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Visual Representation of Blackness in Fashion: Focusing on Kendrick Lamar’s
Music Videos and Live Performances
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Abstract: This study examines the visual construction and performance of Blackness through fashion in Kendrick
Lamar’s music videos and live performances within the sociocultural context of the United States. Moving beyond fashion
as merely a stylistic element, this research positions clothing and bodily presentation as visual means of communication
that articulate identity, resistance, and power. Adopting a qualitative case-study design, the study analyzes selected music
videos and major performances released between 2011 and 2026, focusing on costume design, body movement, spatial
arrangement, and collective aesthetics. The analytical framework integrates bell hooks’ concept of the oppositional gaze,
Richard Dyer’s theory of whiteness, and Paul Gilroy’s notion of diasporic hybridity. The findings reveal that Lamar’s fash-
ion practices construct Blackness in four interrelated ways. First, Blackness is represented as an everyday condition
embedded within communal life rather than limited to moments of resistance. Second, it functions as a site of internal
critique and self-reflection, exposing tensions and contradictions within Black communities. Third, Blackness is visually
articulated as a response to structural oppression and institutional inequalities. Fourth, it emerges as a diasporic identity
shaped by cultural hybridity and mobility. Thus, Blackness is not a fixed essence but an identity continuously performed
and reconstructed through social contexts and power relations. By conceptualizing fashion as a performative medium, this
study demonstrates how it is used to actively reconstruct racial identities and sociocultural meanings, thereby con-
tributing to advancing scholarship on the intersection of Blackness and fashion.
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ojgit}. ol E°], Yum and Kim(2013), Park(2021), Rhew
and Kim(2009), Lee et al.(2006) 5-& &9 sjHS #3174
Henris 28 fFEolu 8 28 FHeE =gt
o, ARSlEely gAY g2 IANS Ao thFo
A gk A, o573k 9] AEHEt 9 kAT fokllMe
AL QE HE, AdY FAA, 5w} v 5o 34
X A&Hew =os) %‘jr(lung, 2023; Kang, 2024; Kim,
2020; Lee, 2019). °]& A7& &3, dF2s), qvo] Ads
FHoE 3119 ofmz|e} °1Z “%%E ﬁﬁ shH, 3148 A}
349118 21 &ollx] FAEE FAe AR sidshe
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‘Blackness(5%1d) = A= SAolu 214 WF=
4 F gle i eR, B85 AR AL 27 SollA
H7F FoE 3 AP & ARBFoR FAE JiEeR
aE ¢ AUtk ER1E2 dolF] wHH #HE, A=A iR,
3HA A, BAAE B AHE AXH AHH R P4
P gkor, olggl P B3] 2o AT ARElY AFF
oA Alazel vl ALE]e] AR AHY Kollx] ok =1
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of o, <o, §H 3 4“19} Agatalon, ol
W (white) S THAH FEe 7IEeR AAlshs AFFE]
A Afarel dAEe] 3918 E5% g Fske 92 7]
Hko 2 255 th(Hrabovsky, 2013). )4 ¥ 3142 2715
B geg A Jde dol fiA1A 9Y #AE WEsks ¢
HE Fofuron FAE ojzfgh ZR1ge] ofn| FxR= v
= AlBle] A 573_ %‘f’ﬂ/ﬂ O 7RISk ST}, ofze]7HA|
o] mEEoz BgEQon, o
FellA DRI A A EAE A QA sk 9
A 71 s A5 TH(Litwack, 1998). =dlA] HA] o] S0 %=
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EAEE A B2 758 t(Fremon, 2000). 19603t
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ol F2 FY3} PR AAl E4Y 5 7=2F Ae
A&H o] ghom, ol ZR1E THF AR 8R4 =29
oz A3 tH(Obasogie & Newman, 2016). 53] &3]
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AA7 3] AeA A3 ALE] @A ioﬂ/q Zoksl 9)x)o]
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53 YTthhooks, 1992). ol= 3419} dl14e] Agto] FolA|
A&E e BA9h AAETh 2@ Z2(bell hooksys o] s
AR FEE Eele] Helde BAR 345 A wA)
2 48, ool tisshs 7Ee= A ¥4 -3l (oppositional
gaze)'S AA 51 tHhooks, 1992). A& SAJE 9% AAL
e8] ARSRs Zlo] o), 39 FAIVE 2225 sjMshe
AN slkshe FPow oSl A We] Y(Carrie
ae Weems)2] Kitchen Table Series; (1990)= F< HIo|E

<

ot WA FZNM 5 9] QFH BAS <ES ?i
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Aoz e YRom e ot A W=
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BE IEste WAeR oslE F  UAtk(hooks, 1992;
Guggenheim Museum, 2014).
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Fig. 1. "Kitchen Table Series,, Carrie Mae
Weems (1990). www.guggenheim.org
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tolxxale} 54 Sl A =AY ¥ oy}, A
712 Ade] ez MAL FReE AHH R Jeg mRi)
tlo}X X2 (Diasporaye A olF<9} 241 9
PAE ole E3HH Ao APS onst, olst =4
Zo] Zo14e tolg BEI W} vAE 7|9RT 227HE
o5 WHE B olsi¥t F A=o|(Paul Giloyye ©1F
vlgle 2 391498 BAA HAdo| ozl w3k FE o]
AAl oA A&H o R AFAEE 5 BAPYeE
NdslsldthGilroy, 1993). ol2igh T A|ZHEslo| A A=
tE Algzb 719jo] WA|EE HAEA AAIR FAE
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=of, He7ls, vjEfE e AP RN, 391 AAdo] ©
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S NZHH o2 HoJETH(Eshun, 2003)(Fig. 3). ol&d &
1ol B4 sl A Aol oy, olsxt
2ME, 8 wap &l A&H o2 AlPdEThE JE ol
sk d 523 7|de] Hrh
ool =olE TSN, Sl A AlEe A, =
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Fig. 2. "Napoleon Leading the Army over the

Alps., Kehinde Wiley (2005).
www.myartbroker.com

Fig. 3. 'The Last Angel of History. , John
Akomfrah (1996). www.youtube.com
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Fig. 7. Not Like Us; MV (2024).

www.youtube.com www.youtube.com

Fig. 10. "Squabble Ups MV (2024).
www.youtube.com
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My (2014) FAHE 2= “I love myself"2hs ¥HE-31 7t
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Azel B, g M2 5 DA 8BS Y SHs, &
ol #=3 I olEsln L FE BHS HAZETHFig 11).
HE =E5PAM = (Fig

B AFe] EAL A, B A
12) & AMAH azu AAR] 245 alde] AXE 2835t
A =t 53] “Peace to fashion police, I wear my heart
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Fig. 8. "Not Like Us; MV (2024).

Fig. 6. 2025 Superbowl half-time performance
(2025). www.youtube.com

Fig. 9. "Squabble Ups MV (2024).
www.youtube.com
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(Fig. 13), ¥ Z2~(Gordon Parks)2] "Black Muslims' Self-
Defense Classy (1963)5 32t AW (Fig. 14), 18]l £H &
ALY WAl JIEE 9 AOE 2odt A SEIRe &
A B Bgol wiHow AAETkFig. 15). ol#g &
W oage o Age] 7A9 SN ofuEt FEA WiRellA
A&EE A FE€E I =2, Z8E& 54 ARl of
U e Es G4 27402 A3t (da Costa, 2017). 53]
TELEMENT.; 7} #2=e] AR AAAE 591 F5A Wil
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Table 1. Blackness constructed through everyday placement

Video / performance Key fashion elements

Visual direction and stylistic
representation

Significance of reconstructed blackness

Custom embroidered ‘Gloria’
varsity jacket, alphabet ‘a’
pendant, flared denim (Fig. 4)

2025 Superbowl Half-time Red, blue, and white costumes
performance (2025) (Fig. 5)

Uncle Sam character costume
(Fig. 6)

Expanding narrative lyrics into
garment text to manifest personal
narrative.

Strategic deployment of US
national flag colors among the
collective crowd.
Personifying national demands
and regulations through a black
actor as ‘Uncle Sam.’

Blackness is positioned as a self-
defining expression that persists within
national symbolic spaces by
relativizing external regulatory gazes
through unadjusted cultural
performances.

White and black streetwear with
red/blue graphic prints and face/
body painting (Fig. 7)
™ot Like Us; MV (2024)
Local-oriented streetwear:
Bandanas, oversized T-shirts,
cargo pants (Fig. 8)

Strategic deployment of color
markers in alignment with the
Independence day release to
assert communal authenticity.

Occupation of Actual Space:

collective appearance of local

residents at specific sites (e.g.,
Compton Courthouse).

Blackness is established as a pre-
existing identity and a communal
reality by placing the everyday lives of
local residents as the primary visual
condition of the video.

Sagging denim pants, bandanas,

r
Squabble Up, MV and loose-fit streetwear (Fig. 10)

Collective appearance of a group as
a single visual unit within the

specific context of Compton (Fig. 9).

Specific regional subcultural dress
codes are presented as an ordinary
reality of the environment, occupying
physical space without the need for
external discursive justification.

White T-shirt, ball cap, and denim

r
i1 MV (2014) pants in everyday style (Fig. 11)

Maintaining rhythmic movements
and ordinary attire as a constant
element within the urban
landscape (Fig. 12).

Blackness is visually embodied as a
persistent state of communal solidarity
that remains constant even in the
presence of external monitoring and
environmental instability.

9, T3 2 QA A&EHE 4] dHe 323
= Aol|A(The Gordon Parks Foundation, n.d.), 319 %97
TS o gt AFAER AAs Rt A Wil
Al RHEE AL = 9ot A4S = dth(Kasambala, n.d.).
ol 3&A Wi FHAF JIA PAE o] vk v
Eths FeolM, 32182 s SAlskaL Hl#E oz st
= 2oz olglE 4 Urk(Lang, 2017).
THUMBLE.;, FZB|t)ee] A= oA grl= ARz}

1@

B2 285k A 3 FYl G502 v =W (Fig. 16), =
212 s} A9 A9 AFYS AIdHoE A A
2 7)se. ol EuE flof 78 B AHE Al o4
E9] Aol A&Ho 7 AX =W (Fig. 17), T dH< &
RARSRe

Ho| A

o] T3 5F &4 wAHETE ©l= “Be humble,
sit down™olgh= WHEA 7xte)l AgEw, HES a7eke W
sle} A o] Alole] 217 =), o]dt AIA o]
w27} W s 7hed], RAE A1A oAzt "ﬂﬂ% il
(Fig. 18y Azt Ajdo] 453 24se H4S AHH e
2 =231} ole A2 AAE ARG, 39 AA
= 0% o7 7]Fo] ofBA AAtE Il wkEHo) kRS

== Wo =2 7)5et(Schulte-Hillen, 2017; Wete, 2017).
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Fig. 13. rELEMENT. 1 MV (2017).

www.youtube.com www.youtube.com

Fig. 14. "ELEMENT.; MV (2017).

Fig. 15. "ELEMENT.; MV (2017).
www.youtube.com

Fig. 16. "THUMBLE.; MV (2017).

www.youtube.com www.youtube.com

Fig. 17. "THUMBLE., MV (2017).

Fig. 18. "THUMBLE.; MV (2017).
www.youtube.com

Fig. 19. 'N95, MV (2022).
www.youtube.com

www.youtube.com
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Fig. 20. "N95, MV (2022).

Fig. 21. 'The Heart Part 55 MV (2022).
www.youtube.com
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Table 2. Blackness through self-reflection and critical representation

Video / . Visual directi d stylisti .
1eeo Key fashion elements suat direction afx stylistie Significance of reconstructed blackness
performance representation
Prison and police uniforms Fragmented scenes are arranged through ~ Blackness is presented not solely as a
- alongside religious-like white the juxtaposition of violence, religious response to external oppression but as a
ELE&A\];:NT'J garments and shirtless male bodies symbolism, and institutional authority, condition shaped by internalized
(2017) construct a visual contrast between  referencing Gordon Parks’ photographic violence, discipline, and survival,
authority, discipline, and physical archive to depict everyday conditions revealing the tensions embedded within
vulnerability (Fig. 13-15). rather than a linear narrative. the community itself.
taposing clerical authority with overt
Papal-style vestments and money- Jux posIng clenca: atthortly With ove )

. covered bed (Fig, 16, 17) materialistic symbols to create visual Tension between traditional modesty
HUI\X]BLE'J T friction. and the desire for social hierarchy is
(2017) U hed ski d Directly revealing the modification of the exposed, critiquing the internal

Arfretouc. ec sk texture?s an body to deconstruct the “manufactured” contradictions of success.
digital editing process (Fig. 18) .
nature of images.
Symbolic imagery, including religious Blackness is presented through the
iconography and stripped-down styling, is examination of consumer-driven
™95, MV Minimal white garments replace combined with the recurring motif of images and social facades, revealing
(2022) logo-driven (Fig. 19) “take off,” visually reinforcing the act of =~ how such representations within the
removing layers of social masks and community are exposed and
material signifiers. reconsidered.
o « " Blackness is presented as a site of
. . . Utilizing a “neutral canvas” to focus gaze . .. .
"The Heart Part 5 | Plain white T-shirt and a bandana . . collective projection, revealing how
. entirely on deepfake facial .
MV (2022) (Fig. 21) communal norms and perceptions

transformations. . . . o
dictate the interpretation of individuals.

et A& 98 Slx IAEe F5A14 =R AXgi
For Free?; FARIU= 391 P9 AL &, Ale
o] a7Ele] & 27E &5 JIES WiAE Tl Al oE
=it @elxE B Ao 2BE 283k o4 Q8] F
&8k (Fig. 23), 21 ZJeioll w2 A ehetollAl A= A2
A s 87k BEo® AAd ol oo 2H
82 mFolv 9] AT ook £H| 9 HAE st
o, 54 JiRlEcth 391 W] =53 AHE AKHeR 8
Tl 2 TRE sk JAER ME T Urk(Veal, 2015).
olglgt 8= F A Fo] WA= AE “For free?’?} “Oh
America, you bad bitch, I picked cotton and made you rich...”
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Fig. 22. "Alrighty MV (2015). Fig. 23. 'For Free?; MV (2017). Fig. 24. 'DNA.J MV (2023).
www.youtube.com www.youtube.com www.youtube.com

F]g 25. 2016 grammy award performance (2016).  Fig. 26. 2016 Grammy award performance (2016).  Fig. 27. 2016 Grammy award performance (2016).
www.streamable.com www.streamable.com www.billboard.com

Table 3. Blackness as resistance within structures of social oppression

Video / . Visual direction and stylistic _—
Key fashion elements . ty Significance of reconstructed blackness
performance representation
A floating body is positioned Blackness is presented as a condition situated
. Streetwear-based everyday between armed police a.nd gathered Within ongoing exposure to thrf':at, where
FAlright | clothin crowds, where surveillance and resistance emerges not as an exceptional act but
(2015) (Fi 22g) public gaze intersect, while everyday  as a collective attitude sustained within everyday
& clothing maintains continuity with circumstances, suggesting its association with
ordinary life. everyday endurance.

A female figure in a robe delivers
A fur-trimmed robe worn by a demands toward Lamar, while the
"For Free?; MV female figure and the Uncle Uncle Sam figure appears first as a

Blackness is constructed as a site of demanded
labor and value, while the shift of the Uncle Sam
figure to Lamar indicates how national

(2017 Sar(r]iicos;gr)ne. env:ll)l(l)tgief;g;rz:rr;irlj\/tii;i;egip::;‘?e representation has been historically performed
& ysequence through Black bodies.
Interrogation scene where his body Blackness is presented as simultaneously

Dark, restrained clothing and

TDNA.; MV the stylized appearance of the

(2023) “Kung Fu Kenny” persona.
(Fig. 24)

is isolated under intense lighting and ~ constructed through suspicion and surveillance

surveillance, while the “Kung Fu while also articulated through shifting modes of

Kenny” identity is introduced within self-representation within the same oppressive
the same setting. conditions.

Uniform blue shirts and gray Blackness is represented as existing within

A confined group in uniformed dress

2016 Grammy pants with handcuffs, e . . systems of control while also appearing in
. transitions into bodies marked with . .
Award contrasted with fluorescent . . transformed visual forms, showing that
. . fluorescent paint and performers in . .. .
performance body paint and African- N . i constrained conditions and alternative
.o African-inspired attire within the . . .
(2016) inspired costume elements. expressions emerge in continuity rather than
. same stage sequence. o
(Fig. 25-27) opposition.

Zoh meb o] AL B AAEG AA ofgh T& Lo AR AFe ofZelst ABA, opAlo} Bah 9k, 15
AANTE BA, T 22 QI e PH0E AN B A 52 wHse], Sa4o] olFst R At Sl HA
L PHT & Y TS A AN so] Yrhe tolagely 218 AZHoz e, ol

T 29 5T 1ot wAR o Bt

4.4. ClOIAZRLS BET M7l FoIY Zluch, chepst £ wete] FPus AR AsHow
Pk S99 AR Bakd /190 ASE YAYOR  AFYHE YAYOR oSS GrhGilroy, 1993).

ANSA ek, A2 The B8H adsle] mAE Ba) 4 20189 Tev] ofgl= AN ok 2EE HgT Y

e AAE AAdes AT GdelM veiue S22 @2 A (Fig. 28), A7 1A #AE ASHoR tEl2 =
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Fig. 28. 2018 Grammy award performance (2018).  Fig. 29. 2018 Grammy award performance (2018).  Fig. 30. 2017 MTV video music awards (2017).
www.rollingstone.com www.cleveland.com www.youtube.com

Fig. 31. 2022 Glastonbury performance (2022).  Fig, 32. "All the Stars; MV (2018). Fig. 33. "All the Stars; MV (2022).
Www.nime.com www.youtube.com www.youtube.com

Table 4. Blackness as diasporic hybridity and reconstruction
Video /

Key fashion elements Visual direction and stylistic representation Significance of reconstructed blackness
performance
Blackness is presented through the
2018 Grammy  Military uniforms, monochrome stage Juxtaposition of military uniforms, integration of multiple cultural forms
Award outfits (black and white), taiko monochrome styling, and taiko within a single performance, indicating
performance performance attire performers creates a visually layered identity as constructed through the
(2018) (Fig. 28, 29) composition on stage convergence and reconfiguration of
different cultural elements
Blackness is constructed through the
2017 MTV Video Martial arts-inspired costumes, masks, Repetitive display of disciplined incorporation of external cultural codes
Music awards. uniformed performers movement combined with the “Kung Fu into hip-hop performance, showing
(2017) (Fig. 30) Kenny” persona identity as formed through cultural
borrowing and recombination
Blackness is presented through the
2022 Glast hristi lism i 1 i textualizati f religi
022 Glastonbury Diamond crown of thoms, white shirts, Christian symbolism is used alongside recontextualization of religious
performance black pants, red dresses (Fig. 31) performance and lyrics to foreground symbolism within performance,
(2022) pants, & structures of judgment and expectation demonstrating how meaning is reshaped

within specific cultural contexts

Blackness is constructed through the

FAl the S Fulani hats, kufi hats, African masks, Juxtaposition of African and diasporic combination of elements from different
[?VI ¢ ezot]aéw colorful suits, hybrid styling (Fig. 32,  elements within abstract, non-locational African and diasporic contexts,
V( ) 33) settings revealing identity as formed through

cultural movement and convergence
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