?Is rivalry good?

Battles have, and will keep this dance alive for many years to come , …it keeps the progression healthy. If it was'nt for Battling, ..this dance would have disappeared.

15.) How long do you plan to breakdance? Where do you see your life going when you finish?

Im just taking things one day at a time, …I would love to dance forever so at this point Im not doing too bad, I'll be 37 in August so, ..I still enjoy it as much and some times more than when I was younger.

16.) Achievements, movies , awards, tricks you are the most proud at!

Im proud to continue in the legacy of the dancers who came before me. Ive had older dancers give me respect for dancing the original style and to me that is the greatest form of recognition. Ive always tried to stay true to the art form and when they give me props it feels super incredible.

17.) What do you think about European breaking scene? Any intentions of coming to Europe soon?

I like and respect the whole Hip Hop scene in Europe, I have many friends out there and always look forward to opportunities to visit their cities. Keep your ears open, …ya never know, ….Maybe Sweden in March 2003?!!?/!!!

18.) Your favorite trick or combination!

Dragon Tail Leg Kick, Miracle Whip

19.) Your message to the little kids who are trying to break.

Study the history, ..dance to the beat, ..try to be unique and original while still using fundamentals. Respect yr mind and body, …believe in yourself, ……get a steady education and something to fall back on in your future.

20.) Say whatever is on your mind!

I have to always thank God for my life, …..and of course to my mother Ilsa Gabbert, …Viva Puerto Rico. Peace, Ken Swift Real Rock Steady Crew Pioneers 2003.

BreakLife Rebels 4 ever.

www.mighty4.com
www.outforfame.com
breaklife.com


_________________________________________________



KEN SWIFT ESSAY

Medium
Ken Swift

Every artist has a medium- the place or surface where they choose to put their swerve on. Most of the time, you get to choose your medium, but in Hip Hop- "real" Hip Hop- there are times when you have to make the best of a situation with what's available. A true artist, with experience, can adjust to the medium.

Now, to swing what I'm saying into a Breaking perspective- when the beat comes on and heads start getting nervous, you never know how the floor is going to be. Adjusting your skills can mean the difference between having a f*cked up night or blowin' up the spot. For example, I've been to clubs where when I walked in, the floor was fat. I'd be like, "Yeah, I'mma blow up on this!" But then the club packs up with people and before you know it, you got spilled drinks & moist cigarette butts on the floor.

Or like in Copenhagen for "Subkult '96"- some smooth porcelain tiles seemed like ice when they got wet, and the carpet they had was like a sponge soakin' up sweat. Kids was like "swipe"- "splash!" It gets crazy when these things happen, but it should be looked at as a challenge. To this day, I get in circles and try to learn from experience.

These are some of my conclusions: What you wear can make a difference. On concrete, I like denim or sweats. Pro-Keds are the butter footwear, but most cross-trainers are light in weight and can take the punishment. On wood or linoleum, definitely nylon or lycra (like old-school Adidas jackets) sweats are good for extra padding on wood, but when wet, it'll stunt your spins. Usually, a windbreaker over it may help.

Gear makes a difference, but the most essential weapons against unexpected surfaces are control & finesse with the skills, and the judgement of which moves to throw. Some moves can be wasted when middle or ending Freezes aren't hit properly. For example, I saw a kid do a fat combo into a Hallow-Back Chair. He stuck it, but then he went to place his foot down to bounce into another move and slipped right on his back.

Try to use the surface to your advantage. A change in speed, mixed with a little bit of finesse, can make something simple look incredible. Most of all, adjusting to the medium can also avoid injuries like groin pulls, torn ligaments, and massive cranial knots! To sum this up, every b-boy/girl, when put to the test, is going to choose their ways to adjust to the medium, and if this helps... it's all dynamite. Out.

Buck 4 Ever
Ken Swift R.S.C.

NEW YORK CITY BREAKERS - INTERVIEW

Who are all the members of New York City Breakers?

London: Powerful Rex, Action, Kid Nice (Philip Rock), Speedee, 
Little Lep, Mr. Wave, and myself.

Give us a little history on the group.

Action: Originally we were called the Floormaster Crew. Rocksteady 
was basically very popular back in '80-'82 and they used to dance 
against another crew called the Dynamic Rockers. They used to 
perform in a Club called the Grill with Africa Bamabatta and various 
artists like Jazzy J, Whizkid, Cool B, Freddy B...you know, People 
like that, they invited us to do a battle with them, because they 
needed a crew that they could burn and take advantage of. So what 
ended up happening was that Rocksteady put out the flier (Rocksteady 
vs. Floormasters) and we showed up at the grill, and guess what, we 
had a big surprise for them. We blew them away!

Is that right?

Action: We rocked 'em and that's where we met Mike who turned out to 
be our manager and agent. He was at the Rocksteady and he wanted to 
manage them, but when we showed up and destroyed them and took them 
apart ... he just fell in love with us.

Do you guys have a dance studio?

London: Yeah, it's in the Bronx. I converted my apartment into a 
studio.

So what have you been working on?

London: Right now I'm working on some rap tracks and some R&B tracks.

How were you guys able to gain expose to the general populace?

Action: Well, we were the first group to go mainstream. We did big 
films and we did the most TV shows. We performed for a lot of 
stars...David Letterman, the Ronald Reagan inaugural...

Right I remember that shit.

Action: For the Ronald Reagan one, we got a personal invitation from 
Frank Sinatra himself, that we had framed in glass.

Really?

Action: Yes, by the way Frank Sinatra is doing bad and I wish him 
the best of health. Tony worked with Dick Clark and he sat in Dick 
Clark's house, hanging out with him. We did the Mev Griffin show, we 
did the Bob Hope show, we did Soul Train...We had our own album out 
and we had the first break dance video that won awards which was the 
Gladys Knight and the Pips video, that was filmed in New York. We 
did a lot of live shows like Russell Simmons, Hot 97 the radio 
station, and we performed with various artist such as KRS-One, Dr 
Dre, Doug E. Fresh, DJ Hollywood, Cold Crush, Furious Five and MC 
Shan.

Ronald Reagan, the Inauguration. Who was that little kid who busted 
all the headspins?

Action: That's the kid that me and Matthew Glidemaster (who passed 
away) used to teach everyday. We used to hang out with him. He was 
like nine years old and we used to teach him. He created the UFO. 
That's the influence we had on kids. We were teaching that kid for 
about a year and let me tell you something, man in a year's time he 
had created his own moves. Now that's what I call a B-Boy. Yo, and 
when Matthew passed away, we needed another guy... I mean he didn't 
take Matthew's place, but we brought him (into the group). Me and 
Matthew were the ones that taught him, and I mean he was crazy 
fresh, man.

B-Boys aren't really used in videos anymore as new school dancers. 
Do you see B-boys coming back as dancers for MC's?

London: There are videos which represent B-boys in comparison to new 
schoolers, so no, obviously for every twenty videos, maybe one or 
two will represent a b-boy. Some videos out there like KRS-One and 
Lords of the Underground represent a little bit, (in addition to) 
the Alkaholiks and the Roots. I'm sure you're gonna see a group 
called Crew represent soon. In terms of what you see now like Puff 
Daddy who has twenty videos, but doesn't represent the B-boy 
element...that's just lack of education and a lack of understanding. 
For me personally, as a businessman, artist or producer, for you to 
embrace the whole Hip-Hop culture, you gotta get an understanding of 
what it really is. New school artists really truly don't. (I'm) not 
saying their completely ignorant, they just look into Hip Hop 
deeper, because it really is just B-boying, Mcing obviously, 
graffiti art and Djing, but if you don't represent, not saying that 
you have to in all videos, but at some point you must acknowledge 
it. A person really going back to the foundation is KRS-One, you see 
it in shows. I'm on the road with him now, and you can see it in his 
shows and his videos. Obviously, you can't do it in every song, like 
slow ones.

How do you feel about Hip Hop music today being slower than that of 
the past and making it harder for the orthodox B-boys to dance to?

London: The B-boy scene has really changed and evolved. I equate it 
to a car or a house which are made differently now than they were 
10-15 years ago. Same as B-boying back in the day when we used to 
dance to James Brown or Apache. Those beats were somewhat fast, but 
now beats have slowed down. Now the average tempo is between 95 and 
110. Back then, it was like 120. Now me personally, I kinda like the 
beats slower, you have more time to show more stuff in terms of 
style, flavor... you can do a lil more, do more personally, I still 
love old school stuff, don't get me wrong things change. B-boys have 
now changed the way they uprock, toprock, the way they do their 
floor steps, it has changed like anything in life. You kinda gotta 
adapt...

The styles adapt to the music.

London: Exactly. You can't do on a slow tempo beat what you can on a 
fast one, but personally, you can get more into it on a slow beat 
'cause you got more time. On the other hand, on a fast beat you get 
hyped and crazy--it works both ways no question about it. If you're 
a good B-boy, you should be able to represent whether it's slow or 
fast, not saying it has to be slow because that's much more 
difficult. You should be balanced.

How do you feel about the dance scene in general at this point?

London: I think if you're in the underground scene, you would have 
known it never died out.

Exactly.

London: That kept it going, flow wise. What happens now is that 
corporate America picked it up again. The moves obviously are almost 
the same, but some of the moves are more dynamic. Some of the guys 
who were dancin' in the early part of '80s have somethin' a lil bit 
different than everybody else out now.

Do you feel what happened to the dance scene and corporate America 
could reoccur in the 90s?

London: No 'cause now what's happened is a lot of people in a lot of 
crews are gaining control of their own artistic views. The first 
time around people kinda got swept up into the storm and didn't 
realize what was going on and went along with the flow. They said, 
"Hey, you'll pay me to do this, sure, you'll pay me to do that, okay.
" They just went along with the program, but with us , we are more 
in control and have learned from our mistakes. In terms of not being 
in more control of our future, on different projects now we're 
working on our own thing as well as (things with) other groups out 
there, like Jam on the Groove for example, we're trying to help out 
one another at the same time.

How is the scene now different from when you were dancing?

Speedee: A lot more work. Trying to keep up with the younger 
generation requires a lot more work. They're doing a lot of Tex 
moves, foot work combinations...

Except for Air Force, Rock Steady and dancers such as yourself, 
there seems to be less innovation of moves like there were when 
breaking was at it's peak. But innovative moves were what you had to 
do, not bite the video. How do you feel about kids coming out now 
doin' some 1980 head spin that you see from rented videos at the 
warehouse?

London: I guess I have mixed feelings. It depends on how well 
educated the B-boy is. Everyone has to bite to learn, you gotta 
borrow someone's moves sooner or later. What you should do as a 
B-boy is if you're in the learning process, you're gonna rent the 
videos, look at someone's styles and try to emulate them... you 
gotta give them No.1, credit. For example, there are things that 
I've created that I see people doin' and I feel good in some ways, 
but then I don't 'cause they need to take it to another level and 
create on their own, be more creative, we laid a lot of the 
foundation. It's one thing to look and copy, but it's another thing 
to create it. That's the magic in breaking, to go out there and 
create something that's yours and original that someone says, "Wow, 
I've never seen that before, that was good ." That's where you get 
respect. A lot of people don't understand that. Unfortunately you 
don't get respect from copying other people. Ok, I can do head spins 
and windmills, that and that, but you get respect from creativity. 
That's where new B-boys have now gotten respect.

What bothers you about the scene right now?

Action: There is only one thing that I'm a little upset with. We 
haven't danced in 10-12 years, but it's 1997 and the only thing that 
bothers me is that these kids are very repetitious. I mean since 
we've been here, me and Kid Nice, we've been observing how these 
kids do the same things like head spins and 1990s. They are 
concentrating more on power moves, but they're not doing the basics, 
they're not doing the fundamentals... They're not uprocking, and 
they're not showing any style. I've seen freezes, but they're very 
rare. Some kids have a beginning, no middle and an ending.

Kid Nice: The thing is, they're learning off themselves. What 
they're doing is they're keeping their own L.A. style in L.A.

Action: No, I wouldn't say that. I would say that they see a move 
and try to copy it as much as they could and they get another way 
and they keep that way, I think that's how it is everywhere like 
Germany, England, everywhere. If you see something and then you say 
to yourself, "Oh I remember it", and try it and do it a different 
way and say, "O.K., now I'm good with that." They keep it.

Kid Nice: There's always going to be someone who's faster and 
stronger than you. All these kids keep working on their power moves. 
I see one kid and he's doing good and I see one kid and he's doing 
better than him and one kid is doing better than him... I mean they 
should all be concentrating on creating new moves. It's 1997. I'm 
expecting to see new moves, but it's the same moves. But they keep 
it alive and looking good. I'm working on a new move... I mean I 
can't do it yet, but I've got a lot of new moves.
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FROSTY FREEZE

H2E: What is the first crew you were in?

Frosty: Rock City Crew from 1978-1980 with: Butch Cassidy, Kid Sun Dance, TyFly, FlyTy, Lil Mel, Shane, Normski, Scotty, Fritz, LD, CharlieRoc, Wayne, Ron Dike, Kenny Flip, & others.
H2E: When did you join RockSteady Crew (RSC)?
Frosty: I became 2nd generation RSC in 1981, some of the other guys that joined at the same time were; Ken Swift, TyFly, RaSean(Kippy D), Lil Crazy Legs, Mr. Freeze, Lenny Len, Take 1, Doze, Fast Break, Lil Lep, NelSki, Gino, Flip Rock, etc...
H2E: How did that whole 2nd generation of RSC begin?

Frosty: Well, first Crazy Legs asked JoJo and Jimmy D (Founders of RSC) for permission to start his own Manhatten chapter but they denied him, finally around March, 1981 they agreed and the rest is history.
H2E: What movies have you danced in?
Frosty: Style Wars, Wild Style, & Flash Dance
H2E: What about magazines?
Frosty: I was the first Bboy to come out on the front page of any magazine!
(Village Voice, April 1981)

H2E: What TV shows have you appeared on?
Frosty: 20/20, Live at 5, Teletone News, CBS News, Studio Y etc...
H2E: Did you ever do any music videos?
Frosty: Buffalo Girls, & Bambaataa's PLANET ROCK

The Godfather of Hip Hop Afrika Bambaattaa and Frosty Freeze at Pro-Am 2001
H2E:What tours have you been on?
Frosty:
Kitchen Tour - 1982 with RSC, Fab 5 Freddy, Crazy Legs, DJ Spy and others. We went to D.C., Pittsburg, Minnesota, Madison Square Garden, Iowa, Chicago, Detroit, & Toronto. After that was the opening of the famous ROXY in June 1982
European Tour - November 1982 with Crazy Legs, Take 1, Mr. Freeze, Ken Swift, M.C.'s Infinity, DST, KC, Shaheim, Fab 5 Freddy, Ramalzee, Dondi, Futura 2000, Bambaattaa, Double Dutch Girls, Kool Lady Blue, & Willie Craft. We went to London, Paris, Strasberg, Leoine, & a whole bunch more cities. 

Before Beat Street - May 1984 with Grand Master Flash, Crash Crew, Poppin Larry Love, Levan, Broadway, and Kid Creole & Raheim from the Furious 5
Japan Airlines Tour - 1984 with Rockaron, Craig, DJ Jonathan, and others. I ran into OzRock out there.
Summer - 1998 with Fabel, Fever, & Sweet Pea. We went to Italy.
December - 1998 with Jojo, Fever, & Fabel. We hit Germany this time.
H2E: What other elements of hip hop have you dabbled in?
Frosty: I MC'd from 1979-'80 on tapes with Louie Lou, we were the Soul Bro. MC's
I did some graff also in 1980. I pieced with Kay Slay, LK, Duel, $, TFA, TC5, IBM, CIA, TDS, RAZ, DURO, Shy 147(RockStars)
H2E: What have you been up to recently?

Frosty: I was teaching classes with Fabel last year in some public schools.
I hosted Marlon B's event at the Culture Club and I did the Studio Y Tv show in January.
H2E: What years have you attended the Bboy Masters Pro-Am in Miami and what are your thoughts on it?

Enjoying a Hot Dog at the Pro-Am 2001

Frosty: 1998, '99, & 2001 - I like meeting all the international Bboy's, South Beach is fun, I like the weather, the people are nice, it's just a lot of fun and a great location. It makes me feel like a kid again!
H2E: What moves have you made up or a part of your trademark style?

Frosty: I invented the Suicide, and I helped pioneer moves and combos like: Cannonball, Round the World, Swipe to Headspins, Kickout 4-Step footwork, No Hand Footwork, many freezes, and most of all adding character to the dance.
H2E: Any famous last words?

Frosty: Well, I want to keep on dancing but I know my time is limited.
"We are all in this together, we need to stick together!"
I am more experienced with business now and I know how to control my own destiny.
The 1980's were a lot of business for me and now I enjoy the scene more and have a lot of fun.



The B-boy Files: Chapter One
"Brief Introduction to B-Boyin"
By: Speedy Legs 

1986 
What is B-boyin? 
Bboyin is one of the four main elements of Hip Hop culture. The media has labeled it "breakdancing", but this term is not correct. The proper terminology is Break Boy, Beat Boy, or Boogie Boy. The word B-boy is used loosely, but a B-boy is not just a hip hop fan, they are dancers.
When did it originate?
It originated as a danceform in the early 1970's.
Where did it originate?
It originated in the South Bronx area of New York City. B-boyin was done at parties and outdoor jams. Some say it's early roots came from other dance forms in Harlem & Brooklyn.
How did it evolve?
In the early 1970's, it was focused mainly on uprock styles and finesse. There was very little footwork involved. After this period, it phased out. In the late 70's early 80's it was revived by the new generation. The dance became more spectacular with the introduction of power moves combined with floor rocking.
What are power moves?
Power moves are spins and combination moves that are more acrobatic and involve a great deal of strength.
Are they important?
To an extent, but the real core of breakin is in flavor and the artistic characteristics of dance. The new generations of B-Boys must remember that the true essence lies in style, art, and character rather than acrobatics.
What are some of the dance styles that make up B-boyin today?
* Top Rocking (introduction)
* Footwork (patterns done with leg manuevers)
* Freezes (sudden stops and finishing of moves)
* Power moves (spins & acrobatics)
* Brooklyn Uprocking & Burning (taunting warlike dance made at an opponent)
* Locking (Funk dance created by Don Cambell)
* Popping (robotic, mime type of dance)
* Other styles of Boogaloo

Does Breakin involve physical training?
Yes, as in many other dance forms, it does require physical training. Breakin is a strenuous artform, that requires the body to defy gravity and perform feats of incredilble flexibility and endurance.

Who were some of the first B-boy & Rockin crews?
Just to name a few; RockSteady, RockWell Assoc., Floor Masters, New York City Breakers, Dynamic Rockers, Scramblin Feet, Magnificent Force, Incredible Breakers, Dynasty Rockers, Dynamic spinners, SalSol, etc...

Did Breakin evolve from gangs? 
Usually those who did dirt stuck to dirt. Those who wanted some form of positive and recreational activity got involved with the dance. Some gang members became dancers and set trends for all of hip hop.

Is it a cultural dance?
Yes it is, but unfortunately many people do not know or understand the roots, heritage, triumphs, fallbacks, and the upliftment of the dance.

How does breakin mix with boogieing & locking?
Breakin is the acrobatical component of B-boyin. Poppin, boogie, and locking are miming, robotic, freestyle dancforms. These dances are were developed before the era of breakin. Disco and funk are the main types of music these dances are performed to. People often confuse them, but they are distincly different danceforms. 

What music is danced to?
Breakbeats, which are segments of a record that highlight the drummer. The art of lengthening breakbeats into one steady track was created by early Dj's.

Who gave the dance the name B-boyin?
DJ Kool Herc from the Herculoids. He was one of the early Dj's in the Bronx.

Were there other Dj's?
Yes, of the most popular in those days were: Afrika Bambaataa, DJ Hollywood, and Grand Master Flash. There were many others, but that is a whole other element.

Why was the dance considered a fad or wrong to do?
Because of the ignorance and exploitation. Many people even within the Hip Hop community, considered B-boyin a passing thing. In the 1980's the media hyped up the acrobatics of the dance, exploited it, and then played it out. As a result many people gave it up. Others just quit because they could not keep up with the complexity of the moves or style.

Nonetheless, breakin is a deep form of expression. And like all other artforms, will continue to evolve and thrive. Despite criticism, many true original masters continue to push for the recognition of the dance and pass it on to the youth as a positive form of discipline.

This is just a brief summary on the art, history, and mechanics of B-boyin. Future lessons will go into greater detail on this art that stretches so far from east to west and around the world.

Deepest respects to those who paved the way for the evolution of our artform. Your will work will always be recognized.
The art of B-boyin is in Effect!!!
Peace....



Davey D: First of all congratulations on Rocksteady's 24th Anniversary. But you know a lot of people aren't really up on the history of Rocksteady. So let's start by asking who is Rocksteady and when did you all form? 

Crazy Legs: Rocksteady was formed in the Bronx in 1977 by Jimmy Dee, JoJo, and Eazy Mike who was JoJo's brother. There were other brothers who were down like Jimmy Lee, Weebles, L-Mack and a bunch of other people who were there before me. They were there two years before me. The name was based upon a dance called The Rock. Which was basically stylized Top Rocking. It was kind of like Top Rock/ Uprock. It was initially going to be called The Rock Dance Crew. But then people said let's name it Rocksteady just to keep it going. I actually joined Rocksteady in '798. It was me and my cousin Lenny-Len who had to battle Jimmy D and Jimmy Lee to get in. Jimmy D was the original president.

Davey D: Was Rocksteady primarily a dance crew or were you guys like other Hip Hop crews in New York where you were doing a little bit of everything?

Crazy Legs: Well you know when crews were first set up back then, there really wasn't a term called to label the culture. So what you had was just a crew. Within a crew you had brothers who liked to just rock the mike, while other b-boyed or deejayed. The first crew that I ever got down with was The Bronx Boys. There was an affiliation with Rocksteady at that time. The Bronx Boys had a lot of different things. We had everything from stick up kids to B-boys. 

Davey D: Did you do other things other than dance?

Crazy Legs: I can never say that I was an emcee although I don't mind getting on the mic from time to time and getting 'Everybody say 'Ho!' Thatï¿½s just in my blood. I mess around on the turntables every now and then. I used to go bombing [graffiti] a lot in Manhattan and in the Bronx. I was a motion bomber, which meant that you would be bombing the trains while they were in motion. 

Davey D:You mentioned the term B-Boy. What exactly was a B-Boy?

Crazy Legs: Before the term Hip Hop existed, this is the way you approached people; 'Yo! You B-Boy?' or 'Yo! Do you emcee?' 'Do you rhyme'? That's how you knew who did what. Thatï¿½s how the B-Boys were labeled. They were known as the Break Boys-the brothers that would dance to the percussive part of the record or the break. Thatï¿½s how we got labeled. That was our title. It had nothing to do with how we dressed. Some of us were straight up bums and some of us were fly. It had nothing to do with a stance or a pose. 

Davey D: So it was known of that stereotypical stuff. It just signified what you got down with?

Crazy Legs: Yep. It was B-boying or B-girling. 

Davey D: Most people outside of New York became aware of Rocksteady through the movie Flashdance. Was that a direction you intended to take or did that just kind of fall into your lap?

Crazy Legs: It just kind of fell into our path. We were just people who came across other people who were promoting clubs and looking to do something alternative to what was going on. There was no real movement going on at that time. By the late 70s early 80s, the movements from the 60s were dying out. We got into the movie when we were put on stage to perform. It was just for fun. We never really cared whether or not the crowd was going crazy or if they knew we did a move right or wrong. We just went up there for ourselves. There were no dreams of stardom, fame or anything like that. It was really just done for the love. 

Davey D: Did appearing in the movie Flashdance open up a lot of doors? Or did you guys get any negative feedback from coming out of the hood and onto the big screen?

Crazy Legs: There wasn't anything about selling out back then. We had no concept of what was going on and what we were getting into. There was no conscious effort by anyone to say 'Yo! Forget these people, I'm gonna go get paid'. It was very rare when you came across someone like that. Yes, Flashdance created opportunities for us. But we never had to hear anything about us selling out. It probably had a lot to do with the way we did it. We went up there raw dog. We didn't go up there and try and candy coat it or anything like that. The only time things got weird was when we were tied into Virgin records and they wanted us to do some flimsy stuff. We were always against that.

Davey D: I remember your record "Hey You Rocksteady Crew. Was that you guys singing?

Crazy Legs: You know that was a bittersweet thing. During that whole process we were basically raped. No one had any idea that a song was being recorded. Everyone was told we were going to be brought to Boston to see if you could sing for these people. Little did anyone know that a record was being recorded during our audition. It was put out by Charisma/ Virgin Records. It was top 10 in the charts with no contract what so ever. 

Davey D: And you guys didn't get paid for that?

Crazy Legs: We went through litigation. The record 'Hey You' sold over a million copies and I would say that each of us made 7gs. [7 thousand]

Davey D: Wowï¿½Welcome to the music biz..

Crazy Legs: When we were that young and the rug was pulled out from under us in the mid 80s, it was definitely something that was hard to understand. We went from being on all the first tours that presented this culture to the world and set the foundation for what has now become the music industry to having to having to wait on the back of lines. That was a reality check for us that we weren't prepared for. 
Davey D:I don't think anyone was prepared at that time. I wanted to see if you could elaborate and explain how people like yourself and Afrika Bambaataa went about introducing folks to Hip Hop..

Crazy Legs: First, before we went on the road, we brought that whole scene to Manhattan to clubs like Negril, Danceataria and The Mud Club. Back then it wasn't just about a Rap Thing. It was just a music thing and how we expressed ourselves physically or verbally. There was more variety and more of a universal feeling when it came to the music. Being around Afrika Bambaataa and people like him, opened us up to so many different styles of music like rock, punk rock, roots, soul, funk and electrofunk. Right now its just straight and narrow Rap. The clubs back then were way better then the clubs right now..

Davey D: Would you consider a lot of today's artists like a Jay-Z or a Puffy to be Hip Hop or Rap? And if they are considered Rap, what would it take for them to be considered Hip Hop?

Crazy Legs: In my personal opinion, Jay-Z happens to be one of my favorite lyricists. I think he has incredible metaphors. He can talk about the same thing and hit you from so many different angles and from so many different ways and still keep you interested. Puffy- he does what he does. I'm not gonna front, there's music that he does that I'll be dancing to and just having fun. You do need that type of music when dancing with a honey. I think its all valid, but then it gets to a point where people should admit if they're really down with Hip Hop or just down with the industry.

I actually have a great deal of respect for Ice Cube. This is something that happened several years ago when I first met him. He came up to me and said 'You you should hook me up with some information cause I really don't know that much about Hip Hop Culture and its history'. I really respected that. To me, it made him more Hip Hop then most of these people out here cause he had the nerve to admit that he actually did not know that much about where it came from. 

Davey D: So what would it take for that artist to have that Hip Hop vibe? Is it having dancers in a vibe or just general knowledge? Is there any one thing a person could have or do that signifies they are Hip Hop?

Crazy Legs: I think a person can be considered Hip Hop even if they don't do any of the elements, but have a deep respect for it and understand what it is and what it consists of. To me, that in itself is Hip Hop. A person can be so into and supportive and to me, that's all good. I think a lot of brothers out there are just one dimensional. They're only focused on 'how they can get mine?' And when the rug is pulled out from under them, those are the same people that finally recognize and say 'Yo man, I remember you. They only come up and say that after they lose everything.

Davey D:Let's talk about the dancing aspect a littleï¿½ Over the years we've done everything from floor dances to the cabbage patch and the prep to spinning on our backs. What exactly is Hip Hop dance? 

Crazy Legs: All these dances like the cabbage patch and the prep, are just trendy dances that can be within any scene. B-Boying is the Hip Hop dance. No one should ever get it twisted. It was the one that was treated as an art form and itï¿½s the one that was preserved. No other dance was preserved that came out of the root of Hip Hop. I would say popping, locking, strutting were adopted by Hip Hop. Those were the only other dances that I would say were treated as an art form within Hip Hop. All these other dances are just something to have fun with on the dance floor.

Davey D:So are there certain criteria or certain moves that one needs to master within these dances in order for it to be considered a Hip Hop dancer?
Crazy Legs: I would say, in order to become a Hip Hop dancer you have to know what you can't do. For example, some people just don't have rhythm and they just don't have flava. I think sometimes, certain people have to go back and resort to learning how to snap their fingers to the beat againï¿½ As you get into it, then you master your foundation and you treat it like you would any other art form. You go from step A to step B. I was fortunate to learn while it was still being developed and I was able to contribute in my own way. 

Davey D:many people who are into Hip Hop today were born in the mid 80s, after Hip Hop had already been established. Can they do things that add to that foundation that was laid down from the 70s and still have be considered Hip Hop? 

Crazy Legs: Yeah, you can add your own flava to it, but it's like this. If you're going to make some soup, you still need the water. There are just certain things that you can not ignore or forget. My theory is thisï¿½ When you're out there dancing, you are partners with the music, but you will never be the lead. A lot of people don't understand that and they wind up running out there and trying to do something for the sake of being acrobatic. It may wind up being something that is obviously dynamic to the eye. They act like they're off to the races. They just do moves and have no regard for the music. When I go out and dance, I allow myself to dissolve into the music and I see where the music is taking me. 

Davey D:A while back we were talking and you said you didn't think capoera had a direct connection to B-boying. Can you elaborate on that?

Crazy Legs: The first time I even saw capoera was in 1991. I grew up around the original B-boys. I know about the original B-boys and this dance [b-boying] was inspired by the way James Brown was dancing. People took off from there. In capoera, your back is not allowed to touch the floor. We as b-boys spend so much time with our backs on the floor. We always have things that definitely manifest at different times. I'm not saying that a move we do in b-boying couldn't have been made up within another art form, at some other time, within some other culture or some other place. But when it comes to Hip Hop and B-Boying, many of these other things we came upon like capoera moves was by accident. When I evolved the backspin, which lead to the continuous backspin, which everyone knows as the windmill it was by accident. The 1990 was by accident, I was trying to do something else.

Davey D:What were some of the other moves Rocksteady Crew members developed that are standard within Hip Hop dance today? 

Crazy Legs: came up with the backspin in which you're whipping your leg around and you spin around real fast and ball up. Then I came up with the continuous backspin and the 1990. 

Davey D: I bet you wish you patented that move.

Crazy Legs: Imagine if I was to get paid for that. You have moves by Frosty Freeze like the Suicide, where he jumps straight up in the air and lands on his back. That's a straight up Frosty Freeze move that really hasn't been bitten because you have to be a little tapped in the brain to be doing that. 

Davey D: What about Mr. Freeze's move that he did in the movie Flashdance when he slid backwards with the umbrella?

Crazy Legs: That wasn't an original move. He got that from miming. He learned that when he lived in Paris. You also had the Lockers and Electric Boogaloos who people would see on TV out here and imitate them. 

Davey D:I had a conversation with Kool Herc and he said there were some very distinct ways in which African Americans and Puerto Ricans approached b-boying. Could you shed some light on that?

Crazy Legs: I think the difference is when the brothas first started doing and it was at its infancy they weren't doing acrobatic moves. That didn't come into play until more Puerto Ricans got involved in the mid 70s. We then took the dance, evolved it and kept it alive. In '79 I was getting dissed. I would go into a dance and I would get dissed by a lot of brothas who would ask 'Why y'all still doing that dance? Thatï¿½s played out'. By 79, there were very few African American brothas that was doing thisï¿½ I one say one other thing. We always maintained the flava. It was like a changing of the guard and all we did was add more flava to something that already existed. We use to refer to it as Moreno style or Cocola style. That was just the slang back then. There were certain Top Rocks called Latin Rock 

Davey D: Did certain cultural things in your back ground influence those dances?

Crazy Legs: Naw it was you were either Black or Puerto Ricanï¿½ The bottom line is what it really all comes to. We all lived in the same ghetto. There weren't too many differences. We were all on the same welfare and we all lived in the same projects. The segregation didn't exists when it came to Latinos and Blacks the way it may be in places like LA where you have straight up Black neighborhoods and straight up Latin neighborhoods. Out here in NY, my neighborhood consisted of everything. We shared our cultures. You have brothas who have no problem speaking Spanish out here. Brothas out here know how to go to a Spanish restaurant and order food. 

Davey D: What is Rocksteady doing these days? What do you see coming down the pipe?

Crazy Legs: We'll hopefully we ain't on no pipes [laugh]. There are two things I wanna do. One, I wanna open up a dance school thatï¿½s gonna have more than dance. Its gonna be an entertainment type of academy. Two, I would like for us to put together one more time an off Broadway show that's based upon what we wanna do as opposed to what other people are telling us to do. We just wanna do our story. We want it to be the Electric Boogaloos and Rocksteady Crew. 

Davey D:I understand that Rocksteady has been getting involved with politicsï¿½

Crazy Legs: Yeah, in fact we're getting a proclamation by Fernando Ferrer who is the Bronx borough president and now running for Mayor. The proclamation acknowledges Rocksteady as a group from the Bronx that is helping to preserve a dance form that started out in the Bronx. I personally have contributed to Fernando Ferrer's campaign. We also have a non-partisan voter registration drive during the anniversary as well. 

Davey D: Lastly.. Shout out all those pioneers whom we should all be trying to seek out and learn more fromï¿½You mentioned The Bronx Boys [TBB} and The Salsoul Crew.. Who were some of the others?

Crazy Legs: There was Star Child La Rock, Rockwell Association, The Zulu Kings, Rocksteady, TDK [The Disco Kings] . I also feel that a lot of the outlaw gangs contributed a lot as well especially when it came to the uprocking. There was the Savage Nomads, The Ching A Lings, The Seven Immortals. There are so many contributors to thisï¿½ This whole culture was really formed by a bunch of stick up kids that decided to do the right thing eventually. Thank God Hip Hop was there from them to do.. 

Davey D: First of all congratulations on Rocksteady's 24th Anniversary. But you know a lot of people aren't really up on the history of Rocksteady. So let's start by asking who is Rocksteady and when did you all form? 

Crazy Legs: Rocksteady was formed in the Bronx in 1977 by Jimmy Dee, JoJo, and Eazy Mike who was JoJo's brother. There were other brothers who were down like Jimmy Lee, Weebles, L-Mack and a bunch of other people who were there before me. They were there two years before me. The name was based upon a dance called The Rock. Which was basically stylized Top Rocking. It was kind of like Top Rock/ Uprock. It was initially going to be called The Rock Dance Crew. But then people said let's name it Rocksteady just to keep it going. I actually joined Rocksteady in '798. It was me and my cousin Lenny-Len who had to battle Jimmy D and Jimmy Lee to get in. Jimmy D was the original president.

Davey D: Was Rocksteady primarily a dance crew or were you guys like other Hip Hop crews in New York where you were doing a little bit of everything?

Crazy Legs: Well you know when crews were first set up back then, there really wasn't a term called to label the culture. So what you had was just a crew. Within a crew you had brothers who liked to just rock the mike, while other b-boyed or deejayed. The first crew that I ever got down with was The Bronx Boys. There was an affiliation with Rocksteady at that time. The Bronx Boys had a lot of different things. We had everything from stick up kids to B-boys. 

Davey D: Did you do other things other than dance?

Crazy Legs: I can never say that I was an emcee although I don't mind getting on the mic from time to time and getting 'Everybody say 'Ho!' Thatï¿½s just in my blood. I mess around on the turntables every now and then. I used to go bombing [graffiti] a lot in Manhattan and in the Bronx. I was a motion bomber, which meant that you would be bombing the trains while they were in motion. 

Davey D:You mentioned the term B-Boy. What exactly was a B-Boy?

Crazy Legs: Before the term Hip Hop existed, this is the way you approached people; 'Yo! You B-Boy?' or 'Yo! Do you emcee?' 'Do you rhyme'? That's how you knew who did what. Thatï¿½s how the B-Boys were labeled. They were known as the Break Boys-the brothers that would dance to the percussive part of the record or the break. Thatï¿½s how we got labeled. That was our title. It had nothing to do with how we dressed. Some of us were straight up bums and some of us were fly. It had nothing to do with a stance or a pose. 

Davey D: So it was known of that stereotypical stuff. It just signified what you got down with?

Crazy Legs: Yep. It was B-boying or B-girling. 

Davey D: Most people outside of New York became aware of Rocksteady through the movie Flashdance. Was that a direction you intended to take or did that just kind of fall into your lap?

Crazy Legs: It just kind of fell into our path. We were just people who came across other people who were promoting clubs and looking to do something alternative to what was going on. There was no real movement going on at that time. By the late 70s early 80s, the movements from the 60s were dying out. We got into the movie when we were put on stage to perform. It was just for fun. We never really cared whether or not the crowd was going crazy or if they knew we did a move right or wrong. We just went up there for ourselves. There were no dreams of stardom, fame or anything like that. It was really just done for the love. 

Davey D: Did appearing in the movie Flashdance open up a lot of doors? Or did you guys get any negative feedback from coming out of the hood and onto the big screen?

Crazy Legs: There wasn't anything about selling out back then. We had no concept of what was going on and what we were getting into. There was no conscious effort by anyone to say 'Yo! Forget these people, I'm gonna go get paid'. It was very rare when you came across someone like that. Yes, Flashdance created opportunities for us. But we never had to hear anything about us selling out. It probably had a lot to do with the way we did it. We went up there raw dog. We didn't go up there and try and candy coat it or anything like that. The only time things got weird was when we were tied into Virgin records and they wanted us to do some flimsy stuff. We were always against that.

Davey D: I remember your record "Hey You Rocksteady Crew. Was that you guys singing?

Crazy Legs: You know that was a bittersweet thing. During that whole process we were basically raped. No one had any idea that a song was being recorded. Everyone was told we were going to be brought to Boston to see if you could sing for these people. Little did anyone know that a record was being recorded during our audition. It was put out by Charisma/ Virgin Records. It was top 10 in the charts with no contract what so ever. 

Davey D: And you guys didn't get paid for that?

Crazy Legs: We went through litigation. The record 'Hey You' sold over a million copies and I would say that each of us made 7gs. [7 thousand]

Davey D: Wowï¿½Welcome to the music biz..

Crazy Legs: When we were that young and the rug was pulled out from under us in the mid 80s, it was definitely something that was hard to understand. We went from being on all the first tours that presented this culture to the world and set the foundation for what has now become the music industry to having to having to wait on the back of lines. That was a reality check for us that we weren't prepared for. 
Davey D:I don't think anyone was prepared at that time. I wanted to see if you could elaborate and explain how people like yourself and Afrika Bambaataa went about introducing folks to Hip Hop..

Crazy Legs: First, before we went on the road, we brought that whole scene to Manhattan to clubs like Negril, Danceataria and The Mud Club. Back then it wasn't just about a Rap Thing. It was just a music thing and how we expressed ourselves physically or verbally. There was more variety and more of a universal feeling when it came to the music. Being around Afrika Bambaataa and people like him, opened us up to so many different styles of music like rock, punk rock, roots, soul, funk and electrofunk. Right now its just straight and narrow Rap. The clubs back then were way better then the clubs right now..

Davey D: Would you consider a lot of today's artists like a Jay-Z or a Puffy to be Hip Hop or Rap? And if they are considered Rap, what would it take for them to be considered Hip Hop?

Crazy Legs: In my personal opinion, Jay-Z happens to be one of my favorite lyricists. I think he has incredible metaphors. He can talk about the same thing and hit you from so many different angles and from so many different ways and still keep you interested. Puffy- he does what he does. I'm not gonna front, there's music that he does that I'll be dancing to and just having fun. You do need that type of music when dancing with a honey. I think its all valid, but then it gets to a point where people should admit if they're really down with Hip Hop or just down with the industry.

I actually have a great deal of respect for Ice Cube. This is something that happened several years ago when I first met him. He came up to me and said 'You you should hook me up with some information cause I really don't know that much about Hip Hop Culture and its history'. I really respected that. To me, it made him more Hip Hop then most of these people out here cause he had the nerve to admit that he actually did not know that much about where it came from. 

Davey D: So what would it take for that artist to have that Hip Hop vibe? Is it having dancers in a vibe or just general knowledge? Is there any one thing a person could have or do that signifies they are Hip Hop?

Crazy Legs: I think a person can be considered Hip Hop even if they don't do any of the elements, but have a deep respect for it and understand what it is and what it consists of. To me, that in itself is Hip Hop. A person can be so into and supportive and to me, that's all good. I think a lot of brothers out there are just one dimensional. They're only focused on 'how they can get mine?' And when the rug is pulled out from under them, those are the same people that finally recognize and say 'Yo man, I remember you. They only come up and say that after they lose everything.

Davey D:Let's talk about the dancing aspect a littleï¿½ Over the years we've done everything from floor dances to the cabbage patch and the prep to spinning on our backs. What exactly is Hip Hop dance? 

Crazy Legs: All these dances like the cabbage patch and the prep, are just trendy dances that can be within any scene. B-Boying is the Hip Hop dance. No one should ever get it twisted. It was the one that was treated as an art form and itï¿½s the one that was preserved. No other dance was preserved that came out of the root of Hip Hop. I would say popping, locking, strutting were adopted by Hip Hop. Those were the only other dances that I would say were treated as an art form within Hip Hop. All these other dances are just something to have fun with on the dance floor.

Davey D:So are there certain criteria or certain moves that one needs to master within these dances in order for it to be considered a Hip Hop dancer?
Crazy Legs: I would say, in order to become a Hip Hop dancer you have to know what you can't do. For example, some people just don't have rhythm and they just don't have flava. I think sometimes, certain people have to go back and resort to learning how to snap their fingers to the beat againï¿½ As you get into it, then you master your foundation and you treat it like you would any other art form. You go from step A to step B. I was fortunate to learn while it was still being developed and I was able to contribute in my own way. 

Davey D:many people who are into Hip Hop today were born in the mid 80s, after Hip Hop had already been established. Can they do things that add to that foundation that was laid down from the 70s and still have be considered Hip Hop? 

Crazy Legs: Yeah, you can add your own flava to it, but it's like this. If you're going to make some soup, you still need the water. There are just certain things that you can not ignore or forget. My theory is thisï¿½ When you're out there dancing, you are partners with the music, but you will never be the lead. A lot of people don't understand that and they wind up running out there and trying to do something for the sake of being acrobatic. It may wind up being something that is obviously dynamic to the eye. They act like they're off to the races. They just do moves and have no regard for the music. When I go out and dance, I allow myself to dissolve into the music and I see where the music is taking me. 

Davey D:A while back we were talking and you said you didn't think capoera had a direct connection to B-boying. Can you elaborate on that?

Crazy Legs: The first time I even saw capoera was in 1991. I grew up around the original B-boys. I know about the original B-boys and this dance [b-boying] was inspired by the way James Brown was dancing. People took off from there. In capoera, your back is not allowed to touch the floor. We as b-boys spend so much time with our backs on the floor. We always have things that definitely manifest at different times. I'm not saying that a move we do in b-boying couldn't have been made up within another art form, at some other time, within some other culture or some other place. But when it comes to Hip Hop and B-Boying, many of these other things we came upon like capoera moves was by accident. When I evolved the backspin, which lead to the continuous backspin, which everyone knows as the windmill it was by accident. The 1990 was by accident, I was trying to do something else.

Davey D:What were some of the other moves Rocksteady Crew members developed that are standard within Hip Hop dance today? 

Crazy Legs: came up with the backspin in which you're whipping your leg around and you spin around real fast and ball up. Then I came up with the continuous backspin and the 1990. 

Davey D: I bet you wish you patented that move.

Crazy Legs: Imagine if I was to get paid for that. You have moves by Frosty Freeze like the Suicide, where he jumps straight up in the air and lands on his back. That's a straight up Frosty Freeze move that really hasn't been bitten because you have to be a little tapped in the brain to be doing that. 

Davey D: What about Mr. Freeze's move that he did in the movie Flashdance when he slid backwards with the umbrella?

Crazy Legs: That wasn't an original move. He got that from miming. He learned that when he lived in Paris. You also had the Lockers and Electric Boogaloos who people would see on TV out here and imitate them. 

Davey D:I had a conversation with Kool Herc and he said there were some very distinct ways in which African Americans and Puerto Ricans approached b-boying. Could you shed some light on that?

Crazy Legs: I think the difference is when the brothas first started doing and it was at its infancy they weren't doing acrobatic moves. That didn't come into play until more Puerto Ricans got involved in the mid 70s. We then took the dance, evolved it and kept it alive. In '79 I was getting dissed. I would go into a dance and I would get dissed by a lot of brothas who would ask 'Why y'all still doing that dance? Thatï¿½s played out'. By 79, there were very few African American brothas that was doing thisï¿½ I one say one other thing. We always maintained the flava. It was like a changing of the guard and all we did was add more flava to something that already existed. We use to refer to it as Moreno style or Cocola style. That was just the slang back then. There were certain Top Rocks called Latin Rock 

Davey D: Did certain cultural things in your back ground influence those dances?

Crazy Legs: Naw it was you were either Black or Puerto Ricanï¿½ The bottom line is what it really all comes to. We all lived in the same ghetto. There weren't too many differences. We were all on the same welfare and we all lived in the same projects. The segregation didn't exists when it came to Latinos and Blacks the way it may be in places like LA where you have straight up Black neighborhoods and straight up Latin neighborhoods. Out here in NY, my neighborhood consisted of everything. We shared our cultures. You have brothas who have no problem speaking Spanish out here. Brothas out here know how to go to a Spanish restaurant and order food. 

Davey D: What is Rocksteady doing these days? What do you see coming down the pipe?

Crazy Legs: We'll hopefully we ain't on no pipes [laugh]. There are two things I wanna do. One, I wanna open up a dance school thatï¿½s gonna have more than dance. Its gonna be an entertainment type of academy. Two, I would like for us to put together one more time an off Broadway show that's based upon what we wanna do as opposed to what other people are telling us to do. We just wanna do our story. We want it to be the Electric Boogaloos and Rocksteady Crew. 

Davey D:I understand that Rocksteady has been getting involved with politicsï¿½

Crazy Legs: Yeah, in fact we're getting a proclamation by Fernando Ferrer who is the Bronx borough president and now running for Mayor. The proclamation acknowledges Rocksteady as a group from the Bronx that is helping to preserve a dance form that started out in the Bronx. I personally have contributed to Fernando Ferrer's campaign. We also have a non-partisan voter registration drive during the anniversary as well. 

Davey D: Lastly.. Shout out all those pioneers whom we should all be trying to seek out and learn more fromï¿½You mentioned The Bronx Boys [TBB} and The Salsoul Crew.. Who were some of the others?

Crazy Legs: There was Star Child La Rock, Rockwell Association, The Zulu Kings, Rocksteady, TDK [The Disco Kings] . I also feel that a lot of the outlaw gangs contributed a lot as well especially when it came to the uprocking. There was the Savage Nomads, The Ching A Lings, The Seven Immortals. There are so many contributors to thisï¿½ This whole culture was really formed by a bunch of stick up kids that decided to do the right thing eventually. Thank God Hip Hop was there from them to do.. 



STORM 
When did you see breaking for the first time?
I saw the previews for Flash Dance in '83 and the video Buffalo Gals by Malcolm Mc Laren. But before that some of my friends already tried something similar. Of course it didnï¿½t quiet look the same. They said it was a new dance coming from NYC, but the way they did their moves was just not inspiring me at all, neither was it looking like breaking! 
What or who made you interested in beginning with it and when?
Well, I saw it and I liked it. Then a friend in my class told me he was trying it and was going to practice with somebody else that afternoon. He asked me if I didnï¿½t wanna come along and I got cought up so much, that I never stopped. 
What was special about breaking? What caught your eye?
Actually at first I was more atracted to the popping. The mechanical effect! But at the same time, when I saw the crazyness of actually dancing on the floor, with spinning on your back and head, that cought my eye the most. But in the days it was one thing for us. We didnï¿½t make a difference between breaking and popping. We didnï¿½t even know the name breakdancing! 
When did you begin to feel that breaking is something for you and that you wanted to continue practicing this beautiful art?
I developed pretty quick I guess. But from the moment I started, I spent more time practicing then anybody else around me. Then I got my first manager after only 4 months practicing. Through doing shows all over north Germany I met many other bboys and we exchanged. We kept contact and developed. After some time I just knew! 
What and who inspired you the first years?
If we are talking about the time from '83 to '84 it was everything they broadcasted on TV, which was mainly the Rock Steady Crew with their two top ten hits touring around Europe. New York City breakers which came along with Magnificent Force and Rock Steady for the Beat Street promotion tour and the Dynamic Rockers, who came to perform on German TV twice. But also the people I practiced with. We sucked up everything we saw on TV. And when one missed something, the other tried to explain the next day what he had seen. Nobody had video in the days. So we were dependent on our memory. 
What and who inspired you after the first years?
In '85 there was nothing to be seen on TV anymore. So it was just us. The last big influence was a video called "Electro Rock" which was filmed in London in '85. It blew us away and made us practice 100% harder. Thatï¿½s when my brother Speedy started and became my best practice partner. 
How was the scene back then when you started?
Especially when it started to die out around the end of '84 we were holding on to it even harder. The scene was tight. We all wanted to be Zulus which ment to live positive, not using drugs or drinking alcohol, we didnï¿½t need anything but our music. When the first Hip Hop jams were happening, the Beastie Boys kinda messed up everything, since they were the complete opposite and influenced Hip Hoppers to be exactly like them. That was in '87. I hated them. But the b.boys actually all stayed clean. We started travelling all over Europe just to meet b.boys, because we were getting less and less. On top of it, there was a new Hip Hop dance coming out that started as the "Roger Rabbitt" and was seen in all the new Hip Hop videos. A lot of breakers and poppers jumped on that and kinda drifted off. 
You began with doing a lot of powermoves? Tell us about your view of powermoves and why you started out by doing that.
Actually I was always practicing everything. Itï¿½s just that the powermoves always cought the eye the most. The footwork was the more fun part to do, but needs to be understood different. Back then, we made footwork for different reasons, then people are doing it today. We were floating on the rolling breakbeat, used the circle as a basic, changed circles and kept the flow, made our freezes to finish a set and not used the freeze as the main part in our solo, as many b.boys do it today. A lot of times it was getting so intrigued that only we understood why it was fresh! A different philosophy! But most of the people only remember the power moves part. We were so upset a lot of times, when we went to a jam and danced all night, and the next day when we got the video, guys always just filmed the spins, because nothing else was interesting for them. 
What's good breaking in your eyes? How should it be performed?
That depends who youï¿½re performing for. You are a bad performer, if your audience doesnï¿½t get what you are doing! A lot of people are saying that the main thing is that it has to be on beat, but that to me is a general principle of all dances, so I think youï¿½re just a bad dancer already if youï¿½re not on it! But more important is that you play with the beat and use accentuations. When youï¿½re dancing it looks a lot better if you can really interprete the music in your dance. But the whole execution is important. Make things seen that you want to be seen. Keep the energy and make it look dynamic, but easy at the same time. 
What did you feel when you saw the battle in Beat Street for the first time?
I was flashed! It was a dream. From that moment on I always wanted to have a battle like that, but it never really happened. In free battles, you usually battle at least for an hour unless one group really gives up before. I saw it at a friends house on video around christmas '84. I spent the holidays there, practicing everyday, ruining the tape by rewinding it too many times. 
How did you get your name?
On a premiere party for a documentary in New York I accidentially sweeped a voguedancer with a powermove combination. Later on we had dinner together with a couple of other dancers. Kwikstep said that it looked like the voguer got cought up by a storm, since I didnï¿½t stop and just continued with the same speed as before. So he kinda gave me the name. After that everybody called me the Stormguy! Also, because my real name Niels was hard to remember for them I guess. 
How old are You?
I get older everyday like everybody, but I am definately still too young to quit. Since I donï¿½t know when people are reading the interview, I am born in July '69. 
Which breakers do you think are the best in your eyes?
The ones that donï¿½t stop learning about the dance in total. The more foundation you have, the more complete you become. You can get a big name real quick by being very inventive. I go for that, too. I actually canï¿½t say whatï¿½s more important. I guess the combination of the both. If you only kick foundation, you might look boring. If you only do new innovative stuff, they say that you are not bboying. So! 
Which breakers have made you piss in your pants?
Nice question! I think the only one was Maurizio in '89, when I met him for the first time in Troyes/France on my first Bboycompetition. He won it, by the way. His style was so dynamic! 
Tell us about your most memorable battles.
In '89 I had the first battle with Battle Squad in Basel/Suisse against Jazzy Rockers. We were partly dancing on socks, because the floor was made out of cardboard and we destroyed it with our sneakers. We battled for about 3 hours straight. In '90 there was a the first jam in Oldenburg/Germany and some guys thought they were all that. Swiftrock and me were teasing them for the battle by doing all moves the wrong way. We looked really like beginners. After the battle started, we sent Speedy who was only 16 years old, out first to do some damage on them and already, they came with their best moves. Then we killed them quickly. What was really nice about it, that there was an MC from the US who documented the moves by rhyming over the beat. That encouraged you even more! 
Tell us about Battle Squad. The history, the members.
Our group was formed in late '88 by Swiftrock from Kiel and Franklin and Takit from Zï¿½rich. Next members were myself and Jay also from Zï¿½rich in early 89. Franklin then recruted Laurent and Nabil from Paris, and in late '89 Maurizio and Emilio from Italy joined us. Xavier from Actuel Force/Paris was in it at some point, too, but in the days, Franklin was the only guy who really spoke french in the group and since he left in early '90 the french members left with him. In '91 we won the Battle Of The Year and went to NYC after that. Maurizio went with Rock Steady Crew and we kept the group with just Emilio, Swift, and me until '94. When we won the Battle Of The Year in '92, we actually didnï¿½t even want to participate for a lot of reasons. One of them was, that Emilio had to work that day. Well, Swift and me were pissed, because some people said that now, we were just afraid that we will loose. So we took the title again, by just the two of us. For some reason we lost contact of Emilio, nearly at the same time we recruted my brother Speedy. I havenï¿½t heard from him since we were at the Zulu Anniversary in NYC in '94. From '96 until about 2000 we almost didnï¿½t do anything together, really. Then we were mainly doing shows together again and my partner Kane from Paris became Battle Squad member. So now itï¿½s Kane, Speedy, Swiftrock and me and itï¿½s fine! 
What do you think about breaking today?
B.boying changed drastically. Itï¿½s definately not the same anymore as it was in the 80's. fashion moves came and went, like it was the windmill in '84, the flare in '85, the track in '86-'87, headspins and one hand 1990 until '93 and airtwist from then until today, with hollowbackfreezes! The US westcoast came with a completely different style, which in my opinion deserves a new name. I am not really a fan of categorizing it like that, but a lot of people say that what we are doing is the european style, which in a way is contradictive, since we always wanted to look like the New Yorkers! But still itï¿½s different, since we developed a whole lot of different steps that became our foundation as well as the b.boys constantly did on the Westcoast of the US. I really like what the new generation is doing and itï¿½s very esthetic, but itï¿½s just not the same philosophy. Well, the music changes, the dance changes! Itï¿½s just normal! 
What do you think about Swedish breaking in the 90's?
I met Throw Down, Puke/Mathias from Uppsala and Maxi at a jam in '92. Everybody else kind of stopped at that time. I think Elvis was just about getting into it again! I was very surprised with the level the swedish had in the late 80ï¿½s! They would have roasted us easily. In '92 I still liked it of course, especially Niko and Freeze from Throw Down! 
About the clean jam '92, You met Throw Down for the first time, Ken Swift was impressed about them, how about you? They had different style?
Actually Jazper came to Frankfurt with Andreas from Moves Per Minute in February '92. And I met the whole group in Uppsala 3 months later. Niko was the most innovative one at that time. Jazper had some nice moves, like his backspin into 1990! Freeze was holding back a bit at the time, but was mad clean and Stammis had good jumpturtles and stuff. I really liked the group. I got to hang most with Jazper and Freeze, since we were dancing for money on the streets as well. 
What do you do when you are not breaking?
Popping and locking now! I really got into these dances ever since '96. Swift and me both had mad injuries in '95 and '96. In late '96 Swiftrock opened up a shop in his hometown Kiel, so I was doing shows by myself. At first I was only extending my solopiece with a little popping and locking but then really got into it again. On top of it, the spirit we had in b.boying in the days is still the same in these dances. Itï¿½s a lot more fun, and people want to exchange and have a different attitude, comparing to bboying now. Itï¿½s just not about battling and being the best, but mainly about having fun. 
What future plans do you have?
Right now I am touring so much, that I would like to have some time home again. When youï¿½re in a different country or city almost every week, your life is getting crazy out of balance. In 2002 I only spent 8 weeks in Berlin. I canï¿½t keep on living like that. So one of my long term future plans is, to direct a theatre. 
What do you think you have accomplished when it comes to breaking?
It definately helped forming my character. All the circumstances I met! But when we talk about moves, what really beautiful is, when I see b.boys breaking and they do moves that I came up with or even developed them further. That really makes me happy. Because it shows me, that my moves live on in them and that it was not for nothing what I created. There were never really any goals like being the best or something like that. One thing I accomplished for sure is that I can live of the dance. I am doing my thing, my show, my production. Thatï¿½s what I always wanted to do. 
What's most fucked up about breaking today?
Itï¿½s getting more and more agressive. Many people dance for the wrong reason. If they have personal problems with their opponent they should go and fight. If one wants to battle me and showing me his hate, his middle finger or different stupid gestures without wrapping it into some good technique, I step away. That doesnï¿½t have anything to do with the dance in my opinion. Battling only makes sense if you give an answer to the question. You can only do that in the same language. 
Tell us about your worst injuries.
I fractured a vertebra and got a blowing disc in my upper spine in '95. Then I was running around with a bad adductor for almost 2 years from '91 to '93, and I broke my knee in '86. 
Fin
PRINCE KEN SWIFT INTERVIEW

Space Capital: How was breaking introduced to you?

Ken Swift: The first time I saw breakin' it was shown to me by a friend. I didn't know what he was doing, because we never had a conversation about the dance he was learning. When someone shown me the steps and told me about Bboying' it was in 1978. It was Doe who shown me the shuffle (side shuffle part of the footwork technique). He told me he saw kids in the Bron doing this dance. Doe and his cousin used to go to the Bron to check out these kids dancing. These kids from the Bron called the dance rockin'.

SC: What name was used to identify this dance? Were they using bboyin' or rockin'?

KS: Both of the names were out. I didn't used bboyin', I used breakin' a lot. People called it breaking', and rockin'. People say rockin' a lot, but they called it bboyin'. The name bboyin' were already out.

SC: What about the evolution of this dance? I read and heard people talk about how it evolved Top rocking, foot works, and in the 1980s came power moves. You were there, I'm from Chicago, and when I First saw this dance this process was already completed?

KS: Everything evolves, people were doing forms of these dances for many years. They take on the different environments and situation. So many hours of kids doing it every day in New York, it just progressed. I can't exactly tell you when things cam e out. I like to specify moves also. Rather then say when did power moves start happening. My interpretation regarding power moves are different. What is their perception of power? Do people think a windmill is a power move? I questioned a lot of the term inology, and I don't want to change them.

Some of the moves that are called power moves really aren't power moves. They are flexibility, repetition, and momentum moves. Because the first blast is power. If you have good flexibility and you get the technique u you aren't using power anymore. You are using speed and momentum, then you are gone. If you ever have done windmills or continuous backspins once you get that burst of energy, you are off to the races just like head spins. At the beginning you have t o push to get that speed, once you are on your head you are gone. Now what carrying you is momentum it's like a propeller. So when we say power, I look at some of the moves that I do, and older bboys has done required strength. Moves like chair freezes, and power to me is like stopping fast movement at the drop of a dime. That's power, because you have to stop your speed. You know, when you are going very fast then you stop, and you're holding yourself up in a freeze on your arm, that's power.

SC: A lot of people talk about the foot work (style) and a lot of the guys today don't really know the names, like they know the windmills and head spins. Are there names for the different way you move around, because you have a lot of different foot works?

KS: To me foot works are leg works, they are the foundation elements like swipes, sweeps, shuffles, CC, there so many terminology that came up in New York over time. I just try to combine them with each other, and that's what I called foot works. To me each person has his or her own style; style comes from the person. People say he's doing those style moves, I don't really understand that, because you put your style in a move. You don't really have style moves; you know what I mean. The way I do a baby' is different from the net man.

There different styles of breakin', there's a style that involves a lot of spins, there's a style that involves foot works, there a style that involves quick freezes and acrobatics flips. All of these things that bb oys do, they gave a name to it. I remembered names when I came into the bboy world. I remembered turtles, crabs, spiders, swipes, and tracks; there are so many names. When you get funky and you start bugging into your own technique, you start giving them your own names. So you can remember them.

SC: What about this capoeria because some people said it doesn't have anything to do with breakin' and some people said it does. Maybe this was the evolution part of different generations. I heard people said karate, and different dances formed the art form known as breakin'?

KS: I have to reply to your question personally, because until someone really step up and said anything about certain years or time when they came and brought capoeria out to the streets of New York and said it became breakin' I can't look at anythi ng that is factual. There maybe a person that did that or there may not, I don't know, I started in 1978, and I really gotten into it at 1979. I wasn't there from the very beginning; I want to clarify that it started si or seven years earlier. This is why at I heard, and personal I never saw capoeria until 1990 or 1991. I never saw it before, I just missed it, and I don't know why. It wasn't like we were watching that back in the days either. We were watching Kong fu movies, and Kong fu movies are were we got a lot of our admiration for dancing.

SC: I read articles from the media and other people regarding capoeria.

KS: I remembered when I was 14 or 15 years old and I was so happy to be rockin', man, because up to that point of my live I never saw it before. It seems like only the kids in the hood know about it. I feel so happy about that, because my people (family) couldn't said nothing to me, my teachers couldn't said nothing to me, and when the media came they didn't know what the hell where going o n. So I felt like we had control over this dance, This was our thing, and it made me feel so good.

SC: When did you started taking bboyin' serious?

KS: You know, the thing about it is I always love to bboy. I don't think I really did take it serious. I just love it so much. Now that I'm older, there are a lot of politics, and a lot of things that come into play. I'm stubborn, you know, so I try to train. There's months that I take it serious, and there's months I don't do it at all, but when I do it, I'm find. I really don't think I ever trained hard, and if I did it was fun. I wish I had been serious back in the days. I was into hanging out to , you got understand, we were coming up, we were not thinking this was going to be our future.

This was going to be our jobs, now we going to be career dancers. Nobody was thinking about becoming career dancers. Not me, that for sure, I was into hanging out. Taking it serious to me means a lot. It's very few young people know how to take this s serious, because you so young when you do, why take it serious when you bugging out having fun. Trying to build a rep and you feel like super hero, you feel like a boer climbing this ladder. You could take it serious and train everyday, If you get too serious with it, I don't think you will be able to let yourself go on the dance floor.

SC: How did you go about getting your nickname?

KS: Back in the days I was writing graffiti before I started breaking. I had a few graffiti names and I started tagging Ken. I started Young City Boys.

I was rocking, so I called myself Ken Rok, but I didn't want to be like everybody else, so I spelled it R.O.K. to make it more street, you know, like different. I didn't want it to be so common so I just put Ken Rok. It was also Ken ski; I liked the word SKI. There was a lot of ski in the streets. People who were into Emee, Dj'ing, and breaking they had ski in there names Rockwell Rock, Ski, Dee, and I like SKI. I also started a crew called Swift Kids Incorpor ated, with stood for SKI, also Ski crew. I started getting nice and people started saying this young kid right here is coming out. He's going to do something. I don't remembered how I gotten the name Ken Swift; but I liked the word SWIFT, you know.

SWIFT kind of spoke about what I did, yo u know. It sound cool to me, Then I had Prince Ken Swift, and that name was also popular to Emee, and Dj'ing. That was like a street terminology name Prince Whipper Whip, Prince this and that. That name was good for performing on stage. Then I say I don't like that Prince stuff so I just say Ken Swift to keep it simple. I always liked to miss with letters, when I went to graffiti we miss with a lot of letters, because you wanted good letters for cool names. I broke SWIFT down to S wift wizard and footwork techniques SWIFT.

SC: Could you name some of the crews you were down with regarding bboy.

KS: Bboyin' crews were always just YCB and RSC all my life. I did everything RSC done from the beginning. Just that I was an underground shy kid. I wasn't really political; I wasn't good for speaking in front of cameras. I really didn't wear my name s on my shirt that much. Everything that RSC did when they blew up, I was a part of it. I don't think many people knew that. You got to give credit to the people that are known because they took the opportunity and they had it in them to do what it take t o put themselves out there. That's the way it was, and I don't have any regrets about it.

SC: One of the most famous battles people talked about still today is between RSC and NYCB in the movie Beat Street. People on bboy.com always asked the question, "was the battle fied or was it a real battle"?

KS: It was like this, they had to stop and go, this was a film. They had to cut, they had to change lens, and they had to change position of the camera. We were going at it; we were bboys we are not actors. We were trying to out shine each other. Pe rsonally my head wasn't screw on right around that time. I was hanging out a lot; I was wild. I wasn't really paying attentions to the thing people were saying in the crews and the dancers. - I just dance. I just went out there and bug out.

SC: You did a dope move in the battle, I remembered that move you flip over and landed on the floor?

KS: its called Kaboom. There was a lot of editing in the movie (Beat Street), We were dressed up in thick cotton in front of hot lights. We were sweating up a storm and they were in some nice breathable nylon jogging suits, and the floor was wood, so it worked to their advantage. I'm not going to get into that, because that wasn't the best battle I was in, that was a corny battle. The battle was a little better in First Class. We battled them after the movie, everybody were talking so much garbage, we say just battle them in the Bron between where their people were at and w here we were at. Everybody knew about it and it was no cameras, and it was a straight up battle in the club shit, and we went up there and battled them and we took them out. We took them out in front of the producer, and director of the movie, and a lot o f other people who were up there. I think we were more of a unit, and more of a crew. We were tighter as a crew. At that time they were recruiting people and putting people in there Crew. People were coming from different crews, and they were very talented and dope bboys, man, but they were not as tight as a crew. We roll as a crew when we battled. We just totally dominated them because it was more of a crew approach. We were t hrowing routines at them they never saw before. You know like battling today I don't like it.

SC: Why you don't like battles today?

KS: I'm putting my crew back together, The Seven Grand Masters, when I do get my unit together you will see what I'm talking about.

SC: Could you name some of the projects you were involved in?

KS: I did a lot of stuff to this day. I can't believe how much I traveled, man.

It's a beautify, I feel blessed. I feel like it is a blessing from god.

SC: How about the present dance scene?

KS: It's difficult for me because I travel so much and I do a lot of traveling around the world. I see myself as an ambassador to the dance. The scene

Varies, you know. Certain people aren't really interested in learning about the dance that much. They are interested in calling themselves the best and saying they can do this better then the net man. It does seem like no one trying to educate him or her. I know underground there are, I know there are a few heads that say wait a minute there more to this dance. I really think that the dopiest bboys are the ones who do their homework, and interested in learning about what came before them. That's the way you become an intellect dancer. If you have an arsenal of a lot of information, information and knowled ge is what made the physical become something.

You can't come up with a dope combination without thinking. Some people fly off the top of the dome, but it's spontaneous and sometimes it does not work. If you jump in the air and your mind does not tell yo ur hand to go down in front of your face, you're going to land on your face, so bboyin' is mental. You got to listen to the beat through your ear, and that is the first mental connection. You hear that beat and it move you, your mind is absorbing it, then it transcend into physical energy. I always was the one who asked questions and tries to figure out what's happened before me, and I have the utmost respect for the older headz.

SC: How do you feel about the direction bboyin' is going?

KS: That's a strong statement to say bboyin', because I don't think it's that many people bboyin' right now. There is a lot of people break dancing, and there are a lot of people breaking. I take it very seriously, man, I been trying over my career (which I don't think I done fully), but I been trying to preserve a lot of old moves and old styles. I respect them so much that I have fun doing them and it like paying honors to what was giving to me.

Even thought there are new moves and you got to be c onstantly doing what's new I don't like turning my back on the foundation of what I do now. A lot of times I do those foundations moves people don't react. They don't like them, because they are waiting for me to eplore my elbow out my body and land on m y fucking ear lobe. That's what people are waiting for now, and that's understandable. There are more to bboyin' then that- Bboyin' is dancing. I remembered brothers dancing, now people are not dancing. A lot of people are, but I don't like to generalize, but it seems like the majority of people are not.

SC: I saw videos and I go places to see dancers. It's mostly about moves- doing something very eplosive, but the foundation is not there. I remembered in Chicago, in the early 80's, we used to see productions on Channel 11 from New York. These bboy s had some outstanding foot works back then, I don't see that many people with detail foot works.

KS: That's the essence of the dance. The other thing to add with that people around United Sates and Europe they forget that we were primitive, we didn't have no video cameras back in the days. The videos That circulated this part of the states were videos of people who came to the city (New York). They only came and ran into a few people and those are the ones that are circulated. Do you know how many incredible bboys never were caught on videos fr om New York? I never try to make it seem like RSC was the only ones from New York. There were so many dope crews, man; you know what I'm saying. Dope bboys with incredible moves, new age bboys coming out in 81/82 it was sick. A lot of people don't know ab out that, they see the RSC thing we were cool.

We were foundation bboy crew. We had power moves kids in our crew, and the one thing about RSC we were versatile. We had talent; everybody had something about himself or herself. They tried very hard to make it standout. A lot of crews looked the same. Some of them had a couple but they really couldn't whole their weight. There were some crews that were all power moves crews- all the kids were dope with power moves, but those kids never gotten a spot on videos and it circulated. If they did people wouldn't be saying what they are saying in other parts of United States and Europe. New York started lots of the moves.

MR WIGGLES HIP HOP TIMELINE:----- SAN DIEGO IS DEFINATELY REPRESENTED ON THIS!!!!
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HIP HOP/FUNK STYLES DANCE
In the mid 20's
Earl Tucker ("Snake Hips") was a performer at the Cotton Club during the days of Duke Ellington. His style of dance is defintly related that of waving that you see young Hip Hop dancers still doing today. and he also had similar floats and back slides that he used in his act as well.
read more about him
1940
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HIP HOP MUSIC
IN JAMAICA THE 1940'S THOMAS WONG BETTER KNOWN AS "TOM THE GREAT" SEBASTIAN
BEGAN USING A BOOMING SOUND SYSTEM AND AMERICAN RECORDS TO STEEL CROWDS FROM LOCAL BANDS.
1950
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HIP HOP MUSIC
COMPETITIONS BETWEEN TO MAJOR DJ'S IN JAMAICA LEADS TO THE "SOUND CLASH"
COXSONE DODD'S "DOWN BEAT" -VS- DUKE REID'S "THE TROJAN"
THESE DJ'S BATTLE IT OUT WITH EXCLUSIVES AND SPECIALS
1956
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HIP HOP
CLIVE CAMPBELL OTHER WISE KNOWN AS "DJ KOOL HERC" WAS BORN IN KINGSTON JAMAICA, AND WOULD EVENTUALLY BE KNOWN AS THE FATHER OF HIP HOP CULTURE
WRITING (GRAFF)
"VAUGHN BODE" CREATES THE "CHEECH WIZARD CHARACTER "THAT BECAME FAMOUS WITH WRITERS ALL OVER THE WORLD
1959
BACK TO TOP
HIP HOP
THIS IS A SECTION OF A PARAGRAPH TAKEN FROM: "The evolution of rap music in the United States by Henry A. Rhodes", WITH REFERENCES TO: Steven Haver in his book, "Hip Hop; the Illustrated History of Break Dancing, Rap Music and Graffiti,"
In 1959 Parks Commissioner Robert Moses began building an expressway through the heart of the Bronx. As a result, the middle class Italian, German, Irish, and Jewish neighborhoods disappeared overnight. In addition, businesses and factories relocated and left this borough. These exiting middle classes and businesses were replaced by poor black and Hispanic families. Accompanying these poor people were crime, drug addiction, and unemployment.
www.hiphopcity.com/histor...nofrap.htm
1962
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HIP HOP MUSIC
"JAMES BROWN" RECORDS THE "LIVE AT THE APOLLO (LP)" THAT FEATURES A DRUMMER NAMED
"CLAYTON FILLYAU".
CLAYTON'S DRUM SOUND ON THIS RECORD, INFLUENCES THE NEW DRUM SOUND KNOWN TODAY BY HIP HOPERS AS THE "BREAK BEAT"
1965
BACK TO TOP
HIP HOP
Muhammad Ali, born Cassius Clay in 1942 in Louisville, Ky., won a gold medal in the 1960 Olympics and then turned professional. In one of the most famous boxing matches of the century, Clay in 1965 stunned the world by beating apparently invincible, world heavyweight champion Sonny Liston in six rounds. Before the match, a supremely confident Clay, spun out one of his to be famous rhymes: “Sonny Liston is great, but he'll fall in eight.” After defeating Liston, Clay announced his conversion to Islam and changed his name to Muhammad Ali.
Clay would also go on to say the famous "Float like a butterfly, sting like a bee" rhymes, that also helped influence what is now called RAP.
Clay comes out to meet Liston
And Liston starts to retreat
If Liston goes back any further
He'll end up in a ringside seat.
Clay swings with a left,
Clay swings with a right,
Look at young Cassius
Carry the fight.
Liston keeps backing
But there's not enough room
It's a matter of time.
There, Clay lowers the boom.
Now Clay swings with a right,
What a beautiful swing,
And the punch raises the bear,
Clear out of the ring.
Liston is still rising
And the ref wears a frown,
For he can't start counting,
Till Sonny comes down.
Now Liston disappears from view.
The crowd is getting frantic,
But our radar stations have picked him up
He's somewhere over the Atlantic.
Who would have thought
When they came to the fight
That they'd witness the launching
Of a human satellite?
Yes, the crowd did not dream
When they laid down their money
That they would see
A total eclipse of the Sonny!
I am the greatest!
thanx Jackson Carl
WRITING/GRAFF
AROUND THIS TIME BROTHERS LIKE CORNBREAD OUT OF PHILADELPHIA WERE STARTING THE WRITING/ GRAFF MOVEMENT
1967
BACK TO TOP
HIP HOP
KOOL HERC MIGRATES TO THE BRONX FROM JAMAICA AT AGE 12
HE WOULD EVENTUALLY ATTEND ALFRED E SMITH HIGH SCHOOL, AND BECAUSE OF HIS SIZE AND THE FACT THAT HE WORKED OUT ALLOT. KIDS WOULD REFER TO HIM AS HERCULES, AND EVENTUALLY HE WOULD BECOME A WRITER AND CHANGE HIS NAME TO KOOL HERC
HIP HOP /FUNK DANCE
OAKLAND NATIVE "IRON MAN" (ALBERT MILTON) PERFORMS ON LOCAL "JAY PAYTON" TVSHOW.
HIS STYLE WAS CONSIDERED A COMBINATION OF THE JAMES BROWN SKATE WITH ELEMENTS OF PANTOMIME, WHICH WOULD LATER BE THE FOREGROUNDS TO MANY OF THE FUNK STYLE DANCES.
AUDIONAUGHTS.COM
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BACK TO TOP
HIP HOP
AROUND THIS TIME A GANG BY THE NAME OF THE SAVAGE SEVEN WOULD HIT THE STREETS OF THE EAST BRONX AND EVENTUALLY BECOME THE BLACK SPADES, THEN THE ORGANIZATION , AND ULTIMATELY THE
ZULU NATION
HIP HOP MUSIC
OCT. 29'th "JAMES BROWN" RECORDS A BBOY ANTHEM "GIVE IT UP OR TURN IT LOOSE"
WITH "NATE JONES" ON THE DRUMS (KING RECORDS)
HIP HOP/ FUNK DANCE
AROUND THIS TIME A BROTHER BY THE NAME OF "RUBBER BAND" ALONG WITH ANOTHER BROTHER BY THE NAME OF "APACHE" , BOTH FROM BROOKLYN, TOOK A POPULAR NEW YORK CITY GANG DANCE AND BROUGHT IT TO THE NYC DISCOS AND THUS WAS BORN THE DANCE WE KNOW TODAY AS "UPROCKIN", "ROCKIN", AND BECAUSE OF HOW BROOKLYN WOULD MASTER THIS DANCE, WE WOULD LATER CALL IT "THE BROOKLYN ROCK"
UNITEDUPROCKERS
1969
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HIP HOP MUSIC
OCT. 1st "JAMES BROWN" RECORDS THE FAMOUS SONG "SEX MACHINE"
WITH "JOHN STARKS" ON THE DRUMS (KING RECORDS)
NOV. 20'th "JAMES BROWN" RECORDS THE CLASSIC "FUNKY DRUMMER"
WITH THE FAMOUS "CLYDE STUBBLEFIELD" ON THE DRUMS (KING RECORDS)
1970
BACK TO TOP
HIP HOP MUSIC
THE LAST POETS PUT OUT THERE FIRST SELF TITLED ALBUM ON DOUGLAS RECORDS. THEY EVENTUALLY MAKE AN IMPACT ON HIP HOP CULTURE
DEEJAY U-ROY HOTS JAMAICAN POP CHARTS WITH 3 SONGS IN THE TOP TEN,
FEATURING A STYLE KNOWN AS "TOASTING" ONE OF THE FOUNDATION FOR WHAT WOULD SOON BE CALLED MCing (RAP)
HIP HOP/ FUNK DANCE
DON CAMPBELLOCK a Trade Technical College student
accidentally stumbles across creating a dance called "CAMPBELLOCKING" which will eventually be featured on SOUL TRAIN and take the world by storm.
AROUND THIS TIME IN OAKLAND CAL. GROUPS LIKE "THE BLACK MESSENGERS" AND "THE BLACK RESURGENCE" (GROUPS THAT PERFORMED FOR THE BLACK PANTHERS AND RALLIES DEALING WITH THE BLACK POWER MOVEMENT) WERE DEVELOPING AND INNOVATING A STYLE OF DANCE BASED ON R.O.T.C . DRILLS TO MUSIC, THEY WOULD ALSO CREATE A STYLE CALLED CATCH ON THAT WOULD FURTHER ADVANCE THERE STYLE OF ROUTINES. THESE ARE THE MORE GROUND WORKS TO STICKIN, STEPIN, AND MANY OTHER FORMS OF FUNK DANCE.
1971
BACK TO TOP
HIP HOP MUSIC
"ARETHA FRANKLIN" RECORDS THE FAMOUS BBOY SONG "ROCK STEADY"
WITH "BERNARD PURDIE" ON DRUMS
WRITING/GRAFF
AROUND THIS TIME A YOUNG GREEK KID GOT INSPIRED BY SEEING "JULIO 205" TAG, THE HE DECIDED TO PUT HIS NICK NAME NEXT TO A 183 STREET SIGN AND THUS WAS BORN THE FAMOUS "TAKI 183"
"TAKI 183" DOES AN INTERVIEW FOR THE NY TIMES WHICH SETS OFF A WRITING SPREE
1972
BACK TO TOP
HIP HOP MUSIC
MAY 9'th "JAMES BROWN" RECORDS A SONG THAT WAS A LINK TO BBOYIN " GET ON THE GOOD FOOT"
WITH DRUMMER " JOHN STARKS"
JIMMY CASTOR BUNCH RELEASE A BBOY ANTHEM
"IT'S JUST BEGUN" (RCA)
RUFUS THOMAS RELEASES "DO THE FUNKY PENGUIN" (STAX)
WRITING (GRAFF)
EVA62,HARRY89, JUNIOR161, CAY161, AND CC10 PAINTED WHAT IS PROBABLY THE BIGGEST PAINTINGS TO DATE ON A BROADWAY LINE SUBWAY STATION.
THE SOUL ARTISTS CAME TO GHETTO FAME
Tracy 158, Futura 2000 and Ali
"SUPERKOOL223" DID WHAT IS NOTED AS THE FIRST "MASTER PIECE"
HE WOULD FURTHER HIS PIONEERING ACCOMPLISHMENTS WITH WHAT WOULD BE THE FIRST TOP TO BOTTOM PIECE (" HONDO" ADDED TO THIS ACCOMPLISHMENT AS WELL), SUPER KOOL ALSO PUT THE FIRST OVEN CLEANER CAP ON A SPRY CAN TO MAKE WIDER SPRAYING. THUS WAS BORN THE FAT CAP

HUGO MARTINEZ STARTS UNITED GRAFFITI ARTISTS
TRACY 168 THE INVENTOR OF THE WORD "WILD STYLE" STARTS A MAJOR WRITING CREW CALLED "WANTED"
HIP HOP/ FUNK DANCE
THE BLACK MESSENGERS PERFORM ON THE "GONG SHOW". BUT BECAUSE OF THE CONTROVERSY OVER THERE NAME, THEY WERE ONLY ALLOWED TO PERFORM UNDER THE ALIAS "MECHANICAL DEVICES".
SOUL TRAIN TAKES OFF ON TV
1973
BACK TO TOP
HIP HOP / HIP HOP MUSIC
"DJ KOOLHERC'S" FIRST JAM 1520 SEDGWICK AVE. ,BRONX, NYC
IT WOULD BE FOR HIS SISTERS BIRTHDAY PARTY
HIS STYLE OF MUSIC WAS MADE TO GET THE CROWD JUMPIN, HE DID THAT BY BUYING TO COPIES OF EACH RECORD AND ELONGATING THE BREAK PART (THE FUNKY DRUM SOLO SECTION) OF THE RECORD BY MIXING IN BOTH RECORDS BEFORE THE BREAK WOULD END. THUS WAS BORN WHAT WE CALL TODAY "BREAK BEATS'
THE REGGAE MOVIE "THE HARDER THEY COME"
STARING JIMMY CLIFF FEATURES THE TALENTED "SCOTTY" TOASTING ON THE SOUNDTRACK.
"THE ZULU NATION" WAS FOUNDED BY A YOUNG STUDENT OF STEVENSON HIGH SCHOOL, IN THE BRONX NAMED "AFRIKA BAMBAATA"
ORIGINAL A BBOY CREW CALLED THE "ZULU KINGS"
HERCS FIRST DJ JOB AT A CLUB CALLED THE TWILIGHT ZONE
BOB MARLEY AND THE WAILERS RELEASE THERE BREAKTHROUGH LP
"CATCH FIRE"
MICHAEL VINER'S THE INCREDIBLE BONGO BAND RELEASE A BBOY ANTHEM WITH THE HIP HOP HIT RECORD
"APACHE" (PRIDE RECORDS) ON THE "BONGO ROCK" ALBUM
THIS ONE TIME MOWTOWN SESSION GROUPS WHICH WAS RUMORED TO HAVE BEEN THE BAND BEHIND THE TEMPTATION'S "CLOUD NINE" WOULD MAKE A COVER OF THE SHADOW'S "APACHE" AND BLOW IT UP TO BE ONE OF THE GREATEST (IF NOT THE GREATEST) BBOY ANTHEM OF ALL TIME
THE RECORD "HUSTLERS CONVENTION" WAS RECORDED BY LIGHTNING ROD OF THE LAST POETS
WRITING (GRAFF)
NEW YORK MAGAZINE DOES AN ARTICLE ON WRITING THAT FEATURED A DRAWING DONE IN BUFFALO MARKERS BY "SNAKE1" AND AN "EL MARKO" TAG OUTLINED WITH A BALL POINT PEN BY "STAY HIGH" WHICH HELPED TO SPARK THE USE OF BLACK BOOKS. AND GIVES AN AWARD TO TAKI FOR BEST PIECE.
HIP HOP/ FUNK DANCE
AROUND THIS TIME YOUNG DANCERS WOULD HIT THE PARTIES THAT KOOL HERC WAS PLAYING AT AND THE MUSIC THAT HERC PLAYED INSPIRED THESE YOUNG CATS TO DO MOVES THAT WOULD LAY THE FOUNDATION FOR HIP HOP DANCE. HERC SEEING THESE YOUNG DANCERS WOULD EVENTUALLY CALL THEM "BBOYS" (AS WELL AS PEOPLE WHO WOULD SHOW UP TO JAMS AND BREAK SH&T UP)
WHICH WOULD LATER BE INTERPRETED AS BREAK BOYS, BEAT BOYS, OR BRONX BOYS.
SUCH NOTABLE DANCERS WERE KLARK KENT, THE NIGGA TWINS, SAU SAU, TRICKSIE, JAMES BOND, THE AMAZING BOBO, EL DORADO MIKE, AND MANY MORE.
SOMEWHERE DURING THIS ERA A LEGENDARY BATTLE TAKES PLACE BETWEEN TWO OF THE TOP BBOYS OF ALL TIME.
SAU SAU -VS- TRICKSIE
THE OUT COME WAS SAID TO BE SAU SAU WINNING IN A GREAT BATTLE
1974
BACK TO TOP
HIP HOP MUSIC
JUL.17'th "JAMES BROWN" RECORDS THE SONG THAT BECAME THE FOUNDATION FOR DRUM PROGRAMMING FOR RAP RECORDS. "FUNKY PRESIDENT"
WITH "ALLAN SCHWARTZBERG" ON THE DRUMS
Rudy Ray Moore makes the classic black film "DOLEMITE". Filmed on a small budget made through Rudy Ray Moore's classic comedy records and performances. Rudy Ray Moore's Rhyme style of comedy is definitely an inspiration to what eventually became known as MCin (RAP).
Excerpt from the official Rudy Ray Moore website:
DOLEMITE features some of the greatest dialogue in film history. When confronted by crooked FBI agent, Mitchell and White, Dolemite warns, "Man, move over and let me pass. Or you'll hada be pullin' these Hush Puppies out yo muthafuckin' ass!!" When Dolemite approaches Creeper, known as the "Hamburger Pimp" he is warned "You better get on before you get jumped on! I'm so bad I kick my own ass twice a day!" Not to mention numerous other trademark lines you'll catch yourself repeating. Moore even has time to deliver some of his stand-up. "Shine and the Great Titanic" is done for some men in a parking lot that need proof he is Dolemite, and "The Signifying Monkey" is performed on the re-opening night of his club.

thanx Jackson Carl
AROUND THIS TIME ONE OF HIP HOP'S ALL TIME CROWD PLEASER DJ/ MC'S "LOVE BUG STARSKI" STARTED MAKIN REFERENCES TO THIS CULTURE USING THE WORDS
"HIP HOP"
ACCORDING TO LEGENDS LIKE "BAMBATTA", STARSKI IS ONE OF THE PEOPLE RESPONSIBLE FOR THE WORD HIP HOP AS A SLANG AND A NAME FOR THIS CULTURE.
WRITING (GRAFF)
NYC's MTA FIGHTS BACK AGAINST WRITING BY STARTING A WAR ON GRAFF
HIP HOP AND FUNK DANCE
MICHAEL JACKSON DOES HIS FAMOUS ROBOT TO "DANCING MACHINE"
1975
BACK TO TOP
HIP HOP
HERCS GETS A JOB DJ'ING AT THE CLUB HE WAS AFTER. THE" HEVALO CLUB" IN THE BRONX
AROUND THIS TIME HERC WOULD GET A BROTHA BY THE NAME OF COKE LA ROCK TO SAY CROWD PLEASER RHYMES ON THE MIC WHICH WOULD THEN LAY THE FOUNDATION FOR MC'IN OR LATER KNOWN AS RAP
HIP HOP MUSIC
"DJ GRAND WIZARD THEODORE" INVENTS THE SCRATCH WHILE TRYING TO HOLD A RECORD IN PLACE WHILE HIS MOTHER WAS YELLING AT HIM. THE NEEDLE WAS STILL ON THE RECORD SO IT MADE THAT SHIGA SHIGA SOUND WHICH HE LATER ON TURNED INTO THE SCRATCH.
WRITING/GRAFF
GRAFF CULT HERO, AND UNDERGROUND COMIC BOOK LEGEND "VAUGHN BODE" DIES, BUT HIS LEGEND WILL LIVE WITH GRAFF WRITERS FOR ETERNITY
1976
BACK TO TOP
HIP HOP
THE MERCEDES LADIES WERE FOUNDED, THEY WOULD PAVE THE WAY FOR FEMALE MC'S
Baby D, Sherri-Sher,RD Smiley,Zina-Zee,DJ LaSpank,Eve-a-Def
The Mercedes Ladies were the sister group to the Original L'Brothers. DJ Grandwizard Theodore, Mean Gene, Busy Bee Starski, (not Lovebug) Ruby Dee, Waterbed Kevie Kev, Master Rob. We were DJ Baby Dee, DJ RD Smiley, DJ La Spank, MC Sherri-Sher, MC Eve-a-Def, MC Zina Zee. We became honorary Zulu Queens in 1978 because the Queens had beef with us and thought we didn't respect Lisa Lee. (Not True.. We dug Lisa) Bam deaded that by making us ZULU Queens so there could never be beef...
DJ AFRIKA BAMBAATAA PLAYS AT THE BRONX RIVER CENTER
TDK, TBB, AND ROCKWELL -VS- STARCHILD LA ROCK (FEATURING TRAC 2 2, SPY AND JOJO) WITH THE HELP OF JOJO AND SPY'S PATENTED SHOE SHINE ROUTINE, STARCHILD TOOK THE BATTLE
1977
BACK TO TOP
HIP HOP MUSIC
THE CRASH CREW WAS FORMED IN HARLEM NEW YORK. E.K. Mike C,La Shubee, Barry Bistro, G-man, Reggie Reg, DJ Darryl C.
DJ KOOL HERC WAS NEARLY STABBED TO DEATH AT ONE OF HIS PARTIES
PARLIAMENT RELEASES THE FUNK HIT "FLASHLIGHT" (CASABLANCA)
KRAFTWERK A GERMAN BAND RELEASES THE FAMED SONG TRANS EUROPE EXPRESS
WHICH WOULD LATER BE THE FOUNDATION FOR AFRIKA BAMBAATAA'S ELECTRO FUNK SOUND
WRITING/GRAFF
THE TRANSIT AUTHORITY STARTS A MAJOR BUFF IN A CONEY ISLAND TRAIN YARD WITCH WOULD COST THEM $400.000.00 ANNUALLY. THEY USED A CHEMICAL MIX OF PETROLEUM HYDROXIDE. WHICH WAS REFEREED TO AS ORANGE CRUSH BY WRITERS (NAMED AFTER AGENT ORANGE, WHICH WAS USED IN THE VIETNAM WAR)
HIP HOP/FUNK DANCE
THE CREATION OF THE ROCK STEADY CREW
Written by Joe-Joe, The Original B.Boy, Rock Steady Crew '77

Founded in 1977, the crew's original name was the "Untouchable Four B.Boys".
It consisted of four members, Joe-Joe, Easy-Mike, Jimmy-Dee, and P.Body
170th. However, the demands of recruits enabled them to reconsider and look
past the four-member title of restricted membership. As a result, a meeting
was held in Echo Place, Bronx, NY, at the residence of Jamie White [AKA
Jimmy-Dee]. It was there that the ROCK STEADY name was born despite the
initial idea of creating an extra crew to extend the "Untouchable Four
B.Boys".
It was decided that the Rock Steady Crew would serve one purpose. To keep
the steady flow on the dance floor.
In defining the "Rock Steady Crew" title: The word "ROCK" symbolized the
concrete for the bumps and bruises sustained while performing. Mats and
cardboard were unheard of back then. The word "STEADY" constituted the love
and continuation of the art of B.Boying. In addition, the word "CREW"
contained special meaning because it represented the teamwork and efforts
that were put forth in order to empower those individual skills.
Rock Steady Crew became a dominating force in the B.Boy community through
the teachings and leadership skills that were implemented by Joe-Joe. The
various skills were basic footwork, the backspin, the swipe, the bridge and
many other moves. These skills eventually evolved through out the For
instance. Crazy Legs¹ back spin.
The original members of Rock Steady Crew were Joe-Joe, Easy Mike,
Jimmy-Dee, P-Body 170th, Jimmy Lee, Chrome, Boo-Ble, Pauly, Lime-5,
Rubberband, l-Mack (Weebles), Doctor Ace, Slick Rick, Popeye, Trace 2, Trac
2, Rim 180th, Tito 183rd, Me 2, Green Eye Joe, Braces, C.N., Les, Angel
Rock, Bon 5 Lenny Len and Crazy Legs.
Different turns of events started to then take place. For instance,
Jimmy-Dee and Joe-Joe were approached by little Richie Colón [Crazy Legs]
asking for the expansion of a Manhattan chapter of the crew. After
permission was granted, the chapter was supervised into the Lincoln Center
battle against the Dynamic Rockers from Queens, NY, with the participation
of Joe-Joe and Jimmy-Dee [We toasted them!]. The Bronx chapter gradually
diminished due to each individual member's circumstances. For instance,
Jimmy-Dee disappeared off the face of the earth, others relocated, others
passed away and Joe-Joe was sent to mandatory job corps for too years.
Within that length of time, the Manhattan chapter flourished under Crazy
Legs' direction and supervision. Rock Steady Crew then became an
international B.Boy sensation. Who would have thought what little Richie
Colon would achieve through so much potential and self-determination?
Peace
Joe-Joe
The B.Boy Original
Rock Steady Crew '77
AROUND THIS TIME A PIONEERING GROUP FROM WHICH A BROTHER BY THE NAME OF" BOOGALOO SAM" (WHO CREATED THE DANCE CALLED POPPIN AS WE KNOW IT TODAY WITH IT'S ROOTS IN THE WEST COAST FUNK STYLES THAT CAME BEFORE THEM )
ALONG WITH MEMBERS TICKIN WILL, SCARECROW SCALLY, CREEPIN CID, POPIN PETE, TWISTI FLEX DON, PUPPET BOOZER, ROBOT DANE, SKEETER RABBIT, AND MANY OTHERS, THEY FORMED THE GROUP
"THE ELECTRIC BOOGALOOS"
(note: also...POPPIN is refereed to as the continuous flexing of the muscles to the beat...not waving, tutting, botting, filmore, strutting, sacing, or other styles that Sam and the EB's did not create)
1978
BACK TO TOP
HIP HOP MUSIC
THE DISCO FEVER OPENS IT'S DOORS AND BECOMES A POPULAR HIP HOP CLUB IN THE BRONX
WHIPPER WHIP AND DOT ROCK FORMED A GROUP CALLED "THE GESTAPO CREW", WHICH WOULD LATER LEAD THEM TO CREATING ONE OF THE GREATEST MC CREWS OF ALL TIME
"THE FANTASTIC FIVE MC'S"
Grand Wizard Theodore (Theodore Livingston) Waterbed Kev (Kevin Strong) Master Rob (Robin Strong)
Dot-A-Rock (Darryl Mason) Prince Whipper Whip (James Whipper) Ruby Dee (Rubin Garcia)
A COMPANY NAMED ROLAND CREATES THE 808 DRUM MACHINE
HIP HOP DANCE
"BREAKIN/ BBOYIN" BEGINS TO DIE DOWN IN THE BRONX AND MANHATTAN GHETTOS.
AROUND THIS TIME "THE ELECTRIC BOOGALOOS" WOULD DO A PERFORMANCE ON "SOUL TRAIN" THAT WOULD EXPLODE ALL OVER THE WORLD, WHERE EVEN A YOUNG MICHAEL JACKSON WOULD EVEN ASK THEM TO TEACH HIM.
1979
BACK TO TOP
HIP HOP MUSIC
GRAND MASTER FLASH FORMS ONE OF THE GREATEST MC CREWS OF ALL TIME
"GRAND MASTER FLASH AND THE FURIOUS FIVE MC'S"
Grandmaster Flash (Joseph Saddler) Melle Mel (Melvin Glover) Kidd Creole (Nathaniel Glover) Cowboy(Keith Wiggins) Rahiem (Guy Williams) Mr. Ness aka Scorpio (Eddie Morris)
ANOTHER ONE OF THE GREATEST MC GROUPS OF ALL TIME WAS FORMED
"THE COLD CRUSH FOUR" CHARLIE CHASE, TONY TONE, GRAND MASTER CAZ, EASY AD, JDL, AND ALMIGHTY KG
(SPRING) FIRST RAP RECORD EVER RECORDED BY A NON RAP GROUP
"KING TIM III (PERSONALITY JOCK)"
BY THE FATBACK BAND
FIRST RAP HIT RECORD
"RAPPERS DELIGHT"
BY THE SUGARHILL GANG
FIRST HIP HOP RADIO SHOW "MR. MAGIC'S DISCO SHOWCASE WHBI"
IN NYC
THE MC GROUP FUNKY FOUR PLUS ONE MORE IS FORMED KK Rockwell (Kevin Smith) Keith Keith (Keith Caesar)Lil'Rodney Cee (Rodney Stone) Jazzy Jeff (Jeffrey Myree) Sha Rock (Sharon Green)
THEY WOULD LATER RELEASE TWO CLASSIC SONGS "RAPPIN AND ROCKIN THE HOUSE" AND THE ALL TIME GREAT "THAT'S THE JOINT"
WRITING/ GRAFF
"MARK BODE" (THE SON OF LEGENDARY ARTIST "VAUGHN BODE") STARTS WORKING AT AGE 15 FOR HEAVY METAL MAGAZINE AND CONTINUES HIS DADS LEGACY
HE ALSO STAYS CONNECTED WITH THE GRAFF WORLD THAT EMBRACED HIS FATHER AS WELL AS HIS OWN WORK. VAUGHN & MARK BODE
HIP HOP/FUNK DANCE
A YOUNG CRAZY LEGS AND HIS COUSIN LENNY LEN BATTLE JIMMY DEE (THE ORIGINAL PRESIDENT OF ROCK STEADY CREW) AND JIMMY LEE TO GET INTO ROCK STEADY.
THEY LOST BUT THE MADE IT IN THE CREW.
AT THIS TIME IN THE BRONX "BREAKIN/ BBOYIN" IS CONSIDERED PLAYED OUT.
BUT NOT FOR LONG.
1980
BACK TO TOP
HIP HOP
SAT. NOV. 15, JAM AT ECSTASY GARAGE FEATURING GW THE ADORE, FANTASTIC 5, KOOL DJ AJ, BUZY BEE STARSKI, MEAN GENE, GREGSKI, MERCEDES LADIES, FANTASY 4, EROTIC DISCO BROTHAS, AND MORE
DEC/ 19 "A SLAM DUNK DISCO" JAM FEATURING SHA ROCK (OF THE FUNKY 4)-VS-LIL' BIT (OF THE MEAN MACHINE),AND GM CAZ (OF COLD CRUSH 4)-VS-CHIEF ROCKER STARSKI AND MORE.
HIP HOP MUSIC
ZAPP RELEASES A FUNK ANTHEM FOR POPPERS IN THE WEST COAST
"MORE BOUNCE TO THE OUNCE" (WARNER BROS.)
THE PUNK GROUP BLONDIE RELEASED THE RECORD "RAPTURE" WHICH FEATURED LEAD SINGER DEBBIE HARRY DOING WHAT SHE CONSIDERED RAP. BUT BY MAKING MENTION OF LEGIT HIP HOPERS AS FAB 5 FREDDIE AND GRAND MASTER FLASH, THE SONG IS WIDELY EXCEPTED IN THE HIP HOP COMMUNITY, AND HELPS TO FUSE THE PUNK AND HIP HOP SCENE TOGETHER.
AFRIKA BAMBAATA RELEASED "ZULU NATION THROW DOWN PT. 1" ON PAUL WINLEY RECORDS
WRITING/GRAFF
FAB FIVE FREDDY PAINTS THE FAMOUS TOP TO BOTTOM "CAMPBELL SOUP CANS" ON THE IRT LINE
SEEN PAINTED THE "HAND OF DOOM" TOP TO BOTTOM WHOLE CAR
DONDI PAINTED "THE CHILDREN OF THE GRAVE" 2,3' TOP TO BOTTOM WHOLE CAR
HIP HOP/ FUNK DANCE
(THE NEW YORK POST REPORTS) THE HIGH TIMES CREW WAS ARRESTED FOR BBOYIN IN A WASHINGTON HEIGHTS TRAIN STATION.
THE TALKING HEADS UTILIZE THE SKILLS OF ONE OF THE GREAT POPPERS OF ALL TIME
"POPIN PETE"
IN ONE OF THE FIRST MUSIC VIDEOS TO FEATURE A FUNK STYLE DANCER
1981
BACK TO TOP
HIP HOP MUSIC
FUNKY 4 PLUS ONE MORE MAKE THE FIRST NATIONAL TV APPEARANCE ON NBC'S SATURDAY NIGHT LIVE
"COLD CRUSH 4" -VS-" FANTASTIC 5" AT HARLEM WORLD WITH FANTASTIC WINNING A CLOSE AND CONTROVERSIAL BATTLE
GRAND MASTER FLASH RELEASES ONE OF THE GREATEST DJ RECORDS OF ALL TIME
"THE ADVENTURES OF GRAND MASTER FLASH ON THE WHEELS OF STEEL"
MARCH 6, "FLASH-VS-CRASH" JAM, AT THE AUDUBON BALLROOM
ALSO FEATURING DJ AJ, AFRIKA BAMBAATA, SOULSONIC FORCE, COSMIC FORCE, AND FANTASTIC 5
DJ. WHIZ KID (RIP, NYC) WINS NEW MUSIC SEMINAR DJ BATTLE
AT THE AGE OF 36 BOB MARLEY DIES OF CANCER
GRAFF
NOC PAINTED THE FAMOUS "STYLE WARS" TOP TO BOTTOM WHOLE CAR
AN ART GALLERY CALLED "FASHION MODA" WAS UP AND RUNNING EXHIBITS ON 3RD AVE. IN THE BRONX
FEATURING ARTISTS LIKE CRASH, LEE, DAZE, KEL, SHY 147 AND MANY MORE.
Duro Cia becomes the first graffiti artist to be interview for a TV special channel 2 the summer 1981along with Crash and Lady Pink

HIP HOP/ FUNK DANCE
THE FAMOUS BATTLE ROCK STEADY CREW -VS- DYNAMIC ROCKERS AT LINCOLN CENTER, WHICH WAS COVERED BY "NATIONAL GEOGRAPHIC"
THIS BATTLE HELPED BRING BBOYIN TO THE MAINSTREAM.
ROD STEWART FEATURES A TOP LOCKER/ POPPER "COOL POCKETS" OF THE "CHAIN REACTION" DANCE GROUP
IN HIS HIT VIDEO "YOUNG TURKS"
1982
BACK TO TOP
HIP HOP
ABC'S 20/20 PRODUCES AN EPISODE THAT TAKES A LOOK AT THIS NEW CULTURAL PHENOMENON NOW NAMED HIP HOP CULTURE BY AFRIKA BAMBAATA
CHARLIE AHEARN FILMED "WILD STYLE" THE MOVIE THAT FEATURED HIP HOP IN IT'S PUREST FORM.
WITH LEGENDS LIKE, ROCK STEADY, ELECTRIC FORCE, LOOSE BRUCE AND PAULIE GEE, DOUBLE TROUBLE, COLD CRUSH 4, FANTASTIC 5, BUZY BEE STARSKI, LEE, PINK, DAZE, CRASH, ZEPHYR,
THE "ROXY ROLLER RINK" ON 18TH ST. IS TRANSFORMED INTO ONE OF THE GREATEST HIP HOP CLUBS OF ALL TIMES. PROMOTED BY "KOOL LADY BLUE" (MANAGER OF RSC). THIS CLUB WILL LINK THE DOWNTOWN CROWD ALONG WITH THE PUNK SCENE AND THREW IT IN WITH THE RUFF AND RUGGED HIP HOP SCENE.
"THE NEW YORK CITY RAP TOUR" TAKES OFF FOR EUROPE
AFRIKA BAMBAATA, ROCK STEADY, PHASE 2,THE DOUBLE DUTCH GIRLS, GRAND MIXER DST AND THE INFINITY RAPPERS, FAB 5 FREDDY,RAMMELLZEE, FUTURA 2,000, AND DONDI TAKE EUROPE BY STORM.
THE FILMING OF THE UNDERGROUND EUROPEAN FILM
"BREAKOUT"
TOOK PLACE FEATURING THE ELECTRIC COMPANY, ELECTRIC FORCE, CRASH CREW, MC DEBBIE D, WANDA D, GRAND MIXER DST AND THE INFINITY RAPPERS
HIP HOP MUSIC
"KOOL MOE DEE" BATTLES AND HUMILIATES "BUZY BEE" AND BECOMES ONE OF THE MOST FAMOUS OLD SCHOOL BATTLES OF ALL TIME
IN MAY AFRIKA BAMBAATA AND THE SOUL SONIC FORCE (MC GLOBE, POWWOW, AND MR. BIGGS) RELEASE THE FAMOUS RECORD "PLANET ROCK" ON THE TOMMY BOY LABEL, REPLACING THE MORE TRADITIONAL BREAK BEAT ERA WITH THE NEW KRAFTWORK STYLE MUSIC MIXED WITH HIP HOP CALLED "ELECTRO FUNK"
GRAND MIXER DST(NYC) WINS NEW MUSIC SEMINAR DJ BATTLE
GRAFF
PRINT MAGAZINE FEATURES A SPREAD ON HENRY CHALFAUNTS PICTURES
January 1982 the first over seas issue of print magazine show case graffiti artist which lee tf5 appear on the front cover. Duro, Dondi, Crash, Shy 147, Daze, Futrue, zephyr, haze, Ail soul artist the start of a globe graffiti movement.

HIP HOP/FUNK DANCE
ROCK STEADY PERFORMS IN THE ORIGINAL NIGHT CLUB "THE RITZ" ALONG WITH BOW WOW WOW, AND AFRIKA BAMBAATA AND THE JAZZY 5, ON THIS NIGHT RSC ALSO BECAME PART OF THE ZULU KINGS.
ROCK STEADY CREW PERFORMED IN THE FAMOUS DISCO "STUDIO 54" FOR THE FAMED ARTIST "ANTONIO LOPEZ"
KIPPY DEE, RAVI, KING KIETH, FROSTY FREEZE, CRAZY LEGS, RIP 7, KEN SWIFT, MR FREEZE,AND ALSO MR WIGGLES IN HIS FIRST PERFORMANCE WITH RSC.
KEN SWIFT AND CRAZY LEGS GET INTO AN ARGUMENT AT ROCK STEADY PARK, AND BATTLE IT OUT ON THE CONCRETE IN THE MIDDLE OF THE HALF COURT,
OVERALL CONSENSUS: KEN SWIFT IMPRESSES THE ONLOOKERS WHICH INCLUDE MEMBERS OF SALSOUL, AND SOME ROCK STEADY.
ROCK STEADY CREW'S POPPIN SQUAD "THE ELECTRIC COMPANY" BATTLES DOUBLE TROUBLE'S "ELECTRIC FORCE" AT CLUB "NEGRIL"
ELECTRIC COMPANY SIDE SIDE: KIPPY DEE, RAVI, KING KEITH, MR FREEZE, WIGGLES AND FABEL
ELECTRIC FORCE SIDE: LIL SPUT, EASY AL, JESSIE, LIL MARKY CEE
ROCK STEADY CREW SPLIT UP INTO TWO GROUPS, ONE HALF WENT ON TO FILM THE FAMOUS SCENES IN THE MOVIE FLASH DANCE
THE OTHER HALF WENT ON TO FILM SCENES IN A MOVIE CALLED "PORTFOLIO" FEATURING THE WORLD RENOWN PUERTO RICAN FASHION ARTIST "ANTONIO LOPEZ" THAT WAS LATER SHELVED
SUGAR POP FROM THE "ELECTRIC BOOGALOO" VISITS NEW YORK AND HOOKS UP WITH MR. FREEZE, MR. WIGGLES, FABEL, POWERFUL PEX, FLIP ROCK AND LIL LEP. FROM THERE THE CROSS COLLABORATIONS BETWEEN EAST AND WEST COAST DANCE BEGIN. IN WIGGLE'S HALLWAY IN THE BRONX THEY BEGIN TO TRADE INFORMATION AND DANCE STYLES , AND TAUGHT SUGAR POP ORIGINAL BBOY STYLES THUS MAKING HIM THE FIRST WEST COAST BBOY AND THE FIRST PERSON TO BRING BBOYIN TO CALIFORNIA.
1983
BACK TO TOP
HIP HOP
THE "WILD STYLE TOUR" TAKES OFF FOR JAPAN
FEATURING COLD CRUSH FOUR, ROCK STEADY CREW,
FIRST EVER REAL HIP HOP SHOW TOURS LA, SPONSORED BY CELLULOID RECORDS,FEATURING PHASE 2, DST, INFINITY RAPPERS, LILA LEP, MR WIGGLES, AND AFRIKA ISLAM.
THE FABULOUS FUNK FANATICS PRESENT
"BRONX HIGH SCHOOL ROCKATHON JAM"
FEATURING WHIZ KID (RIP), INFINITY RAPPERS, DEBBIE D, DST, DJ SWAN, NYC BREAKERS, COLD CRUSH 4, THE FORCE MC'S,GW THEODORE,FABEL AND WIGGLES, THE HERCULORDS AND MORE
HIP HOP MUSIC
"GRAND MIXER DST" LENDS HIS SKILLS TO LEGENDARY MUSICIAN HERBIE HANCOCK TO RECORD THE TOP HIT "ROCKIT"
THE SON OF BAMBATTA "DJ AFRIKA ISLAM" STARTS HIS OWN HIP HOP RADIO SHOW BASED ON ORIGINAL BREAK BEATS AND RAW MIXES CALLED
"ZULU BEATS" ON WHBI
DJ AFRIKA ISLAM WINS NEW MUSIC SEMINAR DJ BATTLE (LA)
GRAFF
STYLE WARS AIRED ON PBS
A DOCUMENTARY THAT FOCUSED ON WRITERS OF THAT PERIOD. WRITERS LIKE:
MIN, CAP, CASE 2, MARE 149, SKEME, SEEN AND MANY OTHERS
THE FILM ALSO FEATURED FOOTAGE FROM A BATTLE BETWEEN ROCK STEADY AND DYNAMIC ROCKERS
MR WIGGLES AND HIS FRIEND WITNESS THE POLICE BEATING OF GRAFF WRITER MICHAEL STEWART WHO LATER DIED IN THE HOSPITAL.
we were coming out of the underground night club and saw the police beating him and he was screaming loud so the police beat him more, we walked by and stopped and Willie said wait a minute this ain't right, but the police cut him off and said get the fuck out of here or we'll do this to you. so we left. and the next thing we know the news was splattered with the murder of MICHAEL STEWART. Willie tried to call the news and stuff but they claimed they already had enough witnesses.
HIP HOP/FUNK DANCE
ROCK STEADY CREW WERE FEATURED IN THE MOVIE "FLASH DANCE"
ROCK STEADY CREW WAS FEATURED IN THE FAMOUS "BUFFALO GALS" VIDEO BY "MALCOLM McLAREN"
GLADYS KNIGHT AND THE PIPS FEATURE TOP BBOY CREW "NEW YORK CITY BREAKERS"
IN THERE HIT VIDEO "SAVE THE OVER TIME FOR ME"
TOP NYC HIP HOP DANCERS PERFORM AT THE KENNEDY CENTER HONORS, HONORING "CATHERINE DUNHAM"
FEATURED IN THIS PERFORMANCE WAS, MR. WIGGLES AND FABEL (MAGNIFICENT FORCE), ACTION, KID NICE, GLIDE MASTER, FLIP ROCK, LIL LEP, POWERFUL PEX, AND MR. WAVE (NYC BREAKERS), LIL NORMSKI, ACTIVITY, THE DYNAMIC DOLLS, AND A FEW OTHER DANCERS.
"CRAZY LEGS" ( ROCK STEADY CREW) -BATTLES- "LIL LEP" ( NEW YORK CITY BREAKERS) IN A CLUB IN THE BRONX.
LEGS SENDS SOMEONE FROM HIS CAMP OVER TO LEP AND SAYS LEGS WANTS TO BATTLE YOU, LEP AGREES, THEY BOTH GO AT IT MOVE FOR MOVE THEN LEP THROWS A ONE SHOT HEADS SPIN, LEGS ANSWERS BACK WITH ONE OF HIS OWN, THEN BEFORE LEP CAN PUT HIS WRIST BAND UP TO DO A 1990, LEGS THROWS IT FIRST.
BOOGALOO SHRIMP (TURBO), POP N TACO, AND SHABADOO (OZONE) ARRIVE IN NYC ON TOUR WITH LIONEL RITCHIE AND HOOK UP WITH MR WIGGLES (magnificent force, rock steady crew), FABEL(magnificent force, rock steady crew), AND PEX(NYC breakers).
we practice in there hotel and exchange styles and ideas. it was a meeting grounds where we actually taught and influenced each other before the movies were done. we taught them some breakin and up rockin (you can see the influence in shrimps footwork and when Shabadoo and Shrimp uprocked on the beach in the movie "BREAKIN") and we explained more detail and history of the culture from graffiti to MCing and terminologies. and in return they also taught us poppin and lockin and showed us how to dress (and you can see in the Santa clause scene at the burning spear where we dressed like them when we were poppin in "BEAT STREET") after the practice sessions we all performed for Lionel Ritchie's after show party and continued influencing each other before the movies were filmed.
1984
BACK TO TOP
HIP HOP
THE MOVIE "BEAT STREET" CAME OUT AND FEATURED ROCK STEADY CREW, MAGNIFICENT FORCE, NEW YORK CITY BREAKERS, SHANGO, KOOL HERC, TREACHEROUS 3, DOUGIE FRESH,AND MANY MORE LEGENDS...
THE MOVIE "BREAKIN" WAS RELEASED WHICH FEATURED AN ALL WEST COAST LINE UP. STARING SHABADOO, BOOGALOO SHRIMP, IT ALSO FEATURED POPIN PETE, POP N TACO, ICE T, AND MANY OTHERS.
HIP HOP MUSIC
DJ CHEESE WINS NEW MUSIC SEMINAR DJ BATTLE (PHILLY)
WRITING (GRAFF)
HENRY CHALFAUNT ALONG WITH MARTHA COOPER PRODUCED THE FAMOUS GRAFF BOOK "SUBWAY ART"
1984 Duro Cia becomes the first graffiti artist to appears on the front cover of a book call "Getting Up" subway graffiti in new york city by craig castlman
time line in 1981 Duro Cia, Shy147, Crash, Lady Pink Ali sa, meets with the chairman of the mta where they declare war with transit and art :vs: transit was born.
HIP HOP/ FUNK DANCE
both movies "BEAT STREET", and "BREAKIN" were released and major tours began all over the world. It was in France that the BEAT STREET tour finally clashed with the BREAKIN tour. we all went to a club in Paris. we jammed all night and continued the exchange of respect and culture. and as NYC bboys we were very impressed with SHRIMPS footwork at the time.
CHAKA KHAN FEATURED BOOGALOO SHRIMP, SHABADOO, AND POP N TACO
IN HER HIT VIDEO "I FEEL FOR YOU"
KLYMAX FEATURES AN ALL TIME GREAT POPPER POP N TACO
IN THE "MEETING IN THE LADIES ROOM VIDEO"
FAST BREAK ( MAGNIFICENT FORCE) -BATTLES CRAZY- CRAZY LEGS(RSC) DURING THE FILMING OF THE BATTLE SCENE OF THE MOVIE BEAT STREET. THEY GET INTO A SHORT BUT HEATED BATTLE WITH BOTH THROWING ALLOT OF FOOTWORK, FAST BREAK DOES SOME TOP ROCK AND THEN YELLS "COMBINATIONS FOR THE NATIONS CRAZY LEGS" AND JUMPS INTO A CLASSIC FAST BREAK RUN,LEGS ANSWERS BACK WITH AN AMAZING RUN OF HIS OWN, THEN ICEY ICE JUMPS IN A THROWS SOME POWER COMBINATIONS AND THE CIPHER ENDS.
"KEN SWIFT"(ROCK STEADY CREW) - BATTLES- "ACTION" (NYC BREAKERS) DURING THE BEAT STREET TOUR IN FRANCE. THE OUT COME: KEN SWIFT STARTS TO PUT IT ON ACTION, AND ACTION GOES IN HIS BAG AND PULLS OUT A MOTORCYCLE HELMUT AND DOES HEAD SPINS. THIS MARKS THE FIRST TIME "HELMUT" WERE USED IN A BATTLE. THE BATTLE EVENTUALLY TURNS INTO A CREW SCENARIO AND ENDS IN A DEBATE ABOUT THE HELMUT.
INCREDIBLE BREAKERS TAKES IT TO KEN SWIFT AT THE ROXY, KENNY BEING BY HIM SELF THAT DAY, INCREDIBLE STARTS THROWING THERE INNOVATIVE POWER MOVES THAT THEY ARE WELL KNOWN AND RESPECTED FOR, KEN SWIFT THROWS HIS FUNKY COMBOS AND FREEZES CLOWNING CHINO'S BUMMY SNEAKERS, THEN FLIP ROCK JUMPS IN FOR KENNY AND THE BATTLE HEATS UP. BUT THE OVER ALL OUT COME IS DEBATABLE, BUT THE WORD ON THE STREETS IS INCREDIBLE WAS TOO ILL WITH THE POWER FLAVA.
1985
BACK TO TOP
HIP HOP MUSIC
DJ EASY G ROCKWELL (NYC) WINS NEW MUSIC SEMINAR DJ BATTLE
MC BUZY BEE (NYC) WINS THE NEW MUSIC SEMINAR MC BATTLE
HIP HOP/FUNK DANCE
ICEY ICE BATTLE THE YOUNG UP AND COMING BBOY FREDDIE FRESH
FREDDY HAD STUDIED ICE'S STYLE AND TOOK HIS MOVES TO THE NEXT LEVEL, THE BATTLE WAS HEATED WITH FREDDIE DOING AN ICEY ICE MOVE AND SAYING "I BEAT YOU WITH YOUR OWN MOVES" OVER ALL THE BATTLE WAS SAID TO HAVE BEEN WON BY FREDDIE FRESH
1986
BACK TO TOP
HIP HOP MUSIC
DJ JAZZY JEF (PHILLY) WINS NEW MUSIC SEMINAR DJ BATTLE
MC GRAND MASTER CAZ (NYC) WINS THE NEW MUSIC SEMINAR MC BATTLE
DJ CHEESE (US) WINS THE WORLD TECHNIQUE DMC DJ COMPETITION
HIP HOP/FUNK DANCE
ORCO (LA) -BATTLES- GERMAN (BRONX) TWO OF THE WORLDS BEST POWER MOVER COLLIDE AT THE CLUB "DEVILS NEST" IN THE BRONX. IT TURNS INTO A HEAD SPIN BATTLE WITH ORCO BEATING GERMAN.
FIRST OG HIP HOP DANCER TO ACCOMPLISH A BROADWAY SHOW.
MR. WIGGLES AND STEVE GLAVIN WERE AMONG THE FIRST TWO DANCERS TO ACHIEVE THIS IN THE TONY AWARD WINNING SHOW, "MYSTERY OF EDWIN DROOD".
WIGGLES WOULD GO ON TO PERFORM IN TWO MORE BROADWAY SHOWS.
"CHESS", AND "LARGELY NEW YORK"
1987
BACK TO TOP
HIP HOP MUSIC
THE ALBUM "CRIMINAL MINDED" HIT THE STREETS AND PUT BOOGIE DOWN PRODUCTIONS ON THE MAP.
THE ALBUM IS NOW CONSIDERED ONE OF THE GREATEST HIP HOP RECORDS OF ALL TIME
SCOTT LA ROCK AND KRS ONE MAKE UP THE GROUP
SCOTT LA ROCK IS KILLED IN A VIOLENT MURDER IN THE BRONX. AND A LEGEND IS CREATED.
THE KOOL MOE DEE -VS- LL KOOL J BATTLE ON WAX BEGINS WITH MOE DEE'S HOW YA LIKE ME NOW, AND THEN LL'S JACK THE RIPPER. MOE DEE WOULD THEN HIT HIM WITH A CLASSIC REBUTTAL "LETS GO". THEY WOULD CARRY ON UNTIL THEY FINALLY MET AT A CONCERT IN ST LOUIS.(CHECK 198
UPROCK KNOWLEDGE
______________________________________________


History Of Uprock
Bushwick, Brooklyn, circa 1967-1968

Throughout the mid-60's and mid-70's; Brooklyn was home to many street gangs. Rubberband Man and Apache were all too familiar with these violent times, they grew up in the Bushwick area. They often hung around with the Devil Rebels and other local Brooklyn Gangs. Although they socialized within a dangerous circle of friends, getting into trouble was not their ultimate goal. They loved to dance; mainly to Soul and Funk music, and wanted to channel their energy and skill towards something new-so they created a new dance form called "Rocking".

Rubberband Man and Apache would dance on the street corners while listening to the radio. They used mixture of moves from Fred Astaire, Gene Kelly, Salsa, and later the Hustle. As the dance developed, body movements called "jerks" and hand gestures called "burns" would be added to imitate a fight against an opposing dancer. Rubberband Man and Apache morphed these dance styles, movements, and gestures together to create a unique and original street dance. Many gangs, and more specifically gang members, began to perform this dance. It became commonplace to see gang members hanging out in corners rocking against each other. Rocking became a competitive dance that caught on very quickly.

By the early 70's Rocking became a local dance, not just a "gang" dance. Many non-gang-related youths from around the area started to Rock. You could witness Uprocking at block parties, teen dances, and many other festive gatherings. A man by the name of "Crazy Rob" organized the first Rock Contests in existence. Competition was fierce and Brooklyn became a breeding ground for intense dance contests (or battles).The dance caught on so quickly, and had spread so widely, that the name had to be changed. The term "Rock" in a "Rock Contest" would confuse many "Rock Music" fanatics; they would show up expecting a "Rock concert". Mistaken as a rock & roll dance, "Rocking" became "Uprocking". It was the same dance with a different name.

The name change did not affect the rate of the dance's growth and popularity. Many young men were competing and many Uprock crews were organized. Crews like Touch of Rock, Nasty Rockers, Mysterious Rockers, MTC Jigabugs, Dynamic Spinners, Non Stop, Rockers, All Star Rockers, Symphony Rockers, IND Dancers, Supreme Rockers, Down to Rock, Fast Rockers, Disco Rockers, Fantasy Rockers, Just Begun Rockers, Romantic Rockers, Holy Rock Smokers, Lil Dave Rockers, Rock With Class, Universal Dancers, One On One Rockers, Touch of Class, Phazzic Rockers, Explosive Rockers, Floor Master Dancers, Out to Burn, Out to Rock, Born to Rock, Born to Burn, TNT Rockers, Incredible Rockers, Latin Timbales, Galaxy Rockers, Unique Rockers, and Majestic Rockers. This extreme number of crews lead to an extreme amount of competition.

Unfortunately fierce competition did not go without mishaps. Though many battles would end peacefully, several others did not. Rubberband Man's final battle ended in a violent outcome.

Rubberband participated in a dance battle, in which the opposing dancer's girlfriend was put up as a prize. Ultimately, Rubberband won the contest and claimed his prize. The jealous boyfriend shot Rubberband as he was leaving the dance club with his new "prize" girlfriend. It was a tragic ending, a true legend was lost, but the dance continued to live on.

Dynasty Rockers¹ Role in History of Uprock

Competition remained strong, and still more dance crews were organized. In 1973 Danny Boy (Danny Negron) and Carlos Perez created the legendary Dynasty Rockers. Manny Figueroa, Eddie Figueroa, Danny Boy and Carlos were the first Dynasty members. Eddie Figueroa learned how to "Rock" from Rubberband Man, and he passed the steps on to Papo, Clark, and Manny in tribute to the memory of Rubberband Man. Dynasty Rockers revolved around leading dancers like "Danny Boy", Carlos, Ralph, Tony, and Gary "Crumb". The popularity of the Dynasty Rockers grew; this gave way to several branches of the crew. The Junior Dynasty Dancers and Girl Dynasty Dancers were organized, and also uprocked on the scene. Not only did the Dynasty Rockers bring new skills to Uprocking, but they were the first non-gang affiliated crew to flash the word "Rockers" on their "Colors"(Colors were originally used to identify individual gangs). "We used shirts or jackets and put our crew name on the back in a circle formation. The shirts, jackets, and sweaters were our colors and the letters were our Rockers"-King Uprock.

Late 1970's through 1980's

By late 1970 Uprock had it¹s own identity as a serious dance form. There were dozens of crews in Brooklyn by this time. Uprock was taken very seriously by it's advocates. The high stakes for Battling often included money, women, bragging rights, and shirts, which was one of the highest stakes in a battle. If you lost your shirt you lost your nickname and your crew's name.

In 1980 the biggest title in Brooklyn was up for grabs. The title was "King Uprock". All the best Uprockers in Brooklyn came together to compete in one contest. The title was won by Ralph Casanova, who now holds the King Uprock title.

By the mid-80's and into the 90's Uprock began to wither down. (B-boying) breaking became more popular. Many Uprockers got married, acquired full time jobs, became B-boys themselves, or had other situations that took them out of the game. The only way that Uprock was present during this time was in a modified form called "Top Rock", which was done by B-boys. Top Rock was not the correct form of the original Brooklyn Uprock Dance, and in essence, Uprocking became dormant for a few years.

Making a Come Back

In the early-90s two B-boys (Numbers and Burn One) started a search for original Brooklyn Uprockers. They brought out legendary dancers like King Uprock, Clarkie, Lil Dave, Noel, Cuz, Buz, Duz, Diana, Danny Boy, Lil Ed, Lucan, Manny, Carlos, Jefferey, Gary Crums, Lil Tito, Lil Bebop, Gee, Disco Ed, Mr Loose, Rocky Nelson, Chino and other original Uprockers to help spread the true essence of the dance. These members have participated in several major Hip Hop events, such as Zulu Nation Anniversary and the B-boy Masters Pro-Am. The true pioneers are an essential element in the growth of this dance style.

Dynasty Now

Dynasty Rockers presently has seven members that are active in the Hip Hop community. Existing members are: King Uprock, Numbers, Break Easy, Seamstar, Danny Boy, New Danny Boy, and Antonio. King Uprock heads the crew as leader and teacher. He currently teaches classes in Brooklyn as well. Numbers and Danny (New Danny Boy) live in Las Vegas, Nevada. Seamstar is an active DJ in Florida, and Antonio currently lives in Switzerland. In 2002 Dynasty¹s Goal is to educate people about Uprock and bring it back into the street dance scene so that they can take it to the future and beyond.



What Is Uprock?



Uprock is a soulful, competitive street dance. It was developed in the Bushwick area of Brooklyn between 1967 and 1968 by two men; Rubberband Man and Apache. Uprock is danced in synchronization to the rhythms of Soul and Funk music; and certain Rock songs. The dance consists of foot shuffles, spins, turns, freestyle movements, sudden body movements called "jerks", and hand gestures called "burns". The "Uprock" dance involves two or more dancers, single or as a team, dancing alternatively or simultaneously, performing what is called a dance battle (-Breakeasy).Uprockers battle throughout the duration of a complete song (from the beginning to the end) in a line formation called the "Apache Line". The Apache Line allows two opposing dancers or crews to face each other and execute their "burn" gestures towards one another. Although Uprockers sometimes emulate fight moves with their "burns", physical contact is never allowed. Physical contact is usually a sign of inexperience. If an Uprocker is experienced he or she will not make any physical contact in order to "Burn" his or her opponent. Experienced Uprockers are also familiar with the songs that they dance to, and they use the lyrics and sounds of the music to out-do their opponent. Uprock is mastered with discipline, patience, heart, soul, and knowledge. In order to grasp the essence of the dance and become a good Uprocker, one must become familiar with the HISTORY of Uprock.
The Uprock Battle (Apache Line) by Break Easy
The Uprocking Battle is similar to the Breakin Battle. It needs another opponent or teamate in order to battle or do a routine. Uprocking is a "dance" which uses the entire song that is played. Uprock uses the music in its entirety, unlike breakin which is a temporary body in motion for the "Break" of a song.

Uprocking needs opposing individuals or groups formed in a "Apache Line" as to where the B-Boy battle is in a circle. Each member is lined up against his or her opponent and uses the Uprock music in his or her favor. The music is the guideline for when to execute a jerk, burn, or freestyle. Therefore, knowledge of the music is very important in the Battle scene. Each Rocker must keep in his/her line formation until he is either tapped to step out by another rocker or the opponent gives out.

A Rocker must execute a jerk or burn at the "break" and dance freestyle or burn throughout the rest of the music played. He or she uses the music's, lyric or sound in his or her favor in order to create the illusion of a story. This is unlike a breaker who steps in, "Breaks", then steps out for part of the music.

When Rockers are in battle, he or she may be tapped on the shoulder by another, to let the next Rocker member in the battle confrontation. Then he or she steps out and the next rocker is in the battle. This is a sign of respect for both Rockers.

In an Apache line where there are two groups in confrontation the members must stay in line formation and can switch partners in keeping the Battle line in motion. The initial basic move is the freestyle or routines if any until the break of a record. At the "break" is where the Jerk or Burn is then executed. Both members must alternate there Burns or Jerks with no physical contact. If there is physical contact there is no point or burn given to the one who touched the other.

The Rocking Battle does not necesarilly use burn after burn there must be a constant rotation of burns and jerks in order to give each opponent the space to burn the other with style. There really is no losing in the Battle it is the knowledge of the music and the styling of dance that wins in favor of the Rocker.

_________________________________________________

MR WIGGLES INTERVIEW


LatinRapper.com: How did you get your start in b-boying/breaking?

I'm from the Bronx, and I was surrounded by both Rockers (Uprockers) and B Boys all my childhood, so I just followed what the older cats did in the streets, and my sista Wanda got me into Rockin (a more Latin dance style that was more vertical)


Your graf work didn't pick up until a few years after you started rocking, how did you get involved with that?

In the 70's I was so involved in anything and everything that was in the Bronx streets, and back then we didn't just do one aspect of HIP HOP, we did it all, and writin' was definitely one of my biggest passions in the streets, I started out cause my cousins NAC 143 and DAZE, NAC is my real cuz, and we would just say that DAZE was also our cousin, was down with a well known
crew called CYA (crazy young artist), and DAZE was featured in Wild Style. They would come over my house every weekend for family parties and get togethers, and bring black books and photo albums, and I got hooked and started bombin' the IRT lines, mostly the 6 train lay-ups.

Who were some of the people that inspired you as a b-boy?

In my area it was a brotha from Bronx River named Beaver. He was popular at the time and was down with the famous Bronx B-boy Crew Zulu Kings.

In the late 80's, you were doing Broadway performances, followed up in the 90's with mostly off-Broadway work and choreography. How did you get involved with theatrical work?

Theater work kind of just fell on my lap. It was during the time when B-boyin', Poppin', Lockin' was being brushed off as a fad. And I was blessed enough to get these phone calls from theater people looking to spice up there production with something different. After doing one, I started getting mad calls from all kinds of Broadway people, and started taking it more serious, and eventually did several productions on my own and with Ghettoriginal dance company. Including off Broadway shows like Jam on the Groove, Hip Hop Wonderland and Mad Hattan.

You've been in videos for artists like Madonna, Usher, Limp Bizkit and most recently Missy. With your accolades and experience, shouldn't we be seeing you in more videos?


Haha, tell that to these c*ck blockin' choreographers.... Haha, just kidding.

On your site you offer practical feedback to newjacks in the game, have you considered working as an industry consultant?


I think in my experience, and position in Hip Hop, I will always help young people in the culture, just to keep them on the straight and narrow.

You've got some great stories about battle experiences, what was your most memorable battle and why?

I guess the battles in Japan. They were real competitive, and it was mad fun. That kid Go was dope in the mid to late 90's and had as many moves as I did at the time so we had some ill battles.

As far as graf, you've been bombing from the Bronx to as far as the Middle East. Do you still get down?



I still get down once in a while, no more illegal sh*t though, but I like to throw down when ever I can, and I'm always creatin' new styles.

Worldwide recognition of breaking started mushrooming in the early 80's. How has breaking changed in the last 20 years?


70's it was the funkiest, realest, rawest, and mad street era. Crazy Flava

80's it went from the creation of incredible power moves to being commercialized

90's it got more technical with the Europeans adding some incredible sh*t

2000 and beyond, more young heads are starting to dance more like the 70's, but very few will catch the essence of the original styles like the OG's.

You appeared in two groundbreaking Hip Hop flicks, Wild Style and Beat Street. What affect do you think these movies had on graf, breaking, MCing and DJing as a whole?


WILD STYLE was raw, and real, but the script and acting sucked. But you can still feel the energy of what Hip Hop was all about in this movie. And everything was high caliber sh*t. B-boys, DJ's, MC's, and writers were all real and at the top of there game.

BEAT STREET was allot more watered down, and still a bad script and they had actors play the characters, so the acting was good, but it made it seem even more fake. The graff was also fake done by a union artist who just bit ideas from real writers and he did a horrible job. The MC's were real but were forced to wear a lot of funny a** sh*t, and rhyme about corny sh*t. The B-boys were real, and the battles were real, but the editing was what messed up some of the dance sequences. Wild Style wins by a landslide.

What advice to you have to anyone interested in becoming a b-boy but live where there is no exposure to experienced breakers or competitions?


Get as much info on real foundation before you peruse this culture. Learn from the ROOTS, and FOUNDATION.

Finally, where do you see B-boying in another 20 years?


I hope I don't see it in the Olympics like a lot of people keep comparing it to. B-boying is the art of dance not flips and tricks, it's something you feel and the only way it would work in that format is if it done the way it was done in the streets. And that's battles. I would hate to see a B-boy with tights on doing perfect windmills with pointed toes, and legs straight looking like a gymnast tryna break.

I hope that young dancers gear themselves more to theater and stage, and try and put on full productions. And I also see the underground getting stronger, but we need more real B-boy jams and less B-boy events. I'm tired of going to a B-boy event and seeing these young dancers with backpacks dressed like bums warming up and stretching on the floor, and breaking all day and night showin' every lil move they got. A jam is more of a party atmosphere, you gotta get down and dance with girls, and feel the music, and when that James Brown beat hits you, you get down and rip, and and the moment is gone, you go back and party some more and save some moves for the next session. That's the real sh*t.

Anything else you want to add?

Right now I'm representing two of the most amazing dance crews of our time, Rock Steady Crew and The Electric Boogaloos. I am incredibly blessed and honored to be down with these crews. And also me and my partner Zeus started a clothing line called "Brigante" so be on the lookout for our gears. High end Latin flavored hip hop gears with mad ghetto elegance. Peace.




Website: www.mrwiggleshiphop.net/
^^^^^^^^^^^^^^^^^^^^^^^^^^^^
GREAT RESOURCE!!!!!!!!!!!!!!

__________________________________________________

KOOL HERC


Interview w/ DJ Kool Herc
1989 New Music Seminar
by Davey D


If there was ever a case of being at the right place at the right time. The day I ran into DJ Kool Herc at the 1989 New Music Seminar was that time. It was a controversial yet electrifying seminar. I was attending a panel on Hip-Hop and hanging out with fellow journalist Harry Allen the Media Assassin. Toward the end of the panel Kool Herc walked into the room yet no one seemed to know, understand and to a certain degree care who he was. His name was mentioned and his contributions to Hip-Hop were uttered, but he was clearly not given the proper respects. Whoever was moderating the panel didn't really know or understand who Kool Herc was. I hadn't seen him in a long time and was a bit taken back, but I immediately grabbed my tape recorder and seized the moment. This was history. This was the Godfather of Hip-Hop. This was the man who started it all and here I was in a room with a bunch of folks who were so caught up in themselves that they neglected to let this brother drop science. Here's the transcript of our interview that took place in June 1989...

Davey D: Herc. Legend has it that you're the one that started hip-hop. How did this come about?

Kool Herc: Hip-Hop started when my father brought a PA system and didn't know how to hook it up. I was messing around with the music and I started out by buying a few records to play at my house. When I was doing that I saw a lot of kids playing outside in the backyard. My sister asked me to give a party one day. Actually, she wanted me to play at a party [1520 Segdwick Ave] and I went out and got around twenty records that I felt was good enough and we gave a party and charged about twenty five cents to come in and made 300 dollars.

At the time I was into graffiti so there was a lot of curiosity was about who I was. And so when they came there they saw who I was and what I did, I fulfilled their expectations on me. Herc could talk and play good music and people didn't mess around in his party. The ‘babes’ [fine women] were there and he [Herc] might call your name on the mic. In those days ain't no body know about calling your name on the mic or hearing records back to back...

Davey D: Ok when you say call your name on the mic and go back to back, what exactly did you mean by that?

Kool Herc: I was like hailing my friends that I knew out there in the party. That would keep my head going. The homeboys that I played basketball with, not the curiosity seekers, not the party goer that come into see or hear me play, but friends that when the party's over is gonna be there. That's who I was calling out..people like that. I'd say things like, 'There goes my mellow Coke La Rock in the house' 'There goes my mellow Clark Kent in the house', 'There goes my mellow Timmy Tim in the house', 'There goes my mellow Ricky D', 'There goes my mellow Bambaataa'. People like that acknowledgment that they hear from their friend.

Davey D: So how did that style lead to the actual rhyming style that encompasses rap music today?

Kool Herc: Well the rhyming well you know, I like playing lyrics that was saying something. I figured the people would pick it up me playing these records, but at the same time, I would say something myself with a meaningful message to it. I would say things like:
Ya rock and ya don't stop
And this is the sounds of DJ Kool Herc
and the Sound System and you're listening to
is what we call the Herculoids.
He was born in an orphanage;
he fought like a slave fuckin' up faggots all the Herculoids played
When it come to push come to shove
the Herculoids won't budge
The bass is so low you can't get under it
The high is so high you can't get over it
So in other words be with it

Davey D: Did you get the rhyming style from Jamaica?

Kool Herc: Hip-Hop, the whole chemistry of that came from Jamaica, cause I'm West Indian. I was born in Jamaica. I was listening to American music in Jamaica and my favorite artist was James Brown. That's who inspired me. A lot of the records I played were by James Brown. When I came over here I just had to put it in the American style and a drum and bass. So what I did here was go right to the "yoke". I cut off all anticipation and played the beats. I'd find out where the break in the record was at and prolong it and people would love it. So I was giving them their own taste and beat percussion wise. Cause my music is all about heavy bass.

Davey D: What year did this happen?

Kool Herc: 1970

Davey D: Who were the original Herculoids?

Kool Herc: My man Coke La Rock, He was the first A-1 Coke. Then he was Nasty Coke and finally he just liked the name Coke La Rock. There was Timmy Tim and there was Clark Kent. We called him the rock machine.

Davey D: Is this the same Clark Kent who DJs for Dana Dane?

Kool Herc: No! No! Impostor! I repeat he's an impostor. The real Clark Kent was called Bo King and he knows what that means. There was only one original Clark Kent in the music business. This other guy is carrying his name. I guess he respects Clark Kent.

Davey D: How did the whole party scene start with hip-hop?

Kool Herc: It started coming together as far as the gangs terrorizing a lot of known discotheques back in the days. I had respect from a lot of the gang members because they used to go to school with me. There was the Savage Skulls, Glory Stompers, Blue Diamond, Black Cats, Black Spades. Guys knew me because I carried myself with respect and I respected them. I respected everybody. I gave the women their respect. I never tried to use my charisma to be conceited or anything like that. I played what they liked and acknowledged their neighborhood when they came to my party. I never gave a party without the public asking me when is the next party. If I went to the East side it would be 'Hey Herc when's the next party?' On the west side it'd be 'When's the next party?'. So when I felt the symptoms or felt the right urges, that's when I'd give the next party. I never gave a party just to be giving a party unless the people asked me when is the next one cause they telling me they like it and that's what kept me going. I was the people's choice. I was their investment. They made me who I am and I never fronted on them. No matter how big my name got, I was always in the neighborhood. They could see and touch me. The people have a way of showing they want or don't want you. Right now they want me to get out.

Davey D: Over the years did you think that rap music or Hip-Hop was gonna become the big million-dollar industry that it is today?

Kool Herc: No. Little did anybody know we were making history by creating our own culture for our unborn family or unborn child to be coming up into. Nobody knew. A lot of people knocked it, but I stuck with it. I even got stabbed trying to bring peace to a discrepancy at a party. They didn't know. Right now they know it's out and the people are saying 'Hey you should get something for being out there Herc. You started this for Run and Kurtis Blow. It started here. They came to my parties. They heard what I played. They went out there and put other things to it. Hey it's only right when anything gets created there's gonna be somebody else creating something to enhance it. I like it. But when they ask the question of where it comes from. It started here.

Davey D: Pioneers like Afrika Bambaataa, Grandmaster Flash and others all went on to stay visible beyond the music just being stuck in the Bronx. How come Kool Herc never put out a record? How come Kool Herc wasn't out there in the limelight?

Kool Herc: The thing is.. I carried hip-hop. I dominated this in the '70’s. Then the whole volcano erupted around this with 'Rapper's Delight' with Big Bank Hank. Hank knew me personally. He knew where it came from because he was the doorman at our parties at the Executive Playhouse that later changed its name to Sparkle. When he had the impact of bringing it to the public, knowing it was the real deal. They didn't know who he was. Right around there I got hurt. I got stabbed...

Davey D: Because Big Bad Hank never gave you any credit?

Kool Herc: No! I got stabbed up physically and that backed me up. It killed the juice in me. When your life gets damn near snuffed out and your up there lying in the hospital bed for weeks, you got time to think. I kept visible. I was about my own thing. I rented the space, I spun the music and I promoted the place. I didn't have too many people around me with more motivation to help. It was my business and I sat back and watched to see where it was going. And where ever rap is going I'm gonna be there. There's always gonna be a part there for me. Don't let me forget. I didn't want to be in it like that.. A lot of them pioneers no matter how their names were out there wasn't getting paid. I didn't want to get on that bandwagon because I was about my own thing and nobody ever approached me about that perspective of letting me be my own man. Let me run whatever part I'm supposed to run and have authority. Don't let me be like some sort of puppet. I wasn't with that...

Davey D: You've followed rap over the years. What do you think about the changes?

Kool Herc: I wanted rap to always be a positive, beautiful music. I wanted it to be political. I want it to stay that way. We got kings, queens and jokers. There was some women complaining about the lyrics of a Slick Rick, but she gotta understand that he's like a Eddie Murphy in our business and there are selective people out there that want that. It's not like he’s gonna go to play in front of the youngsters. The radio is not supposed to give a lot of air time to records like that. That's the people's choice. That'll spread like wild fire through word of mouth. It don't need no airtime...

Davey D: Back in the days, you heard stories about Bambaataa not getting along with Flash and other rivalries. Did you get along with everybody and what about all these stories?

Kool Herc: I got along with everybody 'cause I gave respect. A lot of things happened at certain guy's parties that I didn't tolerate. People always like to put things into it. For example, they were always trying to put Bam against me. What they didn't know was that me and Bam had already met. I told him the public had this idea and that there were all types of scrutiny but this is me. I respected Bam from the day I went to a party and rode into Bronx River. I met Bam and was talking to him on the bench and he told me he had a lot of music. When I first came to the neighborhood and I was waiting for the person I was supposed to meet, I didn't go to his house. But I rode back to Bronx River one summer and Bam had his equipment set up and was playing music and I knew in a way who inspired him. And he gave the respect of playing records that I played for me or for my fans. He had his own style and I loved that. He had records I never heard before. Some in fact that could help my mixing gap then and I loved that. I didn't want to hear the ‘same ole same ole’.

Back then, crews were gangs. Get that straight. Crew was another name for gang. So therefore when you heard about Flash and Bam It was really about the Black Spades (Zulu Nation) and the Casanovas. So therefore you were going to have friction besides the DJs. That tension was already there.

Davey D: Are you gonna be making a comeback?

Kool Herc: I was never away. I would like to be a part of a production that my musical ear could give a hand to. As far as what I know and seen move the crowd or break it. And that's all I've been hearing, what moved the crowd already. A lot of music I've already heard or I've played already. I've come down here (New Music Seminar) to make some connections. This is really a move out. I never left New York and I want to see how Hip-Hop effects other states and the world by my own eyes. You see I'm a freestyle DJ. I like to play something that the radio should be playing that they're not playing. That's where my music always comes from. I'd like to get my sound system back in shape and go on the road and play during the intermission of these groups shows.

Davey D: Any last words?

Kool Herc: Well, no matter what rumors you've heard, I'm still built like a twenty five/forty five frame. I still weigh 230 pounds and I'm in love with a beautiful young lady from Corpus Christi Texas named Wanda. I pledge to marry that lady pretty soon.
_________________________________________________

Burn 1..aka burnizm
________________________________________________
I recently had the chance to catch up with Burn 1, an up-rocker with more on his mind than serving kids on a dance floor. While interviewing Burn (who is very keen of his Hip Hop history and ideologies) I was able to gain a better knowledge of the different periods in the dance's history, while gaining a decisive timeline of what Burn was doing through the 70's, 80's, and 90's, and up to the 05'…

>> THE INTERVIEW

Around what time did you first start doing your thing?

[Click to Enlarge] BURN: Start as far as what? Graff? Dancing? Well I actually got into graffiti through dancing. A lot of the dudes that were dancing were popular and all had nicknames. When I was rockin' I always liked to burn niggas, so that's how I came up with the name Burn. Everyone's name also had a meaning to some extent or some degree… I could also break down my name. "BURN" stands for Bad Undercover Respected Nigga. Dancing in the 70's wasn't called "breaking" (which was one of its biggest misconceptions) it was called "rock"… I got to see the transformation of the rock turn into breaking... As rock died down, I tried to learn B-boying, but I had no one to take me under the wing. I knew my records, and I already rocked and burned so it all just clicked in for me. The first time I actually saw dudes get down was in Downtown Brooklyn Park Slope. It was 2 dudes that I still remember to this day and whom I still see till this very day. It was "Spice" and this dude named "Aaron"- they were the J&R (Jose & Ron) Dancers. I used to watch them, and one day they threw me in a circle in a jam and ever since then I never stopped. I only used to see them in the summer, at block parties or whatever. They were about 10 years older than me, so I couldn't go to the clubs with them and shit. Eventually I went to church jams and shit, and it was on from there… As far as writing, I can take it back to 77' 78', but I wasn't hitting trains yet… I was watching trains, and getting my craft up. I was actually hitting moving trains, mailboxes, and light poles…

A lot of cats who were doing their thing stopped after a while. As a writer and dancer who got to rock up thru the through the 90's, how did you see the dance evolve or change as it emerged through time?

BURN: Shit changed because niggas are fuckin' suckers and they water shit down. They condone bullshit. I never had a problem with people learning the dance, but keep it in the right perspective… People need to stick to their roots, learn the fundamentals and the basics. Throughout time kids lost a lot of flavor, style, and footwork- you know the basic shit that niggas should have learned before the gymnastic aspect to the dance. Kids don't know how to dress either. B-boys nowadays be dancing in fuckin army suits and shit. They look like clowns. Not everyone is blessed with the funds to dress dapped all the time, but you need to work with what you got and make it look right. Nowadays kids battle one second… and they are best friends the next. NEGATIVE. If you my man, I'm not going to battle you. You never battle your peeps, not for fun, not for anything. Your people aren't there for you to play with. I play with other niggas, cuz if I'm going at you one way or another… I'm going to smoke you.

Have you had the chance to dance in other places other than NYC? How was the B-boy scene outside of New York when you were out in these places?

[Click to Enlarge] BURN: To be honest I didn't travel until the 90's, but actually in the 80's I used to go on tour throughout the United States. I went to places like Virginia, North Carolina, Pennsylvania… u know local parts of the US for the most part. In the 80's I had the chance to go to Italy, Hiroshima, and other parts of Europe, but I stayed home because I didn't want to comply with the rules that were applied from this particular "dance company"… See my shit was always keeping it raw. I was always ready to battle a nigga and bring them down. I was the one going to rehearsals and battling niggas in the rehearsals which was another reason why I was kept from traveling at that time. Towards the 90's when I got down with Roc Steady, I ended up going to Switzerland, and Japan. Out in Japan… them people kinda do their homework as far as Hip-Hop. You go out there with the commercial shit, and they definitely identify a person's fakeness. The 90's was when I realized how grimy the game has got too.

How do you feel about the commercialization of "certain" dancers and how media has seemed to form a spectrum around dancers who through media have been exploited and themselves exploited this element of hip hop?

BURN: Them types of dudes may have a fat check at the end of the day, but they lose all their credibility in the streets cuz they aint keeping it real. Me, I feel it's always about "each one teach one". Like if me and you grew up together and I'm involved with that select group, and I have the opportunity to let niggas shine, I think it's only right that I call you…. It's like yo… That was my man from back in the days, and he's still down, there's no bad blood, so let me bring that brother out like he brought me out. A lot of those dudes worry only about themselves and stay stuck on the Style Wars era- You can't stay stuck in the past, you got to live for the present and adapt. Word up!

What is it that has made you keep doing this throughout all these years?

[Click to Enlarge] BURN: I don't know man. It's just something I've had love for since I first seen it. As it progressed it became more popular and mainstream and it's like now everyone wants to be old school… from kids in the street to celebrities on television. Another big motive I had to dance was consistency; I've stopped for a while and came back, but its like I said before- everyone wants to be down yet inside they are all fake! I have my own identity. The fake shit also drives me to keep going. I been the same dude for the last 20 years, and ain't nothing changing me…


Bottom Left Clockwise: Brother George IND'S, Pay-Dro FMD,
Naco 7DS, Ken Swift, Skeeter Rabbit, Burn1, and Spice FMD Prez
cold chillen @ Brooklyn Sole. Check out www.breaklife.com

Shouts, final words...

BURN: I want to shout everyone in all boros and to everyone out there reppin' the underground hip hop movement… All I got to say is watch out for me cuz I aint dead yet…

Owwwww This stuff is really freshhhh…..to some that means nothing at all , to some it’s the vocorder ending of Fab 5 Freddys classic "Change The Beat". To Djs all over the world that accapella piece is an instrument. From 1984 till the late 80s every other Hip Hop song had a piece of this phrase scratched in it in some form. From Roxanne to Rappin’ Duke to Paid In Full and literally hundreds of others – that is the standard scratch sound. So much so that every keyboard or musical toy that has a scratch sound has emulated this record. But the first cat to ever utilize this and make it his trademark is the Grandmixer D.ST. His performance on "Rock It" made Herbie Hancock relevant to a new generation , gave us Dj cats a new sound to cut up , and im sure pushed Fab 5s single past the platinum mark. To some that was all that D.ST. ever did , but it is my honor to reveal otherwise………







Your name was originally D.ST. , and you changed it to DXT ; how long ago was that , and why the change?



I changed it in 1989. D.ST. stood for D Street which is what we called Delancey St. where I used to hang out . People already called me D anyway because my name begins with D. I went through some changes , and the X just represented change , and that’s a real long story.

What year did you start Djing , and who influenced you , to make you say – this is what I wanna do?



I started spinning records in the early 70s maybe ’75. Im actually a drummer and I decided around ’75 that I wanted to spin rcords , and the person who influenced me was Kool Dj Herc.



What kind of set up , as far as equipment were you working with in ’75 ?



I didn’t have any equipment for quite some time. A lot of Djs never owned any equipment .My desire to spin started then , but I didn’t have accsess to equipment till like ’76. My desire to play music was even earlier than that , I was a musician since I was a little kid.





I always hear about Herc , Bam & Flash running their respective parts of the Bronx in the early days , where do you fit in at that time ?



Those 3 guys were the Premiere Hip Hop Djs on the planet , and each one of them had an attribute that we all were inspired by. Even though there were other Djs spinning at that time , those 3 were the most influential. I was at the shows , and I had friends who had Dj set ups and I did mostly house parties. Most cats that didn’t have equipment that they could play outside did house parties. In all fairness I was taking my notes from each one of them , and each one offered me a different aspect of the Hip Hop culture ; that I built on once I over and understood it.



I always ask Emcees & Djs who inspired them , and who the first person was that they heard/saw Emcee or Dj. It’s interesting that when I asked D.L.B from Fearless 4 who the first person was that he heard rhyme , he said you. He says that he had a cousin in Mt Vernon who had a tape of you Emceeing , and that you were the first cat that he heard go beyond the nursery style. He goes as far as to say that he uses his initials on the strength of what you did before him. Did you rhyme back in the day too?



Well im a B Boy so I did it all. He has told me that also , and I have heard him say it publicly. Im a Hip Hop head. A B Boy is a guy that is just into Hip Hop totally. I dance , rhyme & spin.



Was your first record deal with Celluloid for "Grandmixer Cuts It Up" ? And how did that come about?



Yes it was. I became Dj at the Roxy , and we started a no skate night on the weekend and it became an international affair. It became the place to be and all of the New York City actors & entertainers & A list of entertainment , this is where they went to hang out. I was the guy spinning and people approached from all over , and people approached from Paris and I had a few meetings with them , they were talking about a tour , and it included working with a record company. We went out on the road and did the first ever Hip Hop tour and when I came back I met this guy Jean Karakos and he offered me a record deal.



Who else was on this tour that you’re speaking of ?



We went to Paris , London with the first real tour of Hip Hop artists traveling. It was me , Rock Steady Crew , Afrika Bambaataa , Futura 2000 , Dondi , Fab 5 Freddy , Infinity 4 Emcees , Double Dutch Girls , Phase 2 . It was a pretty deep tour.

Infinity 4 Emcees is your crew right – Infinity Rappers? Tell me how you hooked up with them , not many people are familiar with Infinity. I think Rahiem of Furious 5 mentioned being affiliated at one time.



Rahiem was actually supposed to be part of the Infinity 4. Shahiem who was the main Emcee in Infinity hooked him up with Breakout , and that’s how he got down with Funky 4. I met all them in High School . I was already doin’ my thing with my lil’ crew – the Infinity Squad , and I was in and out of it ; because even then I didn’t have a system so I couldn’t put together a crew and do rehearsals and stuff. Me & Shahiem met in High school , and I already had Baby T & Baby Ace(females) as my Emcees. We had a crew called the Baby Herculords after Herc’s crew. It was Dj Rob , City Boy , Bingo Rock myself , Baby T & Baby Ace. I always had my Infinity concept , but no equipment yet. When I got my equipment I met Shahiem and he & I put together a group with 3 more Mcs and it went from there. Dj Rob is related to Dj Smokey , one of the original Hip Hop Djs. I was surprised , when I was going through Robs records a lot of them had Smokes name on them.



In states outside of New York we bought records back in the days based on what label it was on , what the previous group had released in the past and the record cover , if it had a picture on it. I remember being 12 years old and seeing the cover for your first single "D.ST Cuts It Up". You were on the front with some turntables in the background , and the song title added to that made me snatch it up with the quickness. I loved the record but how come theres no cutting ? Was it record label politics?



I never understood why they released that song that way. It was a mistake that they never corrected. There was a version with me cutting on it , and they screwed up at mastering. There was a version with cutting , and one without. It was so early that they didn’t

Even understand what a cut was. They had no idea and they screwed it up. I was in Paris and by the time I saw it , it was too late.

That seemed to be a very musical record for the time with synthesizers and the whole 9. Did you play all those instruments?



I played everything.



Ok how did you get selected to do cuts for "Rock It" with Herbie Hancock ?

The Roxy again. Roxy led me to Jean Karakos and he lead me to Bill Laswell (producer with Material). Bill lead me to Herbie Hancock. I became part of Material , and one of the first projects we did was me involved was Herbie’s record (Future Shock). We did quite a few , but that project proved to be very interesting. As history shows it did a lot of damage.



Was Herbie already aware of Hip Hop culture , how did he get around to seeing what it is that you do?



Bill brought him to the Roxy to show him what I do. They explained to him that they wanted to make a record displaying some of what I do.



Did Herbie have his nose up at first like it was too radical , or was he with it from the start?



It appeared that he was with it from the start. I didn’t actually meet Herbie until after I did it. We did everything in Brooklyn , then we added Herbie.



I thought it was fly how you cut up Fab 5s record for that. You were the first one that I ever heard cut that up.

Yes , I also helped produced that record as part of Material. We did all of the Celluloid catalog except for "Escapades Of Futura 2000" , The Clash did that one.



For the first mega mix you used a lot from the Future Shock Lp. Was this a label thing?



It was for Herbie , and we wanted to promote the Lp and do a mega mix of the Lp and use some classic stuff ,and we came up with the concept for a mega mix which was another first. I just sat there and started spinning , and figuring what goes well with what. That’s how it came out , it was very organic ; I just went with it.



I was watching the live concert of you with the Rock It band recently , and it seems like they gave you equal time onstage to do your thing. It wasn’t like "ok when Rock It comes on do your thing then leave". You actually cut on some songs that originally didn’t have cuts , and you did "Crazy Cuts" and some mixing as well. Did the band pretty much treat you as an equal ?





Yeah , for a few reasons – one being im one of the guys who wrote the songs.Also I wasn’t Djing I was PLAYING the turntable. When they first heard that they were like what the hell is he talkin’ about , then once they saw what I did they respected it , because they saw that my approach was totally from a musical foundation. Not just being a Dj , ‘cus I never played a record on stage. I played the turntable , or as I called it the "turn fiddle" . That was my concept from day one , once I started doin’ those sounds. I created them thinking about Ella Fitzgerald – scats . So it’s the "turn fiddle".

Doze T.C.-5 was one of the many heads on the scene in New York during the early Eighties, and he hasn't always gotten as much credit as he deserves for the contributions he made during those boom years. Everyone was searching for their own style back then, and he certainly found his and then some. But in addition to being an innovator, he also has his own personality, which, like his writing, he developed bit by bit over the years. His style is far from static; but throughout its development it has always been unique. You can see the evolution of his approach in his canvas pieces, his graphic arts work and his packaging design. He is living witness to the fact that the writing spirit is alive and able to adapt to many different media. At the same time, Doze is also a veteran B-boy, a member of the Rock Steady Crew. We talked to him about what's happening in the b-boying cypher nowadays. He also gave us some flicks of his trip to Brazil. New forms, new styles. 



My first introduction to graff' was in '76, I was eleven years old. I was going to junior high school in mid town Manhattan. N.O.G.A. had a mural by Cliff, Dean, Nova and probably others that I can't remember. That piece was my first insight on graffiti. It was commissioned by a community center between 89th and 88th on Columbus. I was in school with heavy hitters like Dean 1 (3.Y.B). I used to skate in central park with this crew called Zoo York, so I hooked up with the Rebels. We would pass black books around and Zephyr would be like: "yo, your style is quite juicy, do you want to be down with my crew?". I used to bomb with them (Rasta, Revolt, etc.). I met writers from the Bronx when I went to Art & Design. I did my first piece on a train with them. Art & design had a Writers Bench in the cafeteria. We would jump out the window and go bombing in mid day. A lot of famous writers went to school there. I created the crew I.B.M. at that time. I used to hang with Tack & Airborn from F.B.A. and my sons around the neighborhood and in Rock Steady Park would be like: “Doze, Teach me how to piece, do me an outline.” So I put on Poke, Eps, Ethic, Sound 7, lil' Spank.. That's when kids like West came into the picture. That's why you have these letters (pointing to photos of train pieces published in Stress mag.) and these characters influenced by me and Seen from the Five. We adapted our style from Chain 3. To this day I love his munchy crunchy pieces. They are chocolate crispy dope shit! We took that and made it our own style. We call it Lock-a -tron style with an other obvious influence by Case 2. I caught the spirit of Broadway going down in the tunnel when it seemed like their were 100 writers down there at the same time. I was doing a Harm piece this time when there was a raid. They pulled in a raid train. People were running every where, trampling other writers or running into poles.... I never piece my name. I probably have only done 5 Doze pieces on trains. I felt more comfortable being the alias of an alias. You might have seen many pieces by me not even knowing I did them.
I was down with T.N.T. crew who I used to motion tag with. After that I started piecing with Skeme & Dez. The first time I bombed the Bronx was with Seen (T.C.-5). He took me to Gunhill road. He was bombing with this kid named Kems and Blade and Comet handed down the Five (T.C.-5) to them. So Seen put me down as we started hitting the 2's ;amp; 5's lines. We used names like Wiggles (that's how Mr. Wiggles From R.S.C. got his name) Bagel, T-Square, T-Bone, Snag, Snail, Pail, Trail, or heavy hitters like Twice. We used so many names that we had a lot of people wondering how many of us were down. It seemed like we were a giant crew. I was like the relief kid. People would be short of one kid, so they would call me. If caracters were needed I would get a ring. Case or Mare would call me up and be like: " Doze, we need some characters (...) ". That was my thing. A lot of cars done back then have my characters in them.

When did you get into B-boying with Rock Steady Crew?

I got down with R.S.C. in '78 or '79. At the point when Poke was heavy hitting the ones with I.B.M. I had to put graffiti on hold for like two years because I was on tour with Rock Steady. I went to Europe, Japan and Australia. Hip hop has been through many different phases and generations. That time was the first wave of commercialization and commodification that destroyed it meaning that it had to go back underground. By the mid 80's hip hop was being totally rebuilt underground. After '84 writing and B-boying was marked as undesirable in the gallery scene and the club scene.
Right at this time crack was introduced to the neighborhood and at the same time came an enormous amount of guns. To me there is no mystery on who put it their. Hip Hop is a real motivating force that can be perceived as a threat. I am not trying to sound like Creepy Cruela but the real deal is that they saw this thing and felt like they had to shut it down. So to achieve that, crack was very effective. What happened to me and to countless other writers or B-boys was getting caught up into selling crack, becoming a criminal, and progressively becoming a user. That was my doomsday and our downfall. I went threw trials and tribulations, many had to go underground our go through rehabilitation while people were just falling off one by one. Mad kids from the 80's are gone. My only chance to get away from this shit was an opportunity to go and work in California for Bad Boy Club. They came to New York at a club I was squatting and doing the installations. So I bounced to San Diego with $20 in my pocket and a furry Kangol on my head. I would walk on the beach with my radio blasting and people didn't know what the fuck to think. I learned on the professional world of graphic arts and designing. Besides myself Haze and this kid at a company called L.A. Bronx were the first writers to get into the clothing business and then it just snowballed to what it is today.

The evolution of your style has gone some way now...

Yeah, it's a natural progression. After doing years and years of wild style caracters and letters with abstract fill ins, I fused the two elements into like wild style lock-a-tron techno-symbolism fusionism. Mixing the elements of wild style with abstract fill ins with cubic caracters experimenting and taking it to the next level. People back in the days like Phase or Slave weren't afraid of experimenting and doing new things. It's natural to always push the limits, it's what I have to do.

How do you feel when you see people today trying to copycat styles that were mastered over a decade ago?

It's nonsense. You have to learn from the past as a reference but it shouldn't be a crutch. That's why I am out here in Paris with my boys Jon, Sharp, Toxic and A one because they escaped from New York and were not afraid to take it to the next level. Jon 1 was the first to leave. He was missing in New York and later I saw photos of his pieces and was bugging.

What are some of trecent activities?

I have been working in the designing and graphic realm. In '91 I started a company called Kikwear and it snowballed into a very big business. But I got jerked and had to move on from that point. Now I do graphic work for a company called Next FX and have a clothing line called GM-5. It stands for Graphic Manipulation, Get Money, Guided Masses etc. We work in cooperation with Black Market Threads. GM-5 is the answer to T.C.-5 which is a closed family right now on a fraternity level. GM-5 is about taking writing to another level. Kaws is down, Twist is down, Os gemeos (the twins) in Brazil who are doing wild stuff. I am about to do a back drop for a concert by the Fugees and Rage Against The Machine in Chiapas Mexico. The man who is going to shoot the video of the event saw my show and was moved by my hieroglyphic images related to the Myan Indians.

You have traveled around the world. What was your impression on the actual state of hip hop?

I am very disappointed. Hip hop is underground once again. Rap has been totally commodified and has nothing to do with Hip Hop. Kids ask me: " What is hip hop like in New York? " and I answer " Underground ". True Hip Hop will always be underground. Kids around the world see the Big Willy image and what to by a Rolex and some gold fronts. Hip hop has never been a fashion show. Is rap what you wear? I know their is going to be a renaissance so to speak, with a rebirth of hip hop. That's why I am into this thing called fusionism. It's the fusion of things that already exist. Their is a lot of fusionism in music right now with what DJs in San Francisco are doing, I see people over in France mixing north African music with hip hop and it's dope. Take all kinds of different cultures like Indian music or Salsa mixed with hip hop and the result is great. I just was in Brazil were kids mix Capoeira (traditional acrobatic dance invented by Black Brazilians under slavery) with B-boying.

No doubt, I've always seen a parallel between the two. What can you tell me about Hip Hop in Brasil?

Right now it's a minority but it's growing. That's why it's important to tell people what Hip hop is. They get hit over the head by videos, and only a minority of kids know more about Hip hop than what is portrayed in the usual videos, know the pyramid of the different elements of the culture. But in Brazil it's seems natural to adopt Hip Hop when you already have Mambo and a lot of caribbean flavours. Anything that has to do with african, Afrobrazilian, Afrojamaican, Afrocuban, Afro whatever. If it has the beat, the bass line, it's going to flow naturally. Samba is bad, it's a wonderful tradition. The graffiti scene out there is on some next shit. The kids are into painting structures. They add sculptures to their pieces. They will bring ciment and a sledghammer when they go piecing. They really get into their paintings. I give them a lot of credit cuz if the police catch you down there you are getting shot. They are do or die kids. It's less like that in Sao Paulo, but in Rio they will shoot you. They have a tag problem in Rio, kids climb up everywhere to get their name up. Sao Paulo has more pieces so people can appreciate writing more. I've seen some of Twist's shit down there too. (see photos).
As far as France is concerned, I wouldn't call it a minority anymore. It has influences coming from Africa, Persia, Asia, etc. So Hip Hop paralleles these other culturs and mixes in naturally.

What do you think graffiti will be remembered for?
It's something I do passionately. It's my only way to vent some of the frustrations of life and create new visions. It will be remembered as the one art form of the 20th century that is going to change the face of art in the 21st century. I see the influence right now in graphic designing and font work. It's been a great inspiration in the commercial world. So I really think it's a motivating force of change in art. It's a movement coming from people who haven't been to art schools. It's the voice of peeps' and I don't think there has ever been anything else like it before. Art has always been pretty bouregois and clickish.

How do you feel art is delta with in France and in Europe?
You have squats here. Nowhere in the States could you have artists taking over a squat and then the government will let them chill their and make the whole thing official. The National Endowment for the Arts just got cut in half. So there is really nothing for kids who want to get involved in art. Art in american society is a privilege. The art that you see is bullshit. It's minimalist cacapoo by Schnabo. (We both laugh). It's post modernist crap. Conceptual art is bullshit. So I'm not saying that this society is utopian but just different. I don't feel as criminalized here as I do back home. But I got a lot to learn about life over here. It's changed a lot since the last time I was here. There use to be a lot of people into B-boying but that dosen't seem to be the case anymore.

This is true. Only recently has the original b-boys in this country started to get some play. But people seem to think that b-boying is comming back strong over here.
To me kids are pulling weird astronomical moves now. I think b-boys today lack style. They got a powerful technique but no personnal style. I have seen a million head spins already, try something new, not just a uprock, floor rock headspin. Swift and Wiggels are probably the two best B-boys I know. They are crazy b-boy scientists. The R.S.C. anniversary was butter last year (1997). We battle Brooklyn Dynasty (the people behind the creation of Brooklyn Rock and Uprock dancing). The first time I saw Uprock was in a jam in Brooklyn involving Brooklyn Dynasty against another crew. They had an Appachie line (two crews lined up like for a duel and dance simultaneously and then flip with the crazy ist moves when the breaks drop). They told us we were doing it all wrong. The funny thing is that they could be in Brooklyn and we could be uptown and in the Bronx and do totally different styles. The battle involved thirty something people. We had several rounds with people coming in and out of the "ring". It was real fun.

Physical Graffiti
by Jorge "Fabel" Pabon        (1 of [image: image1.png]




Preface: As we complete the third decade of what has been termed "hip-hop culture," much has yet to be explored regarding its roots, history, terminology and essence. Deciphering theories from facts is a gradual, seeming endless process since many resources are scattered, leaving missing links in the chains of history. Nevertheless, it is safe to say that there are authentic facts, proven by sound testimony and evidence, regarding "hip-hop" history. These truths, unanimously agreed upon by the pioneers of the culture, should constitute the "hip-hop gospel," whereas the questionable theories should remain as footnotes until proven to be fact.
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In order to properly report the history of hip-hop dance forms, one must journey both inside and outside of New York City. Although dance forms associated with hip-hop did develop in New York City, half of them (i.e. popping and locking) originated and developed on the west coast as part of a different cultural movement. Much of the media coverage in the 1980s grouped these dance forms together with New York's native dance forms (b-boying/girling and Brooklyn uprocking), labeling them all "break dancing." As a result, the west coast "funk" culture and movement were overlooked and underrated as the public ignorantly credited "hip-hop" as the father of the funk dance forms. This is just one example of misinformation that undermines the intricacies of each dance form, as well as their origins and structure. The intent behind the following piece is to explore the past, present and future of these dance forms and their contributions to the performing arts worldwide.

Note: The facts in this piece were obtained through conversations with and/or public appearances by: Boogaloo Sam, Popin' Pete, Skeeter Rabbit, Sugar Pop, Don Campbellock, Trac 2, Joe-Joe, King Uprock, Kool DJ Herc, Afrika Bambaataa and other pioneers. Information was also obtained from various interviews in magazines. In the early 1970s, the unnamed culture known today as "hip-hop" was forming in New York City's ghettos. Each element in this culture had its own history and terminology contributing to the development of a cultural movement. The common pulse which gave life to all these elements is rhythm, clearly demonstrated by the beats the DJ selected, the dancers' movements, the MCs' rhyme patterns and the writer's name or message painted in a flowing, stylized fashion. The culture was identified in the early 1980s when DJ Afrika Bambaataa named the dynamic urban movement "hip-hop." The words, "hip-hop," were originally used by MCs as part of a scat style of rhyming, for example: "Hip-Hop ya'll and ya don't stop, rock on, till the break of dawn."

At about the same time, certain slang words also became titles of the dance forms, such as "rockin'" and "breakin'," used generally, to describe actions with great intensity. Just as one could rock the mic (microphone) and rock the dance floor, one could rock a basketball game or rock some fly gear (dress impressively). The term "break" also had more than one use in the 70s. It was often used as a response to an insult or reprimand, for example, "Why are you breakin' on me?" Break was also the section on a musical recording where the percussive rhythms were most aggressive and hard driving. The dancers anticipated and reacted to these breaks with their most impressive steps and moves.

Kool DJ Herc, originally from Jamaica, is credited with extending these breaks by using two turntables, a mixer and two of the same records. As DJs could re-cue these beats from one turntable to the other, finally, the dancers were able to enjoy more than just a few seconds of a break! Kool Herc also coined the terms "b-boy" and "b-girl" which stood for "break boys" and "break girls." At one of Kool Herc's jams, he might have addressed the dancers just before playing the break beats by saying, "B-Boys are you ready?! B-Girls are you ready?!" The tension started to mount and the air was thick with anticipation. The b-boys and b-girls knew this was their time to "go off!"

Some of the earliest dancing by b-boy pioneers was done upright, a form which became known as "top rockin'." The structure and form of top rockin' has infused dance forms and influences from Brooklyn uprocking, tap, lindi hop, James Brown's "good foot," salsa, Afro-Cuban and various African and Native American dances. There's even a top rock Charleston step called the "Charlie Rock"! Early influences on b-boying/girling also included martial arts films from the 1970s. Certain moves and styles developed from this inspiration. Capoera, a form of self defense disguised as a dance, was introduced to Brazil by African slaves. This form has some movements which are very similar to certain b-boy/girl steps and moves. Unlike the popularity of the martial arts films, capoera was not seen in the Bronx jams until the 1990s. Top rockin' seems to have developed gradually and unintentionally, leaving space for growth and new additions, until it evolved into a codified form.

Although top rockin' has developed an identifiable structure, there is always space for individual creativity, often expressed through the competitive nature of the dance. The same is true of all dance forms associated with hip-hop and west coast funk; as long as dancers represent the root forms of the dances, the rest can be colored in with his/her own flavors.

As a result of the highly competitive nature of these dances, it wasn't long before top rockers extended their repertoire to the ground with "footwork" and "freezes." For instance, one dancer might start top rocking then drop to the ground, suddenly going into leg shuffles then a freeze before coming to his feet. His opponent might have to do twice as much floorwork or a better freeze to win the battle. The fancy leg movements done on the ground, supported by the arms, were eventually defined as "footwork" or "floor rocking." In time, an impressive vocabulary of footwork, ground moves and freezes developed, including the dancers most dynamic steps and moves.

Top rockin' was not replaced with floor rocking; it was added to the dance and both were key points in the dance's execution. Many times one could tell who had flavor and finesse just by their top rockin' before the drop and floor rock. The transition between top and floor rockin' was also important and became known as the "drop". Some of these drops were called: front swipes, back swipes, dips and corkscrews. The smoother the drop, the better.

Equally significant was the way dancers moved in and out of a freeze, demonstrating control, power, precision, and at times, humor. Freezes were usually used to end a series of combinations or to mock and humiliate the opponent. Certain freezes were also named, the two most popular being the "chair freeze" and the "baby freeze." The chair freeze became the foundation for various moves because of the potential range of motion a dancer had in this position. The dancer's hand, forearm and elbow support the body while allowing free range of movement with the legs and hips. From the chair freeze came the floor trac, back spin with the use of arms, continuous back spin (also known as the windmill), and other moves. These moves pushed the dance in a new direction in the early 1980s, the era of so-called "power moves." 

The first spins done in b-boying were one-shot head spins originally known as pencils; hand spins originally known as floats; knee spins; and butt spins. The first back spin came from a butt spin. Once a dancer gained momentum on his butt he could lie back and spin into a freeze. The next phase of backspin came from a squatted position tucking the arm and shoulder under the body onto the floor, then rolling onto the back and spinning. This spin developed from the neck move (a move in which the dancer rolls from one shoulder to the other). Finally, the backspin, from the foundation of a chair freeze, was developed.

"Power moves" is a debatable term since it is questionable which movement requires more power: footwork and freezes or spins and gymnastics. One notable point introduced by B-Boy Ken Swift is that spins are fueled by momentum and balance which require less muscular strength than footwork and freezes. The laws of physics prove this to be true: spins require speed and speed creates momentum. The advent of "power moves" brought about a series of spins which became the main focus of the media and the younger generations of dancers. The true essence of the dance was slowly overshadowed by an overabundance of spins and acrobatics which didn't necessarily follow a beat or rhythm. The pioneers didn't separate the "power moves" from the rest of the dance form. They were B-Boys who simply accented their performance with incredible moves to the beat of the music.

In the late 1960s and early '70s, Brooklyn, NY gave birth to another dance in Hip-Hop culture, known as "Brooklyn uprocking." Inspired by similar or the same break beats used by b-boys/girls, this dance was more confrontational. Typically, two opponents faced each other and engaged in a "war dance" consisting of a series of steps, jerks, and the miming of weapons drawn against each other. There were also the "Apache Lines" where one crew stood in a line facing an opposing crew and challenged each other simultaneously. This structure was different from b-boying/girling since dancers in b-boy/b-girl battles took turns dancing while Brooklyn uprocking was done with partners. Brooklyn uprocking was also done to records played from beginning to end. In Brooklyn, DJs were mixing records and not cutting break beats. This allowed the uprockers to react to the song in its entirety, responding to the lyrics, musical changes and breaks. 

Just as power moves became the focus of b-boying/girling, one particular movement known as "jerking" became the highlight of Brooklyn uprocking. Jerking is a movement which is used in direct battles, typically repeated throughout the break of the record. Today, Brooklyn uprocking consists almost entirely of jerking; the original from has been all but forgotten by the younger generation.

Brooklyn Uprocking also depended on quick wit, humor and finesse as opponents attempted to humiliate each other. Winning meant: displaying the swiftest steps; being receptive to the rhythms and counter rhythms of the music and the opponent; catching the opponent off guard with mimed assaults, humor, and endurance. Brooklyn uprocking consisted of quick arm and leg movements, turns, jumps, drops, and freezes. This dance was similar in spirit to b-boying/girling, yet different in form. Some pioneers believe top rocking's first inspiration was Brooklyn Uprocking. The two forms developed simultaneously from similar inspirations yet kept their own identities.

The west coast was also engaged in a cultural movement throughout the 1970s. This scene was nourished by soul, R&B and funk music at outdoor functions and discotheques.

In Los Angeles, California, Don Campbell, also known as Don Cambellock, originated the dance form "locking." Trying to imitate a local dance called the "funky chicken," Don Campbell added an effect of locking of the joints of his arms and body which became known as his signature dance. He then formed a group named "The Lockers," who all eventually shared in the development of this dance. The steps and moves created by these pioneers were named and cataloged. Some of these include: the lock, points, skeeters, scooby doos, stop n'go, which-away and the fancies. Certain members of The Lockers" incorporated flips, tucks, dives and other aerial moves reminiscent of the legendary Nicholas Brothers. The main structure of the dance combined sharp, linear limb extensions and elastic-like movement.

The "lock" is a specific movement which glues together combinations of steps and moves similar to a freeze or a sudden pause. Combinations can consist of a series of points done by extending the arms and pointing in different directions. Dancers combined fancy step patterns with the legs and moves done in various sequences. The Lockers also jumped into half splits, knee drops, butt drops, and used patterns which would take them down to the ground and back up to their feet. This dance gained much of its popularity through The Lockers' various televised performances which include: the "Johnny Carson Show," the "Dick Van Dyke Show," the "Carol Burnett Show" and "Saturday Night Live." 

In 1976, The Electronic Boogaloo Lockers was formed in Fresno, California by Sam "Boogaloo Sam" Soloman, Nate "Slide" Johnson and Joe "Slim" Thomas. Since the group's inception, Sam has continued to recruit and help each member master his individual form. Some of Sam's early inspirations were Chubby Checker's "Twist;" a James Brown dance called "the Popcorn;" "the Jerk;" cartoon animation and the idiosyncrasies of everyday people. From these many influences, Sam combined incredible steps and moves conceiving a dance form which he named "Boogaloo." This form includes isolated sharp angles, hip rotations and the use of every part of the body. Sam's brother, Timothy "Popin' Pete" Soloman, described Boogaloo as a dance which was done by moving the body continuously in different directions.

He also compared the body to a musical instrument in which the movement was as varied as the notes. Originally, "popping" was a term used to describe a sudden muscle contraction executed with the triceps, forearms, neck, chest and legs. These contractions accented the dancer's movement causing a quick, jolting effect. Sam's creation, popping, also became known as the unauthorized umbrella title to various forms within the dance, past and present. Some of these forms include: boogaloo, strut, dime stop, wave, tick, twisto-flex and slides. The transitions between steps, forms, and moves were fluid, unpredictable, precise, and delivered with character and finesse. Various forms were clearly showcased throughout the dancer's solos and group routines. Eventually, popping was also misrepresented and lost its purity as younger generations strayed from its original forms. The titles, "Electric Boogie" and "Boogie" were given, in ignorance, to the dance, in New York, after the Lockers and Electric Boogaloos performed on the television program, "Soul Train." Unaware of the dance's history, New Yorkers attempted to name the dance after The Electric Boogaloos (derived from the Electronic Boogaloo Lockers).

Dancers in Los Angeles also distorted the name by calling it "pop-locking," while in France, it was called "The Smurf." Elements of pantomime were merged with the dance, diluting its original essence. Miming creates illusions of the body without a rhythmic structure whereas popping and boogaloo create movement synchronized to rhythmic patterns. Most of the time, this fusion was done unsuccessfully since one would stray from the beat of the music. Other townships in central California are credited for creating original forms of dance as well. Each region was identified by its style: San Jose was known for "flying tuts" and "dime stopping;" San Francisco had the "chinese strut;" "Filmore strutting" originated obviously in the Filmore area. Oakland became known for "Frankenstein hitting" and "snake hitting." East Palo Alto was also known for "snake hitting." "Roboting" and "bopping" were popularized in Richmond. Sacramento had its own dances called "Oak Parking," "Bustin'," and "Sac"-ing (pronounced 'sacking'). Dime stopping, strutting and hitting all predate popping and have their own histories within the west coast funk movement. In summary, all of these dance styles have contributed to the evolution of phenomenal forms of expression! 

A connection between the east and west coast movements are certain records which are danced to by b-boys/girls, Brooklyn uprockers, and lockers. One example is "Scorpio" by Dennis Coffey and the Detroit Guitar Band. For the most part, each dance form had a different musical influence, dress code and terminology (all of which were mismatched and misrepresented during the 1980's media coverage of these dance forms).

As relatively new dance forms, b-boying/girling, Brooklyn uprocking, locking and popping are rarely seen in a theatrical setting. They are usually performed in music videos, commercials or films for just a few seconds revealing very little of their full potential. In many cases, the filming of these dances has been poor where only part of the body is captured, taking away from the full impact of the steps, moves, and illusions. The film editing of these dances also deprives the audience of transitions and composition, since the editors are usually unfamiliar with the structures of the dance forms. Proper consultation with the dancers concerning filming and editing can remedy this recurring problem. Another challenge related to the commercialization of the dance forms is the loss of spontaneous performance. In a cipher, a circular dance space which forms naturally once the dancing begins, the dancers can direct their performance in various directions, uninhibited and free from all counts and cues. This freedom is the key to creativity since the dancer is constantly challenged with variations in music, an undefined dance space and potential opponents among the audience. The transition from cipher to stage has had its effects on the dancers and their craft. What was once improvisational forms of expression with spontaneous vocabulary became choreography in a staged setting. A stage performance creates boundaries and can restrict the free flowing process of improvisation. The dancers are challenged in a different way. Nailing cues and choreography becomes the objective. Another major difference between the original dance forms and staged versions is the positioning of the audience, since most traditional theaters have the audience facing the stage in one direction. Having to entertain an audience in one general location requires the dancer or choreographer to consciously space the performance allowing the best viewing of the dance. In order to preserve the true essence and dynamics of these dance forms, they should exist as a social and cultural reality celebrated in their natural environments i.e.: jams, events, clubs, etc. Theatrical film and video productions can be used as vehicles for their preservation as long as the essence of the form isn't compromised and diluted in the process. The same concern applies to the storylines and scripts pertaining to the dance's forms and history. The mixing and blending of popping, locking, b-boying/girling, and Brooklyn uprocking into one form destroys their individual structures. Unfortunately the younger generations of dancers either haven't made enough effort to learn each dance form properly, or lack the resources to do so. However the outcome is the same: hybrid dances with unclear form and structure. 

In addition, each of the dance forms are performed best with their appropriate musical influences. Intermixing dance forms and their music forms dissolves their structures and ultimately destroys their identities. Dancing on beat is most important. Riding the rhythm makes the difference between dance and unstructured movement. The formula is simple, submission to the music allowing it to guide and direct equals dancing.

Finally, the best way to preserve the dances is by learning from the earliest available sources or a devoted practitioner of the form. The pioneers of these dance forms hold the key to the history and intentions of the movement. They remain the highest authorities regardless of other opinions or assumptions.

Unraveling the history of locking, popping, b-boying/girling and Brooklyn uprocking takes us towards a true understanding of their essence and significance in the world today. Many other genres of dance have borrowed without giving credit to their rightful owners. Hopefully, we will see the day when these dances are clearly distinguished and given their due respect. Every so often, the dance world is introduced to innovations which revolutionize the arts. In summary, the hip-hop and west coast funk movements have succeeded in replenishing the world with new exciting dance forms which entertain and change the lives of many people worldwide.

Posted by Ness in about 2002...

" There are alot of debates now as to who created the term Bboy. For years we gave herc the credit, and he said it stood for "break" boy. But when he said this he was referring to the nigga twins, who told all of us that they had a crew called the Bboys, before dancing at Herc's parties. In fact, Herc admitted that there were Bboys at his first party, throwing out that whole "father of Hip-Hop" title out the window. He is though, the father of breakbeat (Hip-Hop) music. Anyways...

Bronx boys, bad boys, break boys, and even one I've been using lately, beat boy, which is (according to my mentor Trac 2) the proper way to say it. But, when you have a Bronx, street slang accent, he told me it sounded like Bboy. Makes sense to me, and he is a first generation Bby so who am I to disagree. Shit, I use the term now...

Now, around 1982, I met graffiti legend Seen, who has nothing to do with Hip-Hop, or the culture, never did and never will, except when his name is mentioned in Hip-Hop circles. Back in his day, a Bboy or a Bgirl was the character you drew next to your name when you painted, that was a Bboy, and if you looked at those early pieces, the characters look like...

...well, Bboys! At this point, we have to entertain the thought of whether we were imitating the characters, or the characters were a representation of the live Bboys. Before you answer that with the obvious, think 'fat laces'; Fabel was one of the first to do it and he wasn't really certain, but he said it could be that they were imitating the characters they saw, the possibility being that the characters were always exaggerated.

To say what exactly is a Bboy would be to tell a lie, since none of us really know, what we do know is what is established and what's established is that a Bboy is one who dances to break beat music (breakbeat/HipHop) and does tops, go downs, footwork, freezes, and burners (blowups).

I didn't get on this thread to say what it is, I got on to share what I have learned.

And from what I've learned, I know what I want to be...
...a beat boy for life."

-Zulu King Alien Ness

Mr. Freeze

You can catch Mr. Freeze, one of hip-hop's most original b-boys, on an upcoming episode of MTV's Made. Find out what else is poppin' with one of Rock Steady Crew's finest, and what his plans are next...

Shine: You're originally from France?

Mr. Freeze: I was born in New York, raised in Paris. We moved to Paris when I was one year old, then we moved back to New York in 1970 when I was seven years old.

Shine: How did you get into b-boying?

Mr. Freeze: One day I was fooling around doing some little moves I used to do, when these guys with crew shirts approached me and asked me if I wanted to battle. After I did my simple moves, he did neck moves, swipes on the floor--I couldn't believe it, I was mesmerized.

Shine: How did you end up in Rock Steady?

Mr. Freeze: I met Crazy Legs at the end of '79 or early '80, which is how I also ended up meeting Ken Swift. That was after the original crew. When I met him, the original crew wasn't doing anything anymore...

Shine: Were you surprised that it became as popular and mainstream as it did?

Mr. Freeze: Yes. In my opinion, it didn't get too big until sometime in the 80's. It never got to the point where it was something that swept the world.

Shine: What about movies like You Got Served, or Breakin' from back in the day?

Mr. Freeze: You Got Served was just some actors who were dancing. Don't get me wrong, it was a good movie, but they did not do a battle scene the way a real battle goes. Breakin'...they called it breakin' but there was no breakin' in it. So it's funny that they called it that. The only movie that had okay breakin' in it was Beat Street.

Shine: What has been the best part for you about being a b-boy?

Mr. Freeze: The best part is actually being in a circle and knowing there's some amazing breakers in it--as well as not knowing whether there are some amazing breakers in it.

Shine: Are you still involved with Rock Steady today?

Mr. Freeze: Absolutely. The only one that has the group going actively is Crazy Legs. I am Rock Steady Crew as far as Mr. Freeze representing a group.

Shine: Are there any b-boys today that you think stand out from the rest?

Mr. Freeze: There are second and third generations of guys that are amazing. There's Storm from Berlin Germany...there's Meritzio...they are the second coming of amazing b-boys. Everyone loves me from the new generations because I give them props. A lot of older generation b-boys think the new generations don't have style. I'm like 'What are you talkin about, that was amazing!' The third wave of breakers want to learn the old original style and mix it with the new.

Shine: What do you think is the most important element of being a successful b-boy?

Mr. Freeze: You have to have your basic fundamentals to the dance. More than anything. Besides the style.

Shine: You've been in a number of music videos and even been Michael Jackson's personal dance trainer. Where can we see you next?

Mr. Freeze: I've just been chosen to teach somebody on an MTV show called Made. There's a little kid in Seattle. He's never done it before, so I'll be working with him for five weeks, two days out of a week. I'll be his mentor...teacher...it'll be fun.

Shine: What are your plans for the future?

Mr. Freeze: I've had an idea for some time called Dance Masters. I want to have three of the top street dancers, and have three other dancers pick one of the three to battle. That would be exciting.

JoJo Torres may not be a household name, but he's not stressin' it. This original b-boy from the west side of the Bronx was breakin before most of today's newjacks were born.

"I feel like this. You have to know your history if you want to be a b-boy. But if you don't know, I can't get mad at that. I can say I'm JoJo, I'm the founder of Rock Steady Crew, and that's where I stand with it. That's it."

One of the first Puerto Rican break dancers to ever hit the floor, JoJo started battlin' other b-boys around his way at the age of nine. Then, as a teen, he proceeded to turn what started as a four-man crew into an unstoppable force in the b-boy community that grew to have a membership almost ten times as deep.

"We were the Untouchable Four B-Boys. Me, EZ Mike, Peabody 170th and Jimmy D. We did some damage in battles for a little while and then people wanted to get down with us, so we started thinkin', 'Hey we can have a bigger crew than four members.' But we had to change our name cuz' you can't have more than four b-boys if you got the Untouchable Four B-Boys."

After that it was a wrap. In 1977 they named their crew after the song "Rock Steady," added more dancers, and kept the art form rockin' at a steady pace just like the record said.

"I was like the mentor of the group cuz' I showed everybody how to dance. The people I ran wit' didn't know how to dance. So one by one, I taught somebody, I taught somebody, and we just kept dancin' in groups and then the group kept gettin' better. Some people were good in gymnastics, some were going to karate school at the time, and you put all that together--you make somethin'--some type of art form."

With clean sneakers and dope gear, the newly-formed crew publicized being fresh. And they continued to jump on whatever opportunities came their way, battlin' for both money and respect. The more battles they won, the more people wanted to get down with them. Before they knew it, the original chapter of Rock Steady Crew had grown to 32 members, including present-day Rock Steady frontman Richie Colòn, aka Crazy Legs.

"Crazy Legs was the last member to get into my chapter. Back then, he was the type of b-boy that we used for bait. We used to send him out and someone would serve him, then we would know who was good. Then we'd have somebody we knew could take that person out. What we seen in Crazy Legs, in order for him to get into Rock Steady, was that he had that determination. Crazy Legs kept comin' back, kept comin' back, kept comin' back."

Rock Steady continued to dominate the b-boy battle circuit for two years, but in 1979 break dancing in the Bronx began to die down. So when Crazy Legs asked for permission to start a Manhattan chapter in 1981, the original crew members gave him their blessing and went their separate ways.

"B-boyin was around for about three or four years straight. You could have about four good years of dancin' and then it died out. When it died out, it really died out. There was more rappin' and a lot of other things goin' on. That's why they give Crazy Legs a lot of credit, cuz' he still continued dancin'. He kept b-boyin' alive. And now that it's been re-invented again, look how popular it is. You can't see a commercial that doesn't have someone doin' the backspin, and I made that move up."

When the b-boy craze began to fade, JoJo left the Bronx and went into the job corps for a year and a half. By the time he returned, the original Rock Steady members were nowhere to be found and the Manhattan crew members were already on tour. With Crazy Legs ordained as the new Rock Steady president, they had taken what started in the streets of their Bronx neighborhood on the road, and given the rest of the world their first taste of breakin.

"JoJo was the original vice president of Rock Steady. He, Jimmy D and the other original members set the foundation for everyone that came after," Crazy Legs said. "I'm lucky that they did that. They created something that I felt was exclusive and that I really wanted to be a part of."

And, although his name was largely forgotten as the new crew carved its niche in the world of hip-hop, JoJo is happy today with what he calls "ghetto-celebrity status." He still keeps in touch with Crazy Legs, the current Rock Steady Crew president, and will even attend the Rock Steady Crew 27th Anniversary event this year. So for those so-called b-boys who don't know his name, it's still all good.

"If anybody has questions that Crazy Legs can't answer, the next nig*a is me. And it doesn't go beyond me when it comes to Rock Steady. Nobody is gonna answer questions about what happened to first generation Rock Steady but me. Nobody can change any stories, nobody can say anything, cuz' I was there and I know exactly how everything went down."

Currently JoJo resides in upstate New York, has two sons and two daughters, and works as the head chef at a family-entertainment and sporting-events facility called the First Arena. To this day, he wants only the best for Rock Steady. He says he takes pride in the fact that Rock Steady has survived and flourished throughout the years, and he still has love for his crew.

"Rock Steady can't get no bigger than it is right now. I hope that it stays big and always continues as a dominant force in the b-boy community."

UPROCK KNOWLEDGE THANKS TO PJAY71 AND FOREST GETAGUMP FOR THESE POSTS ON UPROCKING:

FOREST GETAGUMPS POST:

OK cmyono I'm going to speak about that. You are absolutely right. I'm not on here to argue any of Burn One's issues but I will speak on what I know from first hand information. Before I get started I will be the first to say Burn one gets on my nerves every week that I play at Brooklyn Sole and he ultimately pissed me off when he broke my crash crew record (original pressing). First and foremost, certain people (and they know who they are) need to be put on blast for trying to take credit in saying they brought out the rock when they weren't even living in New York at the time and still aren't. How can someone be in the New York STREETS looking for and discovering uprockers when they are more than half way across the United States.

Burn and myself were in RSC in the early 90's. We used to run the streets alot back then. Even back then he always gave credit to his people in downtown Brooklyn. He even dropped a few names on the Bootleg Betty Videos that were out back then. Mr. Wiggles at around the sametime produced some tracks with Burn one's vocals over them. In those tapes He shouted out the crews from downtown Brooklyn as well as crews from Bushwick. At the time when those tapes were produced there wasn't an uprock movement in New York. There were just people trying to do it at random.

What really sparked this whole thing off as cmyono said was the issue Burn had with Kenny over the rock. They were in Japan at the time and when they got back to the states Burn went into the streets looking for old school uprockers. RC was out in the city representing at the time. Ken Swift even highlighted him in one of his videos which was shot at the Rock Steady Anniversary. However, nothing had jumped off yet. The next thing that happened was an article written by Bobbito was published in Rap Pages. By this time Burn had found Spice and linked up with RC. He told them what was going on and from that point all of us started going out to clubs in the city.

Crazy Legs threw a breakbeat event in November of 1996 at the Wetlands in Manhattan. On that day Burn, Spice, RC, Gary (Dynasty), Mikey and Charlie Uprock (Incredible Rockers) all united and went to the wetlands to look for Bobbito and Ken Swift. That was really the first time the Rock was represented as a movement in the 90's. The people who stepped up to battle them were Q-Unique, Bobbito, and Numbers (who was wearing a Rock Steady Jersey at the time). There is footage of all of this. Kenny later battled RC in 1997 at the Manhattan Center. Kwik Step and Rocafella also battled at the Manhanttan Center that day. Basically it was over an interview with Kwik Step that was published in Stress Magazine.

Both Burn and RC were bringing out people that they knew from their respective sides of town. Some of the people that started coming out were Spice, Gary, Lil Dave, Danny Boy, Clarkie, Edwin, Mr. Loose, Mikey, Charlie Uprock. I don't know who some of these people are posting some of this other. Overall I would say Burn spearheaded the movement in the 90's. He united everyone for the cause to let people know who was representing the dance from back in the days in Brooklyn and how it was done. Bushwick has its history and pioneers and downtown Brooklyn has its history and pioneers. Regardless everyone in the beginning came out for the cause.
Burn was mad and beefing with people way before then on this topic as well as other stuff.

On a side note RC schooled alot of the people on the rock jams that alot people don't give him the credit for. Charlie Uprock also dropped a few joints on people as well.

As far as legs not supporting. I can't state what his current position is. However in the beginning he did come around to some of the events. Those that I do remember are the Loft in Bushwick and St. Barbaras church when he came with Rosie Perez and Bobbito. At the RSC 20th Anniversary he invited RC to speak on the panel and had them perform on stage that sunday at the Manhattan Center. Some of you who are posting on this topic were nowhere around on the scene. That's all I have to say about this. Check you out next year.

Peace

Forrest Getemgump
__________________________________________________


PJAY71 POST FROM BBOYWORLD.COM

History / Clarification

During the heyday of Uprock, the "Jerk" became the most popular part of the dance. Not only to Rockers but especially to non-Brooklyn dancers and onlookers. The Jerk is what everyone knows Uprock for. Rubberband [R.I.P] created the Jerk but has his own style and taught it to others, as well as, Apache and other Brooklyn Gangsters. Many parts of Brooklyn caught-on and adopted that style - a gangster style - some more creative and stylish then others. Their style of the Jerk was not the style that became the infamous "lunge, shuffle, shuffle, drop" [The Bboy Jerk]. Eventually, The Starship Enterprise, among others, was a very famous Disco for the entire 5 Boros including Brooklyn Rockers. In particular, Rockers named Danny Boy [Dynasty Rockers], Manny [Dynasty Rockers] and Rocky Nelson [MTC Jitterbugs], were always highlight dancers at these clubs. These Rockers, took the Jerk part of Rocking to the next level... especially Danny Boy. Danny Boy's Jerk style influenced King Uprock's style of Jerk, as well as, other Rockers from Bushwick and East New York. Buz [Touch of Rock] was another influence. This style of Jerk is what caught-on and became watered-down into what was copied by the oldschool Bboys to the new.

Therefore, it was the likes of these brothers especially Danny Boy who created the "standard" of Rocking and took it to the level. These brothers who so-little cats know of or give recognition to. Next time you do that "LSSD" in your Toprock... try to give thanks.

An Open Invitation

If anyone doubts the above, here's an open invite. If you ask cats who reached-out to King Uprock, Break Easy, Tiny or myself - cats who wanted to come to BK and get history etc. They can attest that King Uprock gave them the grand tour. He dosen't hold back and shows everyone interested the history, not only of BK Rocking but all elements AND it's not just form the Dynasty perspective.

So we openly invite anyone willing to come to BK to reach out to us and we'll happily give you the grand tour as well. And come to the Dollar Jams and see original Rockers [NOT from Dyansty] and ask them questions... whatever you desire - even Apache himself. This is open to you Legs as well, TekNYC, whoever. All BS aside, no shady sh*t or set-up's - it's us being real. Fabel always comes through - why not you.
This is from a post leggs put up in the discussion section. He got this out of a book, that was made in the early 80's. What sucks is i had this book round 98-99, found it at the downtown library..DOPE BOOK..Amazing history and knowledge, written before hip hop was even known in greater america. I remember it had drawings of clothing that representing all the periods and styles of dress up until it was written. I heard it now sells for 500 dollars, and i am the biggest dumbass cause i actually gave it back. Though i read it a couple of times and showed everyone in my crew, WISH I STOLE IT!!!

peace
________________________________________________Original Crazy leggs post:

I decided to put a chapter of this book on www.rocksteadycrew.com because, I felt that it had some very interesting facts about the way things were back in the days when I got into Hip Hop. Although a lot of research has been done since this book was put out in 1985, and some accounts are slightly off, I still feel that it was done with the right intentions. Steven Hager does a great job at putting across how the scene blew up from being a way of getting local props, to setting a foundation for what has become the rap industry and a way of life for many b.boys / b.girls, aerosol artist, DJ's, and em cee's. 
As you read this chapter, keep in mind that some stories are one sided and the term breackdance is heavily used. It was only in the early 1990's that research had begun to find out what the correct name (B-Boying) of the dance was.

Peace
Crazy Legs

HIPHOP
THE ILLUSTRATED HISTORY OF
BREAK DANCING, RAP MUSIC, GRAFFITI
BY STEVEN HAGAR
PUBLISHED BY ST. MARTIN'S PRESS
CHAPTER 6

In 1976 Tito and Macho were members of the RCA Rockmasters, a crew of Puerto Rican teenagers based near the Tremont section of the Bronx around 180th street and Southern Boulevard. Like many crews during the period, RCA started as a group of fun-loving disco dancers. Unfortunately, as the group got larger, they began acting more like a street gang. Tito and macho were not comfortable being in a gang, so they convinced several members to quit RCA and form their own crew. "One night we all went to Belmont Park," said Tito. "We made a big pile with our RCA sweatshirts and burned them. Then we started thinking about a new name. I said, 'how about "Rockwell"?' Everybody liked that, so we became the Rockwell Association".
The group included Willie, Carlos, Victor, Hector, Pops, Rubberband, George, and Shorty. They were a Puerto Rican crew when communication between blacks and Puerto Ricans was somewhat limited. Both groups were into music and dance, both threw block parties, but the similarities stopped there. Puerto Ricans played disco music, while blacks played hard-core funk. Puerto Ricans dressed in flower-print shirts and pointy-toe shoes and danced the Hustle, while blacks wore bell-bottoms and sneakers while breakdancing. However, around 1977, a Puerto Rican deejay named Charlie Chase helped bring about a merger of the two styles.
"From 1974 to 1977 I was in a band at Alfred E. Smith High School", said Charlie Chase. But then I got interested in degassing. There was a crew around my house called the Monterey Crew. They were the first crew that I saw getting into the b-boy style. They didn't do any fancy cutting with their music, but they played 'Just Begun.' So, I started doing a little degassing. My friends would say, 'Okay Charlie, here's your turn to play your black music,' and I would get fifteen minutes to do my thing. When I was on the set, everybody would dance and my friends couldn't understand why."
Willie Will was 16 at the time and had just learned to break dance. "Pops taught me," he said, referring to a friend a year younger than himself. "He learned from the Zulus. They had one dancer named Chopper who was real good. Breaking was like a hobby. We'd into the hallway and practice until three or four in the morning. Get drunk. Fight. There was nothing else to do. I don't know where the spinning came from, but it was out in 1976. The Zulus had footwork, headspins, backspins. We used to break on the concrete in Belmont Park. If you did a backspin, you'd only spin around once or twice. Everybody was in crews and the crews would break against each other. First the whole crew would dance and then the best two from each crew would go down".
After developing the dance for over five years, many blacks grew tired of breaking and had stopped by 1978. Some got into the Hustle or the Freak. Others did the Electric Boogie, a robotic mimelike dance popular in California and down South. However, the Puerto Ricans were just getting breaking and had no intentions of giving it up. Saint Martin's, a Catholic Church located on Crotona Avenue, began sponsoring breaking battles in their gymnasium with the local priests acting as judges. Well-known crews participating in the battles included The Disco Kids (TDK), the Apache Crew, Star Child La Rock, and TBB. However, the Rockwell's were widely considered the best. 
"We beat everybody," said Macho calmly. "There was no one else to challenge. The next year they picked two guys from each crew to gang up on us. TBB had Bobby Lee, Spy, Track, and Mongo. Spy and Willie were always going throat to throat."
"Believe it or not, I used to hang out with Spy," said Willie. "We used to practice together. One day I did a swipe and landed on my head. I was trying to work out a new routine. 'Do a headspin! Do a headspin! Said Spy. He helped me find a new move."
The final showdown for the Rockwells versus TBB and the rest of the Bronx was held at Saint Martin's during the summer of 1979. "The place was packed," said Macho. They had chairs arranged in a circle. We had ten dancers. They had about twenty-five. Everything came down to Willie and George against Spy and Mongo. Then the Priest said, okay, one more move: Spy against Willie. Willie flipped the coin and Spy went first. He did a sweep, messed up and fell down. The crowed booed. Then it was Willie's turn."
"I did my new routine," said Willie. I started with a split, into a swipe, into a headspin. I got him with the same move he told me to do! Hahahaha. I bet he regretted that one!"
"We won the trophy," said Macho, "but the other crew didn't want to admit that we won. They said it was fixed. They said we bought the fathers! They wanted to fight. See, breaking is not only breaking. There's a lot of fighting too. You go to a party and you burn this guy and he says, 'You want to battle, man? Let's battle with the hands. You're a punk,' and this and that. Then you go outside and find fifty dudes waiting for you. TDK was like that. They always looked at us wrong and would never speak to us."
After the Saint Martin's battle, many of the Rockwells felt that they were too old to continue rolling around on concrete, getting skin cuts and tearing their clothes. Tito and Macho bought a sound system and became deejays. "A lot of young kids still wanted to get down with Rockwell," said Macho. Richie Colón used to hang out. He wanted to get down, but we wouldn't let him 'cause he was too young. His cousin Lennie was down. Then I heard Richie moved to Manhattan and we didn't see him for a while. He said he wanted to form a part of Rockwell in Manhattan." 
Colón, a soft-spoken, polite 14-year-old, had spent two years practicing the dance and was just getting good enough to join Rockwell when everyone stopped breaking. He must have felt cheated. Then he moved to Manhattan and discovered that many of the kids around his new neighborhood didn't know what breaking was. He tried to teach a few, but it wasn't like the olds. Breaking didn't make much sense if you didn't have a rival to battle against. Despite being isolated from his former friends in the Bronx, Colón remained a devoted b-boy. He had never met Kool Herc, Bambaataa, or Flash, but he always spoke reverently of them and all the original breaking crews. He dreamed of forming his own crew someday, one that would be just as famous as the Zulu Kings, the Rockwells or TBB. He finally found some on playground at the corner of 98th Street and Amsterdam. "I met Ty Fly first, "said Crazy Legs. "He introduced me to Ken Rock, Frosty Freeze, Doze, Mania, and Take 1. I went against all of them. I'm not gonna even say what happened 'cause they later became my crew."
Meanwhile, Henry Chalfant was exploring the possibilities of publishing a book on graffiti with Martha Cooper, a former New York Post photographer. "After I met Fred (Brathwaite) I became aware of rap music," said Chalfant. "But my first indication of breaking came from Martha. We'd been comparing notes on graffiti for some time and one day she showed me a photo she'd taken in 1978 of a break dancer. She wanted to do a story on breaking but was having trouble finding kids still doing it. At the same time, I was approached about putting on a graffiti performance show at Common Ground. I agreed to do the show and asked Take 1, one of the graffiti writers, about breaking. He said. 'Sure, I break and I know the best crew.' The next day he walked in with Crazy Legs and Frosty Freeze from the Rock Steady Crew." Chalfant was stunned when he saw them dance. "It was amazing that this had been going on for years and nobody new about it. In Fact, It was about to die out when I found it."
The media found out about breaking on April 22, 1981, when the Village Voice published a cover story on the dance, written by Sally Banes with photos by Cooper. Although it was still nearly impossible to publish articles on graffiti or rap music, both of which seemed to be universally hated by magazine editors, breaking had immediate appeal for the national press, possibly because a quote in the Voice credited the dance with replacing fighting as an outlet for urban aggression. "In the summer of '78," said Tee, "when you got mad at someone, instead of saying, 'Hey man, you want to fight?' you'd say 'Hey man, you want to rock?'" The statement was not entirely accurate (break dancers were notorious for getting into fights, especially with each other), but it was just the sort of quote that makes good newspaper copy. When the article appeared there were only a handful of breakers left in the city, but within months television camera crews, reporters, and film makers were scouring the city in search of more. The attention lavished on the dancers allowed graffiti writers and rappers to get media exposure as well. Graffiti and rapping were no longer thought of as bizarre, isolated phenomena but as integral parts of a complex subculture.
Until 1981, it was difficult for a white, downtown audience to experience live rap music or see a break-dance contest, because these activities took place well inside the ghetto, where few whites were willing to travel. However, as the popularity of break dancing spread, it became apparent that whites would flock to any club associated with hip hop, as long as the club was located below 96th Street in Manhattan. On Second Avenue around the corner from the original Fun Gallery was a small basement nightclub called Negril, which had been unsuccessfully been trying cultivate and audience for Jamaican music. Ruza Blue, a concert promoter from England, and Michael Holman, an independent film and video maker from California, began throwing hip hop parties at the club on Thursday nights. Herc, Bambaataa, the Treacherous Three, the Cold Crush, the Rock Steady Crew, and other hip hop celebrities began appearing at the club which catered primarily to a white audience-although there were always plenty of Bronx b.boys on hand to give the place an authentic flavor. Negril's greatest moment probably came the night Rock Steady Crew battled the Floormasters, a crew from the Bronx later known as the New York City Breakers. For the first time the audience got a taste of the competitive nature of breaking. Rock star David Byrne and painter Francesco Clemente began frequenting Negril, which, because of its small intimacy was lost when the operation was moved to the Roxy, a cavernous roller rink on West 18th Street. However, by 1982 the downtown hip hop scene had gotten far too big for a tiny nightclub like Negril.
Much of the credit for the growing acceptance of hip hop was undoubtedly due to Robert Christgau of the Voice and Robert Palmer of the New York Times, two of the most influential rock critics in New York. Both were early supporters of rap music. For several years Christgau and Palmer were among the only mainstream rock critics regularly reviewing 12-inch rap singles put out by small, independent labels. On March 25, 1981, Christgau's "Consumer Guide" column in the Voice, once a bastion for progressive rock albums, contained reviews of no fewer than six rap records. These critics realized that hip hop was the first progressive movement to appear in black music in several years, and that it had the potential to cross over to a wider audience.
In 1981, Bambaataa had just established a relationship with a fledging label called Tommy Boy Records when he began deejaying at clubs like Negril and the Mud Club. He immediately went to work on a record designed to appeal to the new wave crowd as well as hip hoppers. Under the guidance of producer of Arthur Baker, he raided musical fragments from sources appreciated by both groups: the pioneering German synthesizer band Kraftwerk, the film The good The Bad, and the Ugly, Captain Sky, and Babe Ruth. A Roland TR 808 drum computer replaced a studio drummer, and the musical track was provided by a single keyboard player, John Robie. The result, titled "Planet Rock," unalterably changed the sound of dance music for the next two years. 
"Planet Rock" was released in May 1982 and, according to Billboard, was "an instant club and retail hit of formidable size, shipping near-gold upon release." Part of the success of the record was due to a new style of rap, which appeared on the record for the first time. Invented by G.L.O.B.E., a member of Soul Sonic Force, the rap group was the result of years of experimentation. "The problem with a lot of rappers is they were stuck in the Bo Diddley syndrome," said G.L.O.B.E. "They just wanted to brag about themselves. I was working on something different and when I showed it to Bam, he really liked it." They were a dreamy utopian throwback to the sixties, with lines like: "Your in a place were the nights are hot / where nature's children dance and say the chants / of this mother earth which is our rock / The time has come it was foretold, to show you really got soul."
G.L.O.B.E also created a new style of rapping to augment lyrics. "I call it MC Poppin'," he said. "It's a step above rapping and a little less than singing. It's an acrobatic way of saying words. The tongue moves faster and it has more melody to it. Today a lot of people imitate it but MC Poppin' is mine. I invented it in 1978.
Richard Grabel, New York correspondent for the British newspaper New Musical Express, began writing extensively about rap music, which formed a devoted following in England, where rock groups imitated the "Planet Rock sound" using Roland drum computers and synthesizer effects. The Clash hired Futura 2000 to paint backdrops during their performances, shows that often ended with Futura climbing down from his ladder, throwing aside his can of spray paint, and rapping his own song, "The Escapades of Futura 2000."
In 1981 Chris Frantz and Tina Weymouth, both members of the rock band Talking Heads, formed the Tom Tom Club, a group that specialized in a pop-oriented, electro-funk sound. They recorded an intellectual rap single titled "Wordy Rapinghood," followed by the more successful "Genius of Love," which became an extremely influential record in the world of hip hop. Ed Fletcher, resident percussionist for Sugarhill Records, would soon design a musical track inspired in large by "Genius of Love"" and offer it to Grandmaster Flash and the Furious Five. 
"At first, nobody wanted to do the song 'cause it was too low down," said Melle Mel. The basic structure of rap is to get people to participate in the party, and all the rappers, including us, were scared to try something more serious. Why take your problems to a disco? I think Sylvia Robinson was the only one who really believed in the song. Ed Fletcher had the concept for two years and never did anything with it, but Miss Robinson knew it would be a big record and convinced to do it."
"Actually, the merger of rap with a serious message had first successfully taken place in 1980 with the release of "How We Gonna Make the Black Nation Rise?" by Brother D (whose real name was Daryl Aamaa Nubyahn) who was a member of the New York Family of Black Science, a revolutionary organization "dedicated to the uplifting of black people and to the acquiring of knowledge and skills."
"I noticed kids around my block doing rap, but there was no message," said Nubyahn. "I was teaching math in a vocational training program and I started running some raps for the kids in my class. I made deals with them like, you do a certain amount of work and I'll rap for you at the end of the period. And they loved that. There was a strong desire in rap records for people to soup themselves up. Big fantasies-folks in their teens talking about my big car, I'm a movie star, I've got all the women in the world. People are very materially centered. Something flashes on TV and they have to go out and get it. With the idea of hooking rap up with political information and the practice I got rapping for my students, I began to write."
Set to a musical track taken from Cheryl Lynn's disco hit "Got to Be Real," Nubyahn repeated an angry refrain: "We're rising up, we won't take no more! "We're rising up, we won't take no more!" Although it was an explosively effective record, it was far too political to attain wide popularity in hop hop circles. By 1982, when Grandmaster Flash and the Furious Five went into the studio to record their own version of a "serious" rap record, they hadn't even heard of Brother D and Collective Effort.
Fletcher became the principal architect of "The Message," a song that would become raps greatest single. Although his lyrics carried an emotional intensity equal to "How We Gonna Make the Black Nation Rise?" Fletcher left out of the political ideology. The persona portrayed in the song was that of a typical South Bronx resident pressured to the point of desperation by his environment. "Don't push me, cause I'm close to the edge," warns the voice. I'm trying not to loose my head. It's like a jungle sometimes, it makes me wonder, how I keep from going under." The cause for this tension was graphically illustrated: "Broken glass everywhere, people pissing the stairs, you know they just don't care. I can't take the smell, I can't take the noise. Got no money to move out, I guess I got no choice. Rats in the front room, roaches in the back, junkies in the alley with the baseball bat. I tried to get away but I couldn't get far, because the man from Prudential repossessed my car." 
Fletcher and Mel took turns reciting the lyrics on the record, carefully juxtaposing their voices for a unique effect. Fletcher provided a more low-key, disco-style rap, which served to heighten the aggressiveness of Mel's delivery. In fact, by varying his tones, inserting slight, dramatic pauses, and occasionally speeding up his tempo to create a sense of urgency, Mel gave a performance meticulously planned and executed as any aria, completing the song with a rap he wrote in 1980 describing the birth, decline, and eventual death in prison of a South Bronx hoodlum, a story told in sharp, cinematic imagery. A rapping tour de force, "The Message" stands as one of the most powerful poetic performances ever captured on vinyl. 
"The message" received the maximum rating of five stars from Rolling Stones, where Kurt Loder called it "the most detailed and devastating report from underclass America since Bob Dylan decried the lonesome death of Hattie Carroll-or, perhaps more to the point, since Marvin Gaye took a long look around and wondered what's going on." Several months later it topped nearly every critic's list as best single of the year. "Planet Rock" may have provided the musical inspiration for the further development of hip hop, but it was "The Message" that created the impetus for greater lyrical complexity. Appropriately, the song that represented one of hip hop's finest moments described the South Bronx, the territory where hip hop began.

Challenge of the B-Boy Master: The Impact of Kung Fu Movies on Breakdancing
by Eric Pellerin

2003.11.24 - Back in the mid-to-late 1970s, the earliest power moves of Breaking were created by B-Boy masters living in New York City. One of the biggest influences on the creation of moves like the "headspin" and the "windmill" was the Hong Kong kung fu movie. B-boys watched the amazing physical abilities of their favorite kung fu actors in films by Shaw Brothers, Seasonal Films, and Golden Harvest Studios. They imitated and expanded upon the ritualized combat they saw in these films, adding new moves to their dance. 

These films were seen in the US, but only in a limited number of theaters in major cities. In the book Kung Fu: Cinema of Vengeance (1974), Verina Glaser said, “The basis for the success of the kung fu films in the States was the same ghetto audience that carried the wave of ‘black’ Hollywood action films a year or so previously.” In New York City, the two places to see kung fu movies were 42nd Street and Chinatown. Kung fu movies placed the majority of importance on the action, and less time on character development and production values seen in Hollywood films.

There was a big parallel between Hong Kong and NYC. Hong Kong and New York were both densely populated, with a large divide between the rich and the poor. Both cities had high crime rates and tough ghettos. These films were made as escapist fantasies for the people of Hong Kong, and they ended up serving the same purpose for the inner city youth in the United States. Ken Swift said “Every kung fu movie was like styles, people got they ass whipped, and they went back and got revenge, and it was cool, and that was like something maybe we saw this as kids in the hood, as something we dealt with every day in our lives, you know what I’m saying, dealing with the way we had to live, in school and at home.” 

The year was 1971 and America got its first taste of the exciting and dance-like choreography of Hong Kong martial arts films with the Shaw Brothers production King Boxer (AKA Five Fingers of Death) starring Lo Lieh. At this time, Hip-Hop as we know it did not exist. Street gangs like the Black Spades and the Savage Skulls fought each other in the streets of the Bronx for control of turf. Eventually, the pre-rumble dance of these gangs would be incorporated into the Hip-Hop dance known as Up-Rocking. Trac 2 of Starchild la Rock, a legendary b-boy crew from the seventies, related a story about the gang origins of Up-Rocking. He said that the night before a rumble, the gang leaders had a dance off with each other, one on one. This let everyone in the area know who was going to be involved in the real deal the next day, and anyone else should stay out of the way. 

During the time that street gangs in the Bronx were at their peak, kung fu movies became enormously popular in America. After Five Fingers of Death, the films of Bruce Lee were released to great success. The popularity of Lee and his films created a demand for kung fu movies in the United States. Bruce Lee was the most popular kung fu star in the world, and Golden Harvest became the second major studio in Hong Kong. Along with the Shaw Bros. they produced the vast majority of martial arts films made in the British colony. After the death of Bruce Lee in 1973, Hong Kong produced kung fu films that tended to be formulaic until Lau Kar-leung began directing in 1975. He showcased authentic kung fu techniques with films like Challenge of the Masters, Executioners of Shaolin, and The 36th Chamber of Shaolin (AKA Master Killer). 

While Lau Kar-leung was directing his debut film Spiritual Boxer, Hong Kong street gangs in New York City were giving way to a more positive counterpart known as crews. Many of the gangs' former members turned to dancing and block parties as an outlet for their energy. The most instrumental person in this change was former gang member turned DJ, Afrika Bambatta.

Instead of fighting each other in the street, the B-Boy crews like Starchild La Rock and Rock Steady Crew battled each other with their dance, known as b-boying, breaking, or rocking. Like rival Clans seen in kung fu movies, B-Boys would test each other to see whose style was the best. On the jade screen it was Snake Fist vs. Eagle Claw or Shaolin vs. Wu Tang. On the streets it was the Disco kids vs. Starchild La Rock or Rock Steady Crew vs. the Floormasters. With competition heating up, the next generation of B-Boys took inspiration from different sources to up the ante. According to Trac 2, Latinos added their own flavor to top-rocking, and footwork. He said in 1978 the foundation for modern B-Boy power moves were laid down. 

Around the same time in 1978, filmmakers in Hong Kong were revitalizing the kung fu film with sub-genres like kung fu comedy. These movies accentuated more acrobatic movement in their choreography, influenced by the actors and directors training in Peking Opera. Yuen Wo-ping, Jackie Chan, and Sammo Hung all graduated from sifu Yu Jim-yuen’s Peking Opera school and went on to make some of the late seventies' most dynamic films like Snake In the Eagles Shadow and Knockabout. 

Going to see kung fu movies on 42nd St. became a ritual for the youth of New York City . B-Boys especially took to the films, with their physically dynamic choreography, which was closer to dance than actual combat. Bruce Lee in real life was a Latin dancer. He was the Hong Kong Crown Colony Cha-Cha champion in 1958. In his movies, he does a form of footwork that is very similar to top rocking. While serious filmgoers denounced kung fu films, the B-Boys took to the films as their own. Ken Swift explains, “42nd St. was like ‘wow!’, these are subtitled, they’re putting these English voices over, these movies aren’t even made in the States, that’s even more like ’wow!,' you feel like you’re really a part of something.” 

The DJ’s, MC’s, B-Boy’s, and graffiti artists would go to see these films together, and it was a participatory experience. They would get so hyped up during the film that they would argue and fight with each other during the film. 

After watching the movie, the B-Boys would leave the theater hyped off the energy they saw on the screen from movies like Mad Monkey Kung Fu, Mystery of Chess Boxing, Crippled Masters and many more. Trac 2 and his brother Danny said that kung fu movies are a fever you catch. After seeing martial arts on the screen, they wanted to try it themselves. Some early B-Boys studied martial arts. Trac 2 took Shotokan Karate for two years. He said that a lot of the early B-Boys studied karate. Bust most of them just imitated the movements they saw without any formal training. As Ken Swift states, “Realistically, [we] leave the theater and just want to kick the shit out of people. I mean we would walk uptown and sometimes just kick somebody…You know, we would do a demo on somebody, and start doing exactly what we saw in the movie, not knowing what we were doing, but just imitating it to the max.” 

Besides just imitating the kung fu by fighting each other with a Mantis Fist, Monkey style, or Crane style, the kung fu started to find its way into the dance. B-boy KWON of Swift Kids said, “As far as the martial arts goes, that gave a lot of b-boys ideas as far as doing things on the floor and expanding their ideas for movement and bringing out their character.” B-Boys appropriated visually dynamic movements they saw on the screen, and made them their own. The fight scenes in kung fu films were choreographed following a specific rhythm between the performers. The kung fu actors had to follow each other’s movements like dancers. You can see fight scenes being choreographed like this in Jackie Chan: My Stunts.

It was only natural that B-Boys would be attracted to these movements that were close to what they were doing already. Lil’ Lep explained how the kung fu movies directly effected the dance and his crew, the New York City Breakers. “Kung fu movies were important, because we learned from them. You know Flip ( Flip Rock AKA Bobby Potts), he does a lot of flips, and they do a lot of flips in kung fu movies. You know my man Chino (AKA Action), he does a lot of flips too. My thing is my swipes, headspins.” 

B-Boys would take certain movements they saw in the kung fu films and work them into the dance. Lep brought his own innovation to the headspin. Instead of doing it from a standstill position, he went into the headspin from footwork. He calls this the pencil headspin. In the movies Drunken Master, Killer Army, and Shaolin Temple there are moves when an actor will spin on his head ½ or a whole rotation. Ras, AKA Ray from Floormaster Dancers ( Brooklyn ) said, “Kung fu played a part in my life. You see the styles they had, they spin on their heads, like b-boying, they had windmills, they were doing the helicopter, which is the swipe. We looked at these things, we used it as dance. Ray learned Aikido in the marines, and loved the way he could manipulate an opponents body weight with the Japanese art. It is hard to say if the influence was always direct, or if it happened because of repeated viewing of similar movements and was appropriated subconsciously. 

One thing that Ken, Trac, and Lep all brought up when asked how the films influenced them was routines. The elaborate choreography of Hong Kong martial arts movies inspired the B-Boys to choreograph their own routines with two or more dancers. In kung fu movies and B-Boy routines, creativity and constant practice is what makes the choreography. I asked Lep about the choreography he was involved with in the New York City Breakers. “If we didn’t do it right, we would have to do it over and over until we got it right, you know, that’s part of being a professional dancer.” 

The B-Boys that started out imitating their heroes on the big screen eventually got to be in movies themselves, performing their own footwork, kicks and flips in films like Flashdance, Wildstyle, and Beatstreet. Beatstreet features the rivalry between RSC and NYCB prominently in the story line. Kuriaki is doing footwork, and Powerful Pexter says, “You’re biters, all you’re homeboys are biters.” Kuriaki responds, “I ain’t never stole no moves from you, your moves ain’t’ worth to be bit, so what’s up with that, punk?” After this exchange of verbal confrontation, the two crews agree to battle each other at the Roxy. 

Ken Swift talked about going to Japan to promote Wildstyle on the Wildstyle tour in 1982,”We took Japan by storm, I think they were shook, that movie Wildstyle, was like hard, rugged, rough Bronx. They show burnt buildings, the whole shit, and I think these people were just blown away by this shit that came from those conditions.” 

Ken was amazed that in Japan , American culture had already impressed the Japanese in a big way. He saw 20 Japanese Elvis impersonators where they were previewing the movie. He saw Japanese rock groups including a Japanese Kiss. While the Japanese were emulating American culture, American youth was appropriating from Asian culture, and showing the result to an Asian audience for the first time. Ken Swift, "We had to really show the influence of kung fu, martial arts, of kung fu movies in a dance piece, when we went to the Akasaka blitz, in Tokyo , and be in front of Asians, that was strange. We were like, ‘Yo, we’re inspired by these people.’ It was strange, we were concerned, we’re like, ‘how are they going to react to this.’ I don’t know, the audiences are funny, they can be quiet as hell through the whole show and then at the end, just (claps), and you’re like ‘OK, OK’, you thought they hated it. Some of the audiences are very reserved, everybody really enjoyed it.

After Beatstreet B-Boying, or Breakdancing as it was known to the general public, became a nationwide phenomenon. Two West Coast movies were released, Breakin’, and Breakin’ 2: Electric Boogaloo that featured popping and locking and some b-boying. These movies were produced by Golan Globus, who made movies like Ninja 3: The Domination and later Bloodsport with Jean-Claude Van Damme. Van Damme has a cameo in Breakin’ as a crowd member on the outside of the circle.

B-Boying’s popularity soared and “how to” books and records were released. The dance was exploited and mass marketed for two years, and became the “in” thing. Then in 1985, almost everyone stopped dancing. B-Boying was burnt out from overexposure. Diehard B-Boys kept dancing, but to the rest of the country it was considered over. Co-incidentally, around the same time, production on traditional kung fu movies ceased in Hong Kong in favor of modern thrillers and comedies. One of the new films was a Breakdance comedy directed directed by Yuen Wo-ping, Mismatched Couples starring Donnie Yen. You can see the influence American culture had on HK at the time. The moves that were inspired by HK cinema made their way back into the genre they came from in their American B-Boy form. B-Boying also shows up in Drunken Tai Chi and I Will Finally Knock You Down Dad, two of the last traditional kung fu films produced in the 80's.

In the early 90s B-Boying and the traditional kung fu film both made a comeback. The movie that brought the kung fu film back was Tsui Hark’s Once Upon a Time in China starring Jet Li. The new wave of kung fu films following the success of this film featured different styles of camera angles and editing. The choreography was enhanced with wirework, which allowed characters to fly. This style was previously seen mostly in swordplay films. 

While directors in HK were bringing the kung fu film back, RSC came together with the Rhythm Technicians and Magnificent Force to form Ghettoriginal. This unit produced and performed dance theater about their experiences in B-Boying. One production they performed was Shaolin Temple Hip-Hop, that was part of the play Jam on the Groove in 1996. 

Shaolin Temple Hip-Hop was a piece that Ghettoriginal put together not to educate people, but as Ken Swift said “It was a bug out skit, lets have fun with our inspiration, one of our favorite inspirations, as B-Boys, that meant so much to us coming up.” They played with the themes in kung fu movies and recreated on stage what might happen in a kung fu film. 

The main character, Flo-Master (who is a Taekwondo stylist and has studied jiu-jitsu and kickboxing) wants to be like Jackie Chan. He falls asleep while watching a kung fu movie in a theater, and wakes up in his dream. In the dream he is a wanderer. 

Kung fu movies continued to directly inspire B-Boys in the 90s. Ken Swift formed his own chapter of Rock Steady in 1996, RSC Seven Grandmasters, based on the Joseph Kuo movie 7 Grandmasters. RSC Seven Grandmasters was a battle clique. Ken Swift, “And that was the elite unit of Rock Steady that was all about win, lose, or draw, battling anybody, going out there to war, and it had the same concept as Seven Grandmasters, going all over the country, doing different styles, fighting and challenging, that’s a little what the movie was about.” 

RSC Seven Grandmasters were Ken Swift, Honey Rockwell, Mr. Wiggles, Flo-Master, Gizmo, Orko, and Katsu. Representing in Europe were Bruce Wayne and Tony Zoom. Pending to get in at the time were Remind and Crumbs (SEC) and Wicket (Ren). All the members had to train in the other members' styles and strong points. Kung Fu and B-Boying have many different styles. Each member of the Seven Grandmasters was an expert in their particular style of B-Boying. Trac 2 told me that B-Boying has never been about an individual, but partners and crews. B-Boys need others to inspire them to advance their skill level and creativity.

The movie 7 Grandmasters also inspired Ken Swift to create a new move. “In the movie, the brother was on the floor, and he grabbed his hands and he pulled and he slid on his butt, and he kicked this dude, I have a forearm glide that I do, called ‘flowing downstream’ that was inspired by the film.”

On March 24, 2001 Koncrete Jungle’s 1st Wu-Shu and B.Boy/B.Girl Dance Challenge was held. The event was presented by the American Wu-Shu Society and Ken Swift Productions. Wu-Shu is the style of martial art practiced by Jet Li. One of Jet Li’s contemporaries from the Zhejiang Wu-Shu professional team, Hu Jianqiang, performed at the event. Master Hu was in Shaolin Temple and Kids from Shaolin.

There was an informal battle between some of the B-Boys and Wu-Shu athletes on the carpet. They were showing each other their skill in acrobatics, and trying to outdo each other. Also, some of the Wu-Shu athletes jumped into the circle to dance. One of the Wu-Shu athletes, Tsuyoshi Kaseda, entered the B-Boy competition and showed everyone his distinctive style. With events like this one, B-Boys and martial artists can exchange ideas and inspire each other in person.

Kung fu films are enjoying a renaissance on the big screen in America. The Chinese language film Crouching Tiger, Hidden Dragon, directed by Ang Lee won four Oscars at the Academy Awards and was awarded praise by both critics and fans. B-Boying has made a comeback appearing in numerous videos. Huge martial arts productions are coming to American movie theaters. Lau Kar-leung’s Drunken Monkey is a throwback to the kung fu films of the '70s. Jet Li and Jackie Chan both have careers in Hollywood. Li's Cradle to the Grave co-stars DMX. Hip Hop now directly influences an art form it was inspired by. Kung fu films have been with B-Boying from the very beginning, since the street gangs watched the films on 42nd street. Kung fu movies will always be a part of hip hop culture.

HIP HOP HISTORY: PART 1 

by Kounter Kulture

Around 1929 the South Bronx was certainly not what it is today. It was a place where Irish, Jewish and Italian families raised their children and did their best to maintain their cultural traditions, while living in what was so often referred to as the New World. Despite the Great Depression that was going on at the time, the future didnt look so bad, for at least they had their own communities or so they thought!

In 1929 the New York Regional Plan Association had something else in mind for the future. They envisioned Manhattan as a centre of great wealth and to provide the necessary workforce to fuel this affluent centre, a massive expressway would be built that would connect Manhattan to the suburbs. This way commuters could literally drive over the Bronx and whatever other areas spanned across this 7 mile experiment.

Robert Moses, who was recognized as the most powerful Urban Builder of all time, was at the head of this project after World War II. He was a man who wanted to make history by any means necessary. And indeed he has done just that, but the price has been higher than just the cost for the raw materials. In the path of this expressway were those communities who dreamed of a better future. 60,000 Bronx residents were simply told that they had a few months to move out and were given $200 per room as a compensation. Thus began the exodus of the Irish, Jewish and Italians out of the Bronx.

Meanwhile, in Manhattan, another exodus was to take place. Under the guise of Urban Renewal poor Blacks and Hispanics were forced to leave and relocate to the South Bronx and East Brooklyn. To house them, towering flats were built on a massive scale. The Bronx River Projects and the Millbrook Projects both contained 1,200 units on fifteen floors; the Bronxdale Projects contained 1,500 units and the Patterson Projects rose to 1,700 units.

Those Italian, Irish and Jewish families who were not able to leave so quickly began to form gangs that attacked the incoming Afro-American, Afro-Caribbean and Hispanic families. In turn, these newcomers formed their own gangs in self-defence. Tensions were high on both ends. Organizations like the Black Panther Party and the Young Lords did what they could to mobilise the communities to protest for better services, but pressure from the authorities and conflicts with the gangs soon ended those efforts.

To make matters worse, industry was moving out of the area and factories were being left abandoned. As a result, 600,000 manufacturing jobs simply disappeared. People were left to survive on social welfare with most getting less than $2,500 a year. 

In came the slumlords!

Slumlords began buying up apartment buildings and charging unreasonable rent prices. In fact, the object of the exercise was to force people to move out. When they couldnt pay rent, the electricity and water were turned off. When the building was emptied out, the slumlords would pay some poor street thug $50 to set the building on fire and would then go collect $150,000 from their insurance company. This became very widespread and caught the attention of politicians but for the wrong reasons!

Because these fires were reported as arsons, politicians like Senator Daniel Patrick Moynihan began making statements like, People in the South Bronx dont want housing or they wouldnt burn it down. This lead to them forming a concept known as benign neglect. In other words, if the people in the South Bronx dont care about their community, then why should we give them any funding to build it up? Why not just neglect them until they go away? Of course the slumlords certainly werent going to step forward and volunteer the truth of the matter that they were the ones burning down the buildings to collect insurance, and who would believe some poor, young kid from the streets.

As a result of this benign neglect being put into effect, funding for social services were cut. On top of that, seven fire companies were closed down and thousands of fire fighters were laid off. As a result, more than 30,000 fires were set in the South Bronx which destroyed 43,000 housing units! Entire blocks were turned into ghost towns!

Amongst these ashes Afrika Bambaataa was raised. And from these ashes Afrika Bambaataa would see and participate in the coming together of a Hiphop Kulture.
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HIP HOP HISTORY: PART 2

By Kounter Kulture

Afrika Bambaataa was born Bambaataa Kahim Aasim to Jamaican and Barbadian parents. Although it is not clearly known when he was born, it is safe to speculate that his birth took place between 1957 and 1960. What is clear however is that Bambaataa spent his earilest years witnessing the turbulent and dynamic Age of Revolution (1961-1971).

Although he was born in Manhattan, he was raised in the Bronx River Projects by his mother, who was a nurse and came from a family that was very involved in the international Black cultural and liberation movements. His uncle, Bambaataa Bunchinji was a Black nationalist and many others in his family were followers of the Nation of Islam.

From an early age, Bambaataa would appreciate the power of selecting music to play for the crowd. His mothers record collection would include diverse styles from Miriam Makeba, Mighty Sparrow, Joe Cuba, Aretha Franklin, James Brown, Sly Stone and the Family and much more. The young Bambaataa would place his speakers in the window of their ground floor flat in the Bronx River Projects and blast his music for the kids who hung around on the asphalt out front.

As a young child, Bambaataa was greatly influence by the 1964 movie classic Zulu, and after seeing it, he vowed that one day he would have his own group called Zulu Nation. But when the movie ended and he looked outside of his window, he realized that this dream would have to be put on hold. 

White gangs were forming alliances with one another to prey on youth of color. Smack was flooding into the Projects like a tidal wave. Black and Puerto Rican gangs had to deal not only with the White gangs, but also with the junkies, as well as each other. It wouldnt be long before Bambaataa would be drawn into this world.

At first he became part of a gang known as P.O.W.E.R. which stood for Peoples Organization for War and Energetic Revolutionaries. P.O.W.E.R. imitated and used the rhetoric of the Black Panthers but their main goal was to avoid being overrun by the Black Spades, who dominated the nearby Bronxdale Projects. But P.O.W.E.R. didnt last long as the violent struggle against the White gangs and the police lead its leadership to go underground. This lead Bambaataa to join the Black Spades and convert the Bronx River Projects into Black Spades territory. Having successfully done this, he was appointed by the leader of the Black Spades to the high position of Warlord, whose chief duties involved stockpiling the arsenal, training the members in fighting skills and military techniques, and negotiating times and places for rumbles. He also became the Master of Records.

With the Bronx River Projects now under his watchful eye and leadership, the groundwork was set for the future rise of the Universal Zulu Nation, as well as the coming together of Hiphop Kulture.
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HIP HOP HISTORY: PART 3

By Kounter Kulture

Out of the ashes of a burnt down Bronx came the widespread presence of youth street gangs. Those Projects and areas that did survive the fires would become the breeding grounds for gang recruitment. And the destroyed abandoned buildings would become the Clubhouses where these gangs would set up their headquarters.

One of the principle figures that influenced the spread of gangs and how they functioned in the Bronx was Benjamin Melendez. Benjamins family was living in the slums of Manhattan when in 1961, Robert Moses began implementing his Urban Renewal plan to clear out the poor families to make room for offices and high-rise apartments. The Melendez family ended up in the Bronx. 

Benjamin joined a small gang called the Cofon Cats but soon got tired of hanging out with them. When his family moved to the Crotona Park area, which is close to the Bronx River Projects, he decided to form his own clique. After coming up with several names Seven Immortals, Savage Nomads, Savage Skulls he finally settled on Ghetto Brothers.

Later, other members of the Ghetto Brothers would go on to use those other names to form their own gangs in other areas: Seven Immortals, Savage Nomads, The Renegades, Roman Kings, Taino Brothers, Boricua Brothers and the Savage Skulls, who would later become the second largest gang in the Bronx the largest being the Black Spades. Even the Black Spades can be traced back to Benjamin as before they became the Black Spades, they were known as the Savage Seven.

Other gangs that sprung up in the area were the Mongols, Dirty Dozen, Peacemakers, Turbans and the Chingalings. Those few remaining poor Whites formed the Authur Avenue Boys, Golden Guineas, War Pigs and the Grateful Dead. Most of the Blacks were in the Black Spades and the other gangs were mostly Hispanics.

Although gangs in those days were still violent and territorial, they functioned differently than those of today. The Ghetto Brothers emerged in a time when the Black Panther Party and the Young Lords were in the slums fighting for the implementation of their Ten-Point Programs. In fact, the Ghetto Brothers supported the Young Lords in their efforts to provide services to the community and to try and clean it up. So much so that they began to dress up militantly, wearing Black Berets and growing their hair long.

When smack was creating big problems in the neighbourhoods because of the junkies who would rob, steal and maim to get high, the gangs stepped in and started wiping them out. The Ghetto Brothers protested the quality of health care at the local hospital, which they called the Butcher Shop. They questioned why there were no jobs or recreation facilities for the youth and spoke out against corrupt politicians. They even forced slumlords to allow them to enter the flats so that they could clean them up. Melendez had a different vision for the future of gangs.

But what makes Benjamin unique to Hiphop Kulture is that he had a passion for music. In fact, "Ghetto Brothers" was originally more than just a gang name, it was also the name of their Latin-Rock band, consisting of himself and his real brothers: Ulpiano, Victor and Robert Melendez. They released their only album Ghetto Brothers Power Fuerza around 1972.

Even more important to his influence on Hiphop Kulture were the unprecedented moves that he made which led up to the release of that eight-song album. Having been influenced by those movements that surrounded him, Benjamin decided it was time to unite the rivalling gangs.

In 1968, J. Edgar Hoover began to lay out his objectives for the FBI COINTELPRO. He wanted to wipe out the Black Panther Party, the Nation of Islam, the Young Lords Party and many others. Around the country, members of these movements were rounded up and placed in prison. In New York, 21 members of the local chapter of the Black Panther Party were arrested and sent to jail for two years before the charges were dropped and they were released. One of those members was Afeni Shakur, mother of Tupac Amaru Shakur.

With these groups gone, the gangs began to turn more on themselves rather than on the powers-that-be. Benjamin decided to make a move. He removed the Warlord position from the Ghetto Brothers and replaced it with Peace Counselor. A half-Black, half-Puerto Rican ex-junkie known as Black Benjie would be the first to take on this responsibility.

Black Benjie would go around to other gangs and invite them to block parties in the Ghetto Brothers' territory. The Ghetto Brothers opened up their borders in the name of peace. They played their music and no one got hurt. People just came to have fun.

But this wasnt enough. Gang violence was increasing and three Ghetto Brothers got shot. Benjamins brother Victor, who was now President of the Savage Nomads, was stabbed. Black Benjie was sent out to try and calm things down. He met up with the Mongols, Seven Immortals and the Black Spades, who together were on their way to a rumble against the Savage Skulls. Black Benjie tried to convince them to talk about a truce but one of the Seven Immortals pulled out a pipe and another pulled out a machete. The Ghetto Brothers had no weapons, so Black Benjie ordered them to run, but he was not able to get away. He was bashed in the head with the pipe and fell to the ground, where they continued to beat him. He later died in the hospital.

Melendez was left with no choice but to retaliate. All the gangs were preparing for an all out war. Yet Melendez said, No, Black Benjie died to bring us peace. Everyone was ready to override his decision. Even ally gangs leaders were ready to make moves if the Ghetto Brothers didnt. So Benjamin called for a meeting of all the leaders to organize a gang truce. There was a massive turn-out and everyone got a chance to air their differences and grievances. One of the most prominent and powerful speakers was Bam Bam, the leader of the Black Spades, who was being guarded by his Warlord, Afrika Bambaataa.

After all of the anger was vented and ideas expressed, a truce was agreed upon. All the gang leaders signed it and borders were opened up. Afrika Bambaataa was inspired by what took place that evening and held on to the spirit of the truce. Soon after, Bam Bam went to fight in the Vietnam war and Bambaataa would become the President of the Black Spades.

After the truce, the Ghetto Brothers continued to have their block parties, inviting other gang members to join in peace. Although they may not have had turntables upon which they cut and mixed vinyl, we must recognise, whenever possible, the pioneers of ideas. The Ghetto Brothers would plug the amps for their instruments and speakers into the lampposts in the parks, long before DJ Kool Herc did it with his sound system. And even Afrika Bambaataa would later use the idea of uniting rival gangs through block parties with music, dance, and graffiti art. 

The Ghetto Brothers may have never rapped, beatboxed, spun a record, did a head-spin or tagged their name on a train, but they set the stage for DJ Kool Herc and Afrika Bambaataa.
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HIP HOP HISTORY: PART 4

By Kounter Kulture

Clive Campbell was born in Jamaica, the first of six children. The year was 1955 and Kingston wasnt the nicest place to live in with all of the political turmoil. Clives parents, Nettie and Keith, did their best to provide for their children and to distance themselves from the troubles. Clive spent his early years growing up in Trenchtown.

Keith Campbell and Clives younger sister Cindy were both record collectors. And their collection spanned from reggae to soul to country. Clive would sing along to the American songs in an effort to learn the accent. He would also sneak around to check out the Sound Systems blasting music all night. King George was the famous Selector in his area and he dreamed of one day being like him.

His mother Nettie began studying and working in New York and thought that it would be a better place for her children to be raised, for there were more opportunities. And at the time, many Jamaicans were already migrating to New York. So Clive was the first of the children to join his mother in 1967.

The Campbells lived on East 178th Avenue, not far from Crotona Park where the Ghetto Brothers and other gangs roamed. Living in New York was a big change for Clive and being from Kingston didnt help. This was pre-Bob Marley, so it wasn't cool to be Jamaican yet. At school he was fiercely teased for the way that he talked and dressed and on the way home he had to avoid certain streets where Jamaicans were being thrown into garbage bins!

Clive started hanging out with the Five Percenters, who introduced him to New Yorks Street Language, as well as sharing with him the Science of Self-Knowledge. The Five Percenters, having a different awareness than the average New Yorker, had a natural respect for Clive, for in their eyes, he was just another Blackman like themselves. Clive also started hanging out with the Cofon Cats, the same gang that Benjamin Melendez joined when he lived in that area. But just like Benjamin, Clive quickly got bored with them and came to realize that gang members were really cowards who could not stand on their own. Besides, he had other things on his mind like music!

Clive would spend a lot of time listening to the radio, especially the Black stations, WBLS and WWRL. But it was at the house-parties that his mother brought him to that he would hear the kind of music that could rock a jam Aretha Franklin, The Temptations, Smokey Robinson and most importantly, James Brown. Clive was hypnotized by the atmosphere at those house-parties and would pay close attention to the little things taking place that the average person simply would pay no mind to. In Kingston, he could only hear the Sound System from the outside because he was too young to get in. But now he was in the party and absorbing it all like a sponge.

Around this time, Taggin was getting popular in the area and so he joined the quest for name recognition by taggin CLYDE AS KOOL on the walls. Since people couldnt remember Clive he just told them his name was Clyde, which was easier to remember because at the time the New York Knicks had Clyde Frazier playing for them. The KOOL part came from the cigarette ads that depicted these James Bond-type, super-cool men who obviously smoked KOOL cigarettes. Soon he would hang out with one of Graffiti Arts legendary supercrews, the EX-VANDALS.

Clive was also very athletic. He ran track, lifted weights and played rough Street Ball in the playgrounds. His mates would take the piss by calling him Hercules because of his bullish power-drives to the hoop. But Clive didnt like this name because it just didnt sound hip enough. So he shortened it and told everyone to just call him Herc. Thats when he dropped the CLYDE from his tag and added HERC, becoming known as KOOL HERC.
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HIP HOP HISTORY: PART 5

By Kounter Kulture

Graffiti Art was forming long before Kool Herc decided to tag up CLYDE AS KOOL. In fact, the art of writing on walls can be traced back to Ancient Egypt and beyond. But when it comes to things like Taggin, Piecin, Burnin, Bombin and Throw-Ups... these are unique to Hiphop Kulture.

Taggin up your name actually did not begin in New York, it began in Philadelphia around 1965 when a young Black kid named Cornbread started writing and painting CORNBREAD on the walls of subway stations in an attempt to attract the attention of a girl he liked named Cynthia. The letters he used were basic but began to evolve over time into the Gangster Style. Around 1968 CORNBREADs protg TOP CAT brought the Gangster Style to New York, where it was picked up by a kid named Julio from 204th Street.

Julio started taggin up JULIO 204 to represent where he was from, which ushered in the new style of taggin your block. A young Greek-American kid from 183rd Street in Washington Heights named Demetrius took it to the next level when he started taggin his nickname and street, TAKI 183, on moving vehicles like ice-cream trucks. Also, because he worked as a messenger boy, which took him all over the city, he was able to spread his tag all over New York. This caught the attention of the New York Times, who tracked him down for an interview.

Demetrius told the reporters that he simply did it for the attention, much as Cornbread did when he first started taggin in Philly. When the Times printed the article, Taggin was popularized in the inner-city and overnight tags started popping up everywhere CLIFF 159, JUNIOR 161, CAY 161, CHE 159, EVA 62 and many other young kids were picking up fat makers and spray paint cans to get some attention as well.


Although it may have been the Age of Revolution (1961-1971) for the many philosophers and revolutionaries who wanted to change the world, it was the Age of Darkness for the younger generation who lived in that world that needed to be changed. While these great revolutionary figures stood in the spotlight, behind them was a long shadow covering many young people who also wanted to be recognized. And now they would have their chance.

Taggin became more than just a way to get attention; for some it became a mission, an adventure. As the Taggin pioneer SPAR ONE put it, You started on your street, then you went to the buses. You take over your neighbourhood, then you take over your homeline, then you take over your division, then you take over all city. 

Soon the quest was on to put your tag in the most visible of places. Young kids would dare to hang off of bridges and buildings from ropes to get their tags up. The competition raged on until the female Graffiti pioneer STONEY tagged up the Statue of Liberty!

Taggin also caught on fast with gangs. Obviously, one of the main objectives of any gang is to mark their territory. Soon, rival gang members could no longer use the excuse that they did not know they had crossed the lines. 

Then Taggin turned into Piecin and more colour was introduced to what you would tag up. But something else happened as well racial and class unity! The EX-VANDALS the legendary Graffiti supercrew from Brooklyn started putting up their Pieces along multiple trainlines which went far outside of the inner-city area. Soon White kids from the Upper East Side were learning the art from Black kids in the Bronx. And Brooklyn Latinos were learning from working class White kids from Queens. Multiethnic crews became normal.

Soon Writers Tables began to form in the school lunch halls. Those with the most skill and whose Pieces were up in the boldest places could sit at the designated table, everyone else had to stand if they wanted to get down. Outside of school on Atlantic Avenue, 149th Street and other spots, Writers Benches formed where young kids from all over would meet up to compare their Blackbooks and plan missions for the Ghost Yard.

The Ghost Yard was a train depot on the Northern tip of Manhattan where many of the cities trains would come to be serviced and prepared for the next days runs. For young 10, 11 or 12 year olds, this was indeed one hell of a mission. First you had to get there by travelling through the gang territories, then you had to get through the fence, pass the dogs and security guards and finally find the best train car upon which you will put up your Piece. Mind you, if you wanted to put up a nice Piece, that meant having to carry a big, heavy backpack full of cans. It also meant spending a good deal of time Piecin it up and hoping that you didnt have to abandon it half way through if the guards came. If you managed to get your Piece up, the journey home was easy as you sat thinking about the bragging rights you would have to display the next day in school.

Then it was time for the next generation of style. But this would come in a very unusual way. In 1972, the citys Anti-Graffiti Campaigns began and by November 1973 the Metropolitan Transit Authority had finished repainting their fleet of 6,800 train cars. Every trace of Graffiti was gone! You would think that the Writers would have been upset, but they were indeed overjoyed! This meant that now you would not have to waste paint and time painting over an old Piece you could literally start from scratch. In fact, the whole movement could start from scratch. And so the Writers Tables and Writers Benches were bringing together the best of the best PHASE 2, RIFF, TRACEY 168, BLADE, DONDI, KASE 2, SEEN.

The new style that emerged added outlines, more colors, patterns, highlights, depth, shadows, arrows. Names were bubblized, gangsterized, mechanized, dissected, bisected, cross-sected, fused, bulged, curved, dipped, clipped, chipped and disintegrated. They were filled with shooting stars, dripping blood, energy fields, polygons and some floated on clouds, zipped with motion lines or shot out from flames. And they got bigger and bigger and bigger! They went from Window-Down to Top-to-Bottom to End-to-End to Whole Cars. They even went to entire Productions, like the Freedom Train which covered 10 entire cars Bombed by CAINE 1, MAD 103 and FLAME ONE.

What happened next almost destroyed the Graffiti movement in New York. Funding for the Metropolitan Transit Authority was cut and so the security in the Ghost Yard diminished. You would imagine that this would be good news for the Writers. But when the fleet of newly painted trains rolled out, it drew the attention of hundreds of other inexperienced kids who wanted to get their name up as well. There were two obvious problems; one was space and the other was security. Thus was born the Throw-Ups which were basically intended to get your tag up quick. It was generally two colours and the letters went back to the basics.

So whats wrong with that? Imagine you sit down for a week putting together your nicest Piece. You go through the trouble of getting your paint, getting to the train yard and spending the night Burnin your Piece onto a freshly painted train. Two days later, you invite your friends to check it out and all you see is this ugly two-tone Throw-Up. The morale of the true artists was falling rapidly, and some Writers were simply walking away from the game.

But some started hearing of a place where they could go to not only compare the fresh Pieces on the walls with those in their own and others Blackbooks, but they could also see some amazing new dancers and hear some amazing new sounds without having to worry about the police or gang rivalry. It was known as the Park Jams and the grand hosts were none other than DJ Kool Herc or Afrika Bambaataa.
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It would take a little time and strategy before Bambaataa would be able to have his peaceful Park Jams. But the time was soon coming when he would be able to live up to the meaning of his name Bambaataa, which means Affectionate Leader.

After the gang truce of 1971, Bam Bam (still leader of the Black Spades) gave Bambaataa the assignment of expanding the Black Spades further beyond the Bronx River and Bronxdale Projects. Having always been such a fearless and charismatic youth, he implemented an interesting tactic. He would go to each area where other gangs ruled and make at least five friends from those gangs. And he did this so successfully that not only could he walk wherever, but if he ever had any problem, he could easily gather a force of 300-400 gang members from different areas to resolve the problem.

He then began studying the historical tactics of Napoleon and Shaka Zulu in school and applying these strategies to the conquering of other territories. Soon the Black Spades stretched from Bronx River Project to the Soundview, Castle Hill, Monroe and Patterson Projects. And it didnt stop there. Black Spades spread into the projects of Harlem, Brooklyn and Queens. It was by far the largest gang in New York. All the while, efforts were constantly made to stay true to the original truce that the Ghetto Brothers called for.

Unfortunately, the White gangs were not part of that truce and soon the tensions reached critical levels at the Stevenson High School. Bambaataa lead a mass united force to the area and stomped out the White gangs. But he now began to question his power and what he was doing with it. Bambaataa began to wonder if he could use these strategies to create peace instead of war. He decided that music might be the way to go about it.

Deejays were already present throughout the Projects and so Bambaataa took the opportunity to become an apprentice to two former Black Spades who were now Deejays Kool DJ D from the Bronx River Projects and Disco King Mario from the Bronxdale Projects. Soon Bambaataa would begin having his own parties at the Bronx River Community Centre.

With Bam Bam gone off to Vietnam, Bambaataa made his first move as an "affectionate leader" to get young kids away from the gang life. He started the Bronx River Organization as an alternative to being in the Black Spades. He emphasized to the members that it was not a gang, but rather an organization seeking peace. He encouraged members not to look for trouble, but if trouble came to them that they should fight like hell.

Just as he did with his previous mission, Bambaataa began forming alliances with other Deejays and soon he would drop Bronx River and simply call it The Organization which allowed it to gather members from other areas, as well as to spread to other areas. Once again, the conquest was a success and this time it had the full support of the community because members of the community would rather see kids dancing than fighting and killing each other. But things took a turn for the worst.

In January 1975, Bambaataas young cousin, Soulski, was shot dead by the police. A month later, a 14 year Black kid was shot dead, again by the police. A gang known as The Peacemakers declared war on the police. Leaders from all of the other gangs called Bambaataa and told him they were ready when he was. Community leaders pleaded with Bambaataa to not retaliate and to wait and see what happens with the court hearings. Bambaataa was now where Benjamin Melendez found himself when Black Benjie died. But this was worse because going to war against the police force could have grave consequences. Bambaataa agreed to wait for the trails. But the cops were acquitted!

Anger swept across the gangland, but Bambaataa retreated his forces in search of a better way. Young kids had little to believe in at this point. At any moment, there life could be taken away and nothing would be done about it. Community leaders, social workers, Christian preachers no longer had the words to reach the minds of these poor, fatalistic kids. The only ones able to be heard anymore were the Nation of Islam, the Five Percenters and the followers of Imaan Isa, from the Ansaaru Allah movement in Brooklyn. Bambaataa could see why these teachings were necessary at that time, but he also saw their limitations. So he continued to search for another way.

He entered the Housing Authority Essay Writing Contest and won a trip to Africa and Europe. For a young kid who had never really been that far outside of the Bronx, going to these far off places and seeing the different cultures opened his eyes to a different worldview. His meeting with a Zulu Chief in Africa served to have a great impact as he was told of how gang life in the Bronx was not so different than the tribal wars going on in Africa and around the world.

Bambaataa returned to the Bronx with an optimistic sense that something could be done to unite not only the gangs of New York, but perhaps even the whole world. It was time to take his childhood dream off of the back burner! He changed his name to Afrika Bambaataa, turned The Organization into Zulu Nation and brought together one of the first B-Boy crews, the Zulu Kings.
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The Zulu Kings may have been amongst the first B-Boy crews, but they were certainly not the first B-Boys. In fact, Breakin, as we know it today, is an amalgamation of many styles from many areas. Perhaps the greatest influence to all original B-Boys could easily be recognized as James Brown, and to a lesser extent, but still significant, Muhammad Ali. 

In the 60s there were many things happening that brought about the evolution of the first B-Boys. James Brown was employing some of the best drummers in America to come up with the funkiest Breakbeats which he would dance to in between his verses. Like New York’s original B-Boys, James would always seek to come up with new moves and to reinvent old ones. Millions of young kids from the East Coast to the West Coast would be inspired by his innovations.

Muhammad Ali also brought something to the world of Hiphop Kulture – the Art of Boxing. Boxing was always looked upon as a crude sport with no artistic beauty, but Ali made it “pretty” as he would “float like butterfly and sting like a bee.” If you look carefully at the Uprock, which was known to gangs as the Outlaw Dance, even to this day if you compared it with how Muhammad Ali would “dance” around the ring, you will see what I mean. This was very appealing to gang members.

In the gangland, this aggressive dancing was used to battle for territory. Two rival gangs would meet at the borderline of their turfs and the Warlords would face off, doing their dance routine, which was actually a display of what one gang member was going to do to another – stab, jab, kick, punch, bob and weave, flip a butterfly knife, etc. Sometimes the gang with the most impressively executed and most painful looking moves would win the battle without having to rumble. The losing gang would simply acknowledge, out of respect, that they weren’t ready to take them on and would give up that part of their territory... until next time!

In Harlem’s Jackie Robinson Projects, there was a gang known as the Spanish Kings. The younger members of the Spanish Kings were known as the Baby Kings. Because the Baby Kings couldn’t get into the clubs or house parties, due to their age, they would hang out in the street practicing their “Outlaw Dance.” What people saw was a combination of Ali’s boxing steps combined with James Brown’s footwork – an artistic display of aggression!

Legendary B-Boy Popmaster Fabel lived in those Projects and picked up the dance from the Baby Kings. While most of the early B-Boys were Hispanic and Black, it was the Blacks who dominated the Park Jams. But it was also the Blacks who would begin to abandon the dance by the mid 70s. The Hispanics however, kept it going and began taking it to the next level. That’s when Afrika Bambaataa formed the Zulu Kings. Others crews were the Bronx Boys (also known as the Disco Kings), Salsoul, Starchild La Rock, Rockwell Association and the Crazy Commanders.

That’s when B-Boys hit the floor! This new generation of Uprockers, who grew up watching Kung Fu movies began incorporating sweeps, kicks, spins and fancy floorwork that had them now spending just as much time on their hands as on their feet. Each week, the battle was on to invent the never before seen moves that would leave the crowd wishing someone would do it again because they couldn’t believe it happened the first time. Legends like Beaver and Spy would light up the dance floor like Tops spinning out of control, yet keeping to the beat.

But the Legend of all Legends was a young kid who believed in the art form so much that he almost single-handedly resurrected it when it was literally breathing its last breath. His name was Richie “Crazy Legs” Colon.
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Richie Colon was only 10 years olds when his cousin Lenny Len and a neighbourhood friend from the Zulu Nation named Afrika Islam introduced him to the world of B-Boyin. Richie was learning how to box at the time, as well as practicing martial arts. But here were his two mates in his living room performing this mesmerising new dance, but without music. Immediately, he wanted to know everything there was to know about it. But he would have to wait a year before he could really see what it was all about. The following summer, Lenny took him to a schoolyard jam in the Crotona Park area and thus began his mission to be the best B-Boy in the city.

What he saw that day would forever transform his life. Writers stood near the wall comparing Pieces, as the looked through each other’s Blackbooks, which were filled with the Pieces that they had mastered and the potential new Pieces that would soon appear somewhere in the city. Kids were everywhere having fun. The music was energetic and for the first time, he saw the B-Boys dancing to the Breaks selected by the host Deejay, as the Emcee moved the crowd with his words. That day, Crazy Legs was born!

For the next two years, Crazy Legs would learn everything that he could from Lenny Len not knowing that this was, in reality, training for his mission. He would witness some of the masters coming out of the Zulu Kings, like Beaver and Robbie Rob and the infamous “man of a million moves,” Spy from the Crazy Commanders. 

At age 13, his family moved away from the Bronx to the North side of Manhattan near the Ghost Yard. There he and Lenny battled the original Rock Steady Crew, with Jimmy Dee and Jimmy Lee, and lost. But that’s when he became a member of that Crew. In those days, if you lost but put up a good battle, you would be invited to join forces with the triumphant Crew.

But there were hardly any crews left in Manhattan, or in the Bronx. B-Boyin was dying out as Emcees and Rappers were stealing the attention away from them by using the Breaks for there Raps. Crazy Legs refused to accept that B-Boyin was a thing of the past, so his mission began. He went everywhere he could to find any B-Boy still standing and would battle them. But he would battle with more than just a desire to win; he battled to keep the art form alive. Each person he beat, he would invite to be a part of his Crew. No matter where it was, if he heard that there were still B-Boys in that area, he would go with his crew to battle – even if it was 50 blocks away or in another Borough!

He battled the Rock City Rockers, who came out of the Zulu Kings, the Young City Boys, Buck 4 and Kuriaki. His crew began to swell! Seeing how passionate and determined he was to keep the dance alive, Jimmy Dee humbly gave the name Rock Steady Crew to Crazy Legs and made him its leader. 

As the new leader of Rock Steady, he aimed for the top and before long the Crew grew to about 500 members. They were unstoppable and unbeatable! So they began to form “expansion teams” to keep competition alive. Two teams that came out of that would soon become the Rock Steady Crew’s fiercest rivals – the New York City Breakers and the Dynamic Rockers. From there, B-Boys came back into the jams to reclaim the spotlight for while. 

Breakin was kept alive by the energy of this young teenager who’s life was transformed by the peace, unity and fun that he witnessed that day at the Park Jam.
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Crazy Legs wasn’t the only one to be influenced positively by those Park Jams in the Bronx. In fact, it could very well be said that it was as a result of those block parties that Benjamin Melendez’s dream of uniting gang members became a reality and that Afrika Bambaataa would see his dream of creating the possibility of not needing gangs.

Kool Herc would also come to believe in the unifying and uplifting power of jamming in the park. But it would take some time before the Park Jams could be resurrected. Although Melendez succeeded in showing what could be possible by celebrating life, others still saw power in death and negativity. After his family began to receive death threats from those gang members who just couldn’t let go of that mentality, Benjamin, along with his wife and children, disappeared, never to be seen again. The Ghetto Brothers were now dead, and with them died the Park Jam – but not forever!

When he moved to New York, Kool Herc’s father, Keith Campbell, found work as a soundman for a local Rhythm and Blues band. He invested his money in a quality Shure P.A. system. The band wanted someone to play records during the intermission, so Kool Herc was asked would he Deejay. But Herc wanted to do his own parties with the system. So his father tells him he can’t use the system if he does not Deejay for the band. This frustrated the young Kool Herc, but luck would soon come his way.

See, there was a problem with Keith’s Sound System – he could not get it to peak. He and his son would be hearing others who had the same Shure P.A. system but for some reason their's was much louder. Of course, these others would not share their secret – and when you’re Sound System is not pumping strong, you can’t compete for clientele.

One day, Kool Herc was playing around with the system. Of course, his father wasn’t home. At some stage he tried a little experiment. He placed a jack on the speaker cable and jacked it into one of the channels. That way, he could control it from the preamp, which gave him extra power and reserve power. The system was now roaring! It was now louder than the other systems. As he jammed away, Kool Herc’s father came home and snuck up behind him. Herc turned around and had guilt written all over his face. His father asked where all the noise was coming from. He answered that it was their Sound System. Naturally, his father asked how this was possible. Herc joyfully showed his father what he had done. His father, realizing what this meant for business, proudly smiled at his son and told him that he could use the system for his parties. So they set up a “Father and Son” business and Kool Herc began Deejayin.

Fires were still raging in the Bronx and when Herc’s younger brother was playing with matches, the fires reached their home. Fortunately, no one was hurt and the family was temporarily relocated to the Concourse Plaza Hotel in the West Bronx. There, Herc would hang out in the disco downstairs called the Plaza Tunnel. Even after the family finally moved into another apartment on 1520 Sedgwick Avenue, he continued to frequent the Plaza Tunnel with his mate from school, Shaft, who along with John Brown, was the Deejay there. Herc liked it there because they played the raw music that wasn’t being played elsewhere, and the crowd loved it.

This was a time when radio was really softening up on their play lists – even Black programmers. So the raw sounds of James Brown and Rare Earth went underground and found a loyal audience in the Bronx. Kool Herc was absorbing all of this Street Knowledge and would soon be ready to rock the crowd himself. That’s when his sister Cindy asked him for a favour.

Cindy needed to make some money for the upcoming school year so that she could buy some nice clothes. She had an idea. If she rented out the hall where they lived, bought some booze at bulk prices and charged 25 cents for the girls and 50 cents for the boys, she could make her money back and have plenty of profit. Kool Herc agreed to help and on the last week of August 1973, he set up his system and the party was on. It was a huge success and so they decided to continue to do it on a monthly basis. 

Word spread and the parties got bigger. At the time, discos were shutting down and house parties were declining in the South Bronx, in part because they were being overrun by rowdy Black Spades. This lead to people going over to Herc’s parties in the West Bronx, which kept the hall filled for each jam. Then, in the summer of 1974, Kool Herc decided to throw a free outdoor Block Party. He had noticed some construction workers plugging their equipment into the street lights. So like the Ghetto Brothers, he set up his system outside. Massive turnout! So massive that he could no longer hold subsequent parties in the hall, because it could not accommodate the crowd. With this rediscovered source of power, Kool Herc had resurrected the spirit of the Park Jam!
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Finally Kool Herc actualizes his childhood dream of one day being like King George. His own Sound System and his very own audience.

To understand the origins of the Jamaican Sound System and everything that comes with it, you have to dig deep into the history of Jamaica’s African descendents. That can go back pretty far, but for the understanding of its influence on Hiphop Kulture, we should begin with Count Ossie and the Rastafarians in the 1960s.

Count Ossie was a musician that had been part of a long line of Africans who descended from the Maroon Culture in Jamaica, which did its best to preserve African drumming. The kind of drumming that Ossie taught to his Rasta students was known as Burru, which consisted of three drums. The first and most basic was the Bass Drum, then there was the Alto Fundeh and finally the Repeater. 

The Repeater was reserved for the best drummer. The Repeater was also important in the influencing of Hiphop Kulture’s Emcee. In Jamaica the Emcee is actually called a DJ, and the Deejay is known as the Selector. Later, when Reggae became more popular, Jamaican DJs would verbally imitate the quick rhythms of the Repeater drum when they spat their Patwa Rhymes over a Reggae instrumental.

Count Ossie mentored many of the most important Ska, Rock Steady and Reggae musicians from his home in Wareika Hills, where DJ Kool Herc spent his last years as a child before moving to New York. There is little doubt that Ossie was very instrumental in influencing Jamaican musicians to blend New Orleans’ Rhythm and Blues with elements of Folk Mento, Jonkanoo, Kumina and the Revival Zion styles which led to the creation of the new sounds of the 60s and 70s.

Around 1966, the Rastas began to make their real presence felt to the main culture when Haile Selassie, their Divine Leader, came to Jamaica to visit his followers. More than 100,000 Rastas stormed the runway when the plane safely landed! The Rastas were now a political threat and targeted by politicians from one side and supported by others who saw the power of their numbers and their unity. Entire Rasta camps were bulldozed and burnt down. But that didn’t stop the Sound Systems from blasting messages that spoke to the poor people’s conditions through music, rhyme and rhythm.

Sound Systems evolved after the end of World War II when most Jamaican musicians were emigrating to Britain and the United States. With no live bands, Jamaica’s Selectors moved to centre stage. They began building massive sets of speakers (sometimes up to 30-40) and powered their amps using portable generators that were necessary in many areas where there was no access to the electrical grid. The Selectors were often record shop owners who were promoting their businesses, while offering some relief to the people in the poor areas.

Sound Systems quickly spread and began taking on intimidating names which fuelled competition. Duke Ried’s Trojan, Coxsone Dodd’s Downbeat the Ruler, Prince Bruster’s Voice of the People, King Edward the Giant and Tom the Great Sebastian fought mightily for the attention of audiences. But having a loud system was not enough to win a crowd, you had to give them something good, powerful or new to listen to. Selectors began travelling to the United States to find new releases that had not yet been heard in Jamaica.

Then the music industry in Jamaica began to expand and local artists were beginning to record their own songs on dub-plates, also known as acetates. This is where Dub Music came from, which also influenced Hiphop Kulture.

In 1967, Ruddy Redwood, an affiliate of Duke Reid’s Trojan Sound System took it all to the next level. While preparing a new record, Ruddy forgot to pan up the vocals, which led to it being an instrumental. He decided to use that copy anyway and began mixing between the original song and the instrumental. The crowd went wild! This gave rise to the B-Side Instrumentals, as well as giving rise to Jamaica’s DJs, who would speak over the instrumentals and perform their Patwa Rhymes.

Just as with the Rasta movement, the Sound Systems were now a threat to the political powers. And once again, the powers-that-be tried to suppress it. But the Sound Systems were the voice of the people and so they prevailed. Soon radio stations and even politicians would make decisions based on what was coming from the Sound Systems.

From Jamaica to the Bronx, Sound Systems spoke the people’s language and moved the crowd towards change.
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With word spreading so quickly about DJ Kool Herc’s Block Parties, another solution had to be found to accommodate the crowd. So Herc decided to move the parties just down the road to Cedar Park. There he found a tool shed and got some young kid to climb through the broken window to find a power source. The streetlight just wasn’t strong enough to power his present system; so much so that when the jams started at night, the streetlight would go dim because of the power needed for the amps! To make matters worse, Herc had just invested in a new Macintosh Amp that had 300 watts per channel! Fortunately, the young kid found the power supply and it was more than enough.

Like his predecessors in Jamaica, Kool Herc was now ready to gather a full group and name his own Sound System. He asked his Jamaican friend Coke La Rock to be the DJ (which as you now know is the Jamaican term for Emcee ). Coke La Rock had brilliant skills because he paid attention to how people in the crowd spoke and what there names were, and so he would use that Street Language and give shout-outs when he was on the mic. 

But Herc wanted more. He wanted to take things further. He loved the raw energy of what was happening. As he thought these thoughts, he began to pay attention to the people dancing. He noticed that people were waiting for a certain part of the record – the drum solo, known as the Break. When the Breaks came, dancers would break out with their best moves. Herc had an idea. What if he could find a way to sustain the Break? 

The solution was to find the groove in the record that marked the beginning of the Break and simply drop the needle back on that groove so that a 5 second Break could now become a 5 minute Breakbeat. He practiced the technique until he mastered it and tested it out in the park. The dancers went wild! He called the technique the “Merry-Go-Round” and the dancers were his “B-Boys” and “B-Girls” which is short for "Break Boys" and "Break Girls." Word spread fast and soon all people wanted to hear were the Breakbeats.

Herc went on the hunt for more Breakbeats and would search through the record shops for whatever looked funky. He found “Apache” and “Bongo Rock” by The Incredible Bongo Band, a live version of James Brown’s “Give It Up Turn It Loose” and other classics like Dennis Coffey’s “Scorpio.” His father taught him how to soak off the labels of the records so that people could not steal his secret weapons.

With Deejays, Emcees and Breakers, he could now reveal the his system's name – the Herculoids Sound System: with Coke La Rock, DJ Timmy Tim with Little Tiny Feet, DJ Clark Kent the Rock Machine, the Imperial JC, Blackjack, LeBrew, Pebblee Poo, Sweet and Sour, Prince and Whiz Kid. The West Bronx was now Herc’s domain.

But the South Bronx was still Bambaataa’s land and he too was assembling his Zulu Nation Sound System. He had the five original Zulu Kings: Zambu Lanier, Kusa Stokes, Ahmad Henderson, Shaka Reed and Aziz Jackson. Then came the Shaka Kings and Queens, with just as many B-Girls who could rip up the dance floor as the guys. The Emcees were Queen Lisa Lee and Sha-Rock.

Although his Universal Zulu Nation was growing rapidly, Bambaataa still had to face the question of the gang mentality and how to press his vision further. To the east of Bronx River were the White gangs and to the west were the Savage Nomads and the Savage Skulls. Even some members of the former “Organization” were resistant to the idea of a Zulu Nation and went off to form there own crews like the Gestapos and the Casanova Crew. 

In a bold move, Bambaataa sent out his Zulus to drive through the Savage Skulls turf yelling, “Free jam. Come one, come all. Leave your colours at home. Come in peace and unity.”

The timing was perfect. The leadership of many of the remaining gangs was falling apart and many of the younger generation, the Baby Skulls, were looking for something better. The next day, many kids left their colours at home and went to meet Bambaataa at the Community Centre to enjoy his mission of “Peace, Love, Unity and Having Fun.” Many that day left the jam as Zulus.

With the gangs dying off and the rise of dance crews, graffiti crews and Sound Systems, a new phenomenon was taking place – a new era of Street Fashion. Gangs had their own colours but they also had an outlaw, rebellious mentality that would justify them dressing up all dirty and bummy. Now it was about style, the “So Fresh and So Clean Clean” style. The idea of a unique look for your crew carried over from the gangs, but now the style was to impress. Like the B-Boys who would look for the move that no one had yet performed, so too would Hiphoppas look for the new, never before seen style of dressing. From customised T-shirts to AJ Lester and Lee suits. Even the poorest of the poor would make special effort to clean their sneakers, iron their clothes and groom their hair. Looking good was a reflection of feeling good.

To deal with the lagging gang mentality in those members who crossed over into the Universal Zulu Nation, Afrika Bambaataa introduced his own brand of Street Knowledge known as the Infinity Lessons. Members were to study and apply these lessons into their lives for the purpose of empowering themselves. Bambaataa took what he deemed to be the most positive remnants of Elijah Muhammad’s teaching, the philosophy of the Five Percenters and the literature from the Ansaaru Allah movement and incorporated them into the Infinity Lessons in such a way that all humans could gain something beneficial from it.

This of course did not mean that members would become cowards. In fact, quite the opposite. Self-defence was strongly emphasised. Let us not forget that this is still the Bronx. Bambaataa was fully aware of his environment but he was equally aware of the strength of his Nation. So much so that when he heard that there was a problem with Angel Dust in the area, he began to distribute flyers saying “Stop smoking that dust y’all!” And he would have his Emcees rhyming little clichés about getting off the Dust. The drug dealers up in Harlem didn’t like this, so they sent a gang known as the Hitlers to go deal with Bambaataa. Unfortunately, they didn’t do their research to find out exactly who Bambaataa was and so that night the Hilters showed up at a jam and their history ended there!

With the Bronx being dominated by two Sound Systems, it was time for the competition to step up and have some new blood break up this two-man monopoly. That’s when a young kid named Joseph Saddler, who called himself Flash, stepped onto the scene.
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Joseph Saddler, known to us today as Grandmaster Flash, was born in Barbados on the 1st January 1958 but raised in the South Bronx in the Fort Apache area, which was at the heart of where the Savage Skulls, Black Spades and the Ghetto Brothers roamed. Joseph was never really interested in gangs and spent most of his time trying to figure out how electronic things worked. He would find broken radios on the streets or in abandoned cars and take them home to play with, opening them up and exploring the parts. Because of this fascination with electronics, his parents sent him to the Samuel Gompers Vocational Technical High School.

Like most kids in the Bronx, he kept hearing about these parties hosted by DJ Kool Herc and another local Deejay named Pete “DJ” Jones. He would attend theses jams but Joseph wasn’t interested in getting high or drunk, nor was he there to pick up girls, or even to be seen for that matter - he was there to watch the Deejay. Just as with his eletronics, he simply wanted to know how Deejayin worked and how he could fix what wasn’t right.

The first thing that his technical mind observed was that the Deejays were sloppy in their attempting to continue the Breakbeat. What Kool Herc had invented was still in its infancy stage. And although it would sound very sloppy to us today, in those days the B-Boys didn’t care, so long as the Break could be played again and again so that they could show off there moves. So Herc would literally pick up the needle and bring it back to the beginning of the Break, or as close as possible; or he would prepare the record by placing the needle in the proper groove and when it was time to begin the Breakbeat, pushing the record into play. 

At the same time Joseph was also going to study Pete “DJ” Jones’s style, which was to use two copies of the same record to extend the length of the song if the crowd was really getting into it. Deejay Pete didn't emphasize the Breaks, he just simply extended the song, but he did so gradually, as opposed to bouncing the needle around. Saddler wanted to somehow bring these two styles together so that the Breakbeat could be extended smoothly.

Joseph began to apprentice with Pete “DJ” Jones and learned his style, which was basic enough. You simply play Record 1 while cueing up Record 2; when Record 1 reaches a certain stage, for example the end of a Break, you release Record 2; while Record 2 is spinning you move the needle on Record 1 back to where you want it to take off from. This way you can extend the song for as long as you want. 

Saddler practised the technique on the weekends in an abandoned apartment in his building. That’s when he discovered his Quick Mix Theory. While watching the record spin, he realized that the spinning motion could be represented like a clock. If a Breakbeat began and the record spun around 10 times, then you should be able to accurately spin it backwards 10 times to the beginning of the Break without having to pick of the needle. This technique would be especially useful if the Break was very short and you simply did not have the time to pick up the needle and hope you dropped it in the right place. Joseph spent months mastering this new style.

He was finally ready to show it off in the summer of 1975. But he certainly did not expect the crowd to respond in the way that it did. As he began his smooth mix, the crowd froze! They couldn’t believe what they were hearing and more importantly, they couldn’t understand how he was doing it. The whole time they just stood there watching him, mesmerised! Needless to say, this did not help his reputation as a Deejay. No matter how fancy your technique is, if you can’t rock a party and get people dancing, you lose the crowd to those who can. 

So Joseph understood that he now had to incorporate other elements into his party, but he still wanted to show off and preserve his new style. That’s when he decided that the Breakbeat could be used for more than just dancing; it could also be used for Rapping. So he got himself an Emcee!

Peace!
Kounter Kulture





HIP HOP HISTORY: PART 13

By Kounter Kulture

An Element of Hiphop Kulture that is hardly spoken about is Hiphop Activism. When people do talk about it, they generally refer to the late 80s when Public Enemy, KRSONE, X-Clan and others were more involved in social issues. But Hiphop Activism really begins with the birth of Hiphop Kulture.

The early block parties and park jams were more than just entertaining events, they were in essence, demonstrations. Remember, those jams were illegal. Poor Blacks and Latinos could not afford to go to the discotheques, so the Park Jams were “anti-disco” demonstrations. So much so, that when DJ Kool Herc was not allowed to come Deejay at certain clubs, he would hold his block parties near by and completely empty out the club. Eventually, the clubs began to hire him and other Hiphop Deejays.

Breakers and Graffiti Artists performed and painted on the streets in protest of the fact that art and dance schools were practically non-existent in the inner-city. These art forms also challenged the popular notions that dance has to be rigid and routine, or that art must be defined using traditional methods.

The idea that Hiphop Kulture was always meant to be simply a form of entertainment simply does not fit the facts of history. Bambaataa saw it as a way out of the violent gang life, thus it was partly a social movement. Kool Herc, and his sister Cindy, saw it as a way to supplement their salaries or lack of it, thus is was partly an economic movement. KRSONE saw it as a tool to teach, thus it was partly an educational movement. Chuck D and X-Clan saw it as a way to mobilise they masses towards change, thus it was partly a polical movement. 

People tend to remember “The Message” as the first attempt to use Emceein to speak on a conscious level, but that was not released until after “Rapper’s Delight” had its success. In fact, Melle Mel was not the original writer of the song and Grandmaster Flash did not want to release “The Message” because he did not like its commentary. Flash believed that people would not like it because they were coming to the parties to forget about their troubles for a while, not to hear the ghetto life reflected in a song. And long before Melle Mel ever picked up a mic, Afrika Bambaataa was instructing his Emcees to deliver positive messages to the crowd.

“The Message” may have been the first Hiphop song to popularise the idea of Conscious Rap, but it was not the first Conscious Rap song. In 1979, the same year the Sugar Hill Gang hit the scene, an Emcee named Daryl Aamaa Nubyhan, with his group Brother D and the Community People, released “How We Gonna Make a Black Nation Rise” on the Black-owned Clappers Records. Brother D was a member of the cultural organization Nation Black Science. He, along with Lister Lowe, owner of Clappers Records, proclaimed, “Clappers Records were never meant to be entertainment, it’s a weapon without compromise.”

Peace!
Kounter Kulture


NOTE from author: I would like to thank everyone who took the time to read these articles that I have contributed to this site for Hiphop History Month 2005. This is as far as I am able and willing to take it for this year. I hope that you have found these writings to be informative, as I have done my best to find information that is not generally found in the mainstream media. 

If anyone would like to continue adding facts or stories about Hiphop Kulture, please feel free to do so. I apologise for not being able to provide more information on the History of Hiphop Kulture here in Ireland. Perhaps some day soon I will be more informed so as to be able to write about the history of Irish Hiphop.

For those of you who would like to continue studying Hiphop Kulture, here are some of the references I used to research these writings:



“Can’t Stop, Won’t Stop” by Jeff Chang

“The Gospel of Hiphop” by KRSONE

“The Hip Hop Generation” by Bakari Kitwana

“Fight the Power” by Chuck D

“Ruminations” by KRSONE

“Cut ‘n’ Mix” by Dick Hebdige

“The Autobiography of James Brown” by James Brown

“The Autobiography of Malcolm X” by Alex Haley

Breakeasy interview from Mighty4.com.....

Break Easy from Brooklyn NYC enlightens the Mighty 4 with his knowledge and experiences on the dance form known as Rocking. Take notes everyone everyone cause your in for a major treat.

My name is Richard Santiago, Age 35. I am an Old School Bboy (Break Easy- Breaking In Style 79'), from Williamsburgh, Brooklyn, New York. Began as a Popper in 1979 with Popping Unlimited and when my crew merged with Northside Breakers we became Breaking In Style 79. Before either Popping or Breaking, I was already Rocking, yet not part of any crew. Rocking was affiliated earlier to gangs until it became more danceable. It was a dance where you had to impress in knowing the music and how to interpret it through moves.

Is it Rocking or Brooklyn Rocking or Top Rocking?

Rocking is the correct term for what is now called Uprocking or a.k.a. Brooklyn Rock. The reason for the name change from "Rocking to Uprocking" was in the early seventies because of Rock fanatics thinking it was a Rock Jam Gathering as opposed to Rocking in a dance form for dance battles.
In Rocking we actually dance the entire Song that is played as opposed to the Bboys intro which is called Top Rock (a mimic of Rocking ). Top Rock is just a windup before you Break, sad thing about it I don't see much dancing just shuffles of feet with no rhythm.

How did you get into Rocking?

I got into Rocking while I was in Public School #84 in Brooklyn. I even went to my public school graduation with my girl who battled against another girl and although she lost was a great dance battle. My girl and I at the time already knew how to rock in the raw form from seeing older peeps from Biker clubs like Unknown Bikers and Dukes which, by the way lived on our block back then. I started to mimic them in the way they slammed each other and dissed each other.
It wasn't until Jr. High School is when I saw the dance crews like Love Disco Style, Latin Music Lovers and Mastermind Rockers, this is where my inspiration began. It was here that I began to fully develop my Rocking skills. I was amazed and this one cat called 'Bean' AKA Habichuela (Spanish for Bean ). This cat would dance his ass off in Jr. High School and I learned from him very much. He was my first true instructor to Rocking in the teaching aspect. It was a great way of getting women. Habichuela was from Mastermind Rockers in the Cooper area of Williamsburgh. I was also Influenced by another Rocking Crew called Love Disco Style Southside Williamsburgh they were the best in Freestyle and Spins especially when they downrocked.

Did Rocking come before Bboying?

Yes, Rocking was here about ten years before the Bboy. It was the Bronx who extended the Downrocking by adding spins, glides and other moves to it.

How did rockers find the Music to dance to, and what type of music did they originally dance to?

Well, the music always comes first Originally the Rock music came in first then the Soul Rock then Disco. DJ's in Brooklyn always mixed or cut hardly did any heavy back cueing a.k.a. scratching. It was the DJ who put the music out there for the Rockers. They played jams like Get Ready, Tighten Up, Time, the Mexican, Apache, Frisco Disco and many others. So based on that the rockers Rocked to it. Most rockers already had knowledge of Mambo, Salsa Rumba and Disco so they used this in Rocking.

How should rocking be done? 

It should be done with combinations of Freestyle dance, Body & Footwork Jerks, along with Burns throughout the song, Keeping to the beat of the music. Also don't be afraid to Burn and get Burned that's what makes the dance awesome. It is about flavor style and knowing the music. Heck I, Battle even today at local bars and clubs in my area against other Rockers. Not entirely as crews but as individual dancers. Knowing Salsa, Mambo and Disco helps, after all rocking uses these dance style in its technique. Also don't forget the dives and the downrocking element that also good to know after all it is the downrocking that gave Birth to the BBoys.

Who were the Best Rockers to you of all time in your opinion?

The best Rockers I would say would be "Clarky" of Dynamic Spinners, and Papito from Love Disco Style, along with Lil Dave of "Lil Dave Rockers." Also to the one to whom I owe it all Bean "Habicheula" Mastermind Rockers. So many with many styles Love them all hey, they have another 10 years over me at least.

Is there any known footage of original Rocking skills?

Well, there isn't any late 60's or early 70's footage yet there is 80's footage by many individual rockers and now in the nineties I know of one person who has a collection of footage from the older rockers with their permission of course and that man is Ralph Casanova, A.K.A. King Uprock.

What made you decide to make a website about Rocking?

I decided to make a web page to inform people about Rocking - not Uprocking nor TopRocking nor Brooklyn Rocking, Just Rocking.
I have heard many others who say they Rock with no actual knowledge of actual dance techniques. I keep hearing people say that Rock and when I see them execute, I don't see it and that is sad. I am here to say if you know how to rock then Lets Rock to it. Do Not Exploit this dance as what the media has done to the BBoyin.
I am here to say that if you Rock Bring it on I welcome it, not for a few Seconds, but to the whole song. Lets dance on Beat. I do not want this Dance to be dominated by any one individual it is a Dance for all to enjoy. Don't Believe the hype when others say they can teach you when they themselves aren't sure of what they are doing.

How do you feel about B.Boying and they way Rocking is being used within the dance?

Well, First of all Bboys TopRock they don't Uprock. They mimic it as a windup before they go down to the Floor. So I do get angry at the fact that they mimic it and say they Rocked when in actuality all they did was open there legs back and forth and go up and down. That is not Rocking. I laugh when I see that. Rocking is much more than that.

How did Rockers battle ? (at Clubs, Parties, Parks, etc.) 

Rockers are dancers, they battle at any time. Here in New York if you went out to a Club and felt like rocking because the music made you rock you just do it, but when another brother or sister wants to get at you then the battle is on. The people who see the battle become the judges and after that battle you still danced. A crew battle is a bit different it can start one on one then two on two or crew lined up against another crew. An Apache Line is Formed (derived from gangs), this is where you proved you can dance by going down the line battling. When you rock you stand your ground you don't go running all around like I see Bboy do they chased each other like cats and dogs. I love to battle at local bar clubs with other rockers here in Brooklyn. Believe me we still do it. I don't need to go to a Bboy Jam to Rock.

What advice would you give to kids wishing to learn how to Rock correctly?

First and foremost listen to music and dance. Look at the way the feet move in other dances like Salsa, Mambo, Disco-Hustle and even the earlier dances like the Webo dance the Smurf they have motion that can help you learn how to move correctly. Get in contact with other Rockers here in Brooklyn. Don't expect them to go Bboy Jams all the time if they go they were invited for a brief moment to show a little something so you can see it for yourself.

What was the Best Rocking Battle you've ever been in?

Well, I've been at single battles here in Brooklyn with many Loner Rockers. These are rockers who just dance not for a crew but for the Dance. I remember this one guy who saw me dance at a local Bar club the DJ was playing Kool & the Gang so I went off the guy was standing opposite me until the break of the song then he decided to step in and rock so we alternated and he went for his. He had freestyle but was sloppy in his Burns no definition I guess he tried to do all his burns at once. So I waited for the time to come back at him we alternated our dance sessions. He knew I won, the crowd also, I had the style so he gave me props and I just said thanks for the Rocking session and we kept dancing the night away in the club. People just went crazy when they saw him and me getting the shit off with the burns.

How did Rocking get affiliated with Bboying?

Affiliated, ha ha they are separate dances, if anything Bboying is the son to the Rocker. Hey I guess that Rocking is still there except not as tight as when done properly to it own music. Besides most of the music bboys dance to was and is Rocking Music except for the eighties electro beats.

What was the golden era for Rocking?

I would say the Golden era was the early seventies to early mid eighties. After that the Rockers just dance when they felt like it, as it is now done mostly in Brooklyn or when some Rocking peeps hit the clubs and show themselves. May I say that Brooklyn may dominate the Rocking but not to say we are alone there are Some guys in the Lower East Side that Rocked as well as us.

How would you judge a Rocking Battle?

Judge by the Freestyle steps the Rockers uses and the way his burns are on cue to the music or lyrics of the music. The way he or she Jerks the body to the beats.
In addition how they execute the downrocking in the session of the music with a pose. And the Ultimate Key is the Music.

Are there currently any Rocking Crews that are still around today?

Yes, there are a few Rocking Crews active and some that are scattered. A highly active crew is Dynasty Rockers, Born to Rock, along with many individual Rockers from Lil Dave rockers, Just Begun Rockers, Dynamic Spinners, Love Disco Style, Together We Rock, Latin Music Lovers and more.

What do you think of the Bboy scene around the world today?

The bboy scene is growing oncemore because of the Media's attention to it. They see it as marketable oncemore. Lets keep it real by Keeping it within the Hip Hop Culture and in every Neighborhood. Lets support each other By holding more events for all kids. I have been to battles and see other people dance for prizes which is fine but the sad part is that it has to be a JAM for all to get off not just the competitors. Also speaking out for the Boogaloos they also need some Love remember it's not all about just BBoys...

Thank you for your time to discuss answering your questions on the interview. I would like to say Peace and Blessing to all my True B-boy Hip Hop Heads who know how it feels when you want to dance. "Shout out to my students from Rocking and BBoying Families in Bklyn, Breaks Crews, Breaking in Style II -(B.I.S. Crew - New Generation in Australia & Puerto Rico), Brooklyn Kaos Connection, Body in Motion and Stylistics. Special Shout to my Dynasty Rocker family in FL., Numbz, Seamstar and Switerland, Antonio. Also to my mentor "Clarky" - Dynamic Spinners and "Lil Dave" of Lil Dave Rockers Peaceeeeeeee.

Richard Santiago
Break Easy Breaking In Style 79'
