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Abstract (EN) 

This study introduces the underresearched genre of nerdcore hip-hop as an interesting subject of 

language research in terms of transfer and postmodernism. Firstly, the concept of intralingual transfer 

as described by Göpferich (2016) is used as a starting point for the analysis of lyrics as a target text. 

Secondly, Vervaeck's (2007) definition of postmodern literature is extrapolated to the artistic medium 

of song lyrics. These two theories form the basis for a case study on the lyrics of the song Mr Raven by 

MC Lars, which is based on the poem The Raven by Edgar Allan Poe. Since these lyrics could be 

considered as a target text which was produced from a source text, the aim of the case study is to assess 

the importance of (1) possible types of intralingual transfer from the source text and other texts to the 

target text, (2) postmodern features that the target text may possess, and (3) the relationship between 

postmodernism and transfer in the corpus. This is done by comparing each fragment of the target text to 

its corresponding source text fragment (if applicable), and by identifying occurrences of transfer and 

postmodern features. The results show that the analysed lyrics are largely the result of intralingual 

transfer from mainly the source text and also other texts. They also show postmodern characteristics, 

which have been found to correlate with several of the identified types of transfer. 

 

Abstract (NL) 

Deze studie introduceert het weinig onderzochte genre nerdcorehiphop als een interessant 

onderzoeksobject voor taalkundig onderzoek op het gebied van transfer en postmodernisme. Het concept 

intralinguale transfer zoals beschreven door Göpferich (2016) wordt als vertrekpunt gebruikt om een 

liedtekst als doeltekst te analyseren. Ten tweede worden de door Vervaeck (2007) omschreven 

kenmerken van postmoderne literatuur doorgetrokken naar liedteksten. Die twee theorieën zijn het 

uitgangspunt voor een casestudy van de liedtekst van het nummer Mr Raven van rapper MC Lars, dat 

gebaseerd is op het gedicht The Raven van Edgar Allan Poe. Aangezien die liedtekst zou kunnen worden 

beschouwd als een doeltekst die gebaseerd is op een brontekst, is het doel van deze casestudy om na te 

gaan in welke mate (1) mogelijke types van intralinguale transfer zijn voorgekomen uit de brontekst en 

andere teksten naar de doeltekst, (2) de tekst postmoderne kenmerken bezit, en (3) wat het verband is 

tussen postmodernisme en transfer in het corpus. Dat wordt bestudeerd door elk doeltekstfragment te 

vergelijken met het overeenkomstige brontekstfragment (waar mogelijk), en door daarin mogelijke 

transfer en postmoderne kenmerken aan te wijzen. De resultaten laten zien dat de geanalyseerde liedtekst 

grotendeels het resultaat is van intralinguale transfer uit hoofdzakelijk de brontekst en ook andere 

teksten. De tekst blijkt ook postmoderne kenmerken te bezitten, die bovendien in verband staan met 

verschillende types transfer. 
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Introduction 

The importance of transfer in translation studies today is illustrated by Göpferich’s (2016) article on the 

topic in the Handbook of Translation Studies. Göpferich discusses four categories of transfer based on 

the work of Jakobson (1959) and Even-Zohar (1990). One of those categories is that of intralingual 

transfer, which Jakobson described as intralingual translation, a process by which a text is transformed 

for a new purpose within the same language. However, apart from the theoretical aspect of transfer, no 

concrete examples or cases are discussed in the article. Göpferich does conclude it with several 

suggestions for future research in the field of Transfer Studies, such as the analysis of “what types of 

transformations (or shifts) occur in this process”, but does not suggest a specific method for this.  

Whereas very little has been published on a possible classification of types of transformations in 

intralingual transfer, some authors may shed light on this in that the general types of textual 

transformations they describe could form a starting point for research that attempts to discern different 

transfer choices that can be made in the production of a target text based on one or more source texts: 

First, the literary theorist Gérard Genette (1981), when writing about transtextual relations, gave three 

examples of intertextual operations, namely allusion, quotation and plagiarism. Secondly, Nordquist 

(2019) elaborates on the different types of quotation a writer may use, namely direct, indirect and mixed 

quotation. 

These initial categories may provide a basis for identifying general approaches in which information 

from one text can be transferred into another text of the same language, which is one of the aims of this 

study. More specifically, the first aim of this study is to identify types of intralingual transfer in a target 

text (in this case, the lyrics of a song) which has been produced by the creative transposition of a poem 

as source text. The examined case is the song Mr Raven by rapper MC Lars, which is a creative musical 

adaptation of The Raven by Edgar Allan Poe. MC Lars is generally seen as one of the key figures of the 

nerdcore hip-hop movement, in which artists combine lyrics about often technical or specialised topics 

of their interest with hip-hop music. In MC Lars’ case, the topic of the lyrics is very often literature, and 

the artist has released multiple albums on which the lyrics deal exclusively with canonical literary works, 

from the sonnets of Shakespeare to Herman Melville’s Moby Dick (1851), and in the case of this study, 

the work of Edgar Allan Poe.  

The lyrics of Mr Raven could be considered as a product of intralingual transfer as described by 

Göpferich (2016) because they are in the same language as their source text, but serve a different purpose 

in that they are a musical text and embedded in contemporary pop culture, as opposed to the nineteenth-

century poem on which they are based. Consequently, these lyrics may be an interesting case for the 

identification and discussion of intralingual transfer types. MC Lars’ lyrics have been chosen as a corpus 
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for this study because the artist combines faithfulness to the literary works from which he distils his 

lyrics with one of the key characteristics of nerdcore hip-hop, which is the “extensive use of allusions 

to forms of culture which are valued by its "nerd" audience” (Jenkins, 2008). Because of this drawing 

on (and referring to) other cultural products, MC Lars’ lyrics, as a target text, may be considered in 

relation not only to their source text, but also to other cultural or historical texts and narratives. This 

duality makes his lyrics suitable for analysis in terms of language transfer, but also in terms of 

postmodernism, which will be explained in the following paragraph. 

As the notion of intralingual transfer implies a relationship between two or more texts, it could be 

associated with intertextuality, which, according to the Belgian literary theorist Bart Vervaeck (2007), 

is the most important characteristic of postmodern literature. Since nerdcore hip-hop is largely based on 

the aesthetics of hip-hop, and MC Lars himself describes hip-hop as a postmodern genre (Jenkins, 2008), 

the question arises whether the nerdcore artist writes his literary or so-called “lit-hop” raps in a 

postmodern way. It could be interesting to research the musico-poetic medium of rap lyrics as a way of 

expanding the scope of Vervaeck’s theory of postmodernism, which has so far been focussed on the 

novel as a literary medium. 

 

The above factors have led to the following research question, and three sub questions:  

 

To what extent could MC Lars’ literary rap lyrics of Mr Raven be considered as a postmodern target 

text that is the result of intralingual transfer from its 19th-century source text, The Raven by Edgar 

Allan Poe? 

1. To what degree could the lyrics to Mr Raven be seen as the result of intralingual transfer? 

2. On what levels do these literary rap lyrics present postmodern characteristics as described 

by Bart Vervaeck (2007)? 

3. To what extent are postmodern features in the lyrics related to the identified instances of 

transfer they contain? 

 

The hypotheses that could be formulated here are: (1) that the artist’s lyrics will contain postmodern 

features such as intertextuality, (2) to some extent, this intertextuality will have been established by 

means of different forms of intralingual transfer, which implies that (3) links may be found between 

intralingual transfer and the postmodern character of the resulting target text.  

These three hypotheses will be tested against the corpus of this case study, which consists of the 

lyrics to Mr Raven, which will be referred to as the target text, and The Raven by Edgar Allan Poe, 

which will be referred to as the source text. 

Before that, the cultural components of the above-mentioned research questions, such as nerdcore, 

nerd-identity, hip-hop, and lit-hop, will be explored, and the relevant theoretical framework will be 

provided for the concepts of source text, target text, target audience, transfer, and postmodernism. In 



 

 4 

addition, some background information is given about MC Lars as a nerdcore-artist and advocate of rap 

music as an educational tool, and about Edgar Allan Poe as a cult figure in participatory internet culture, 

and his poem The Raven.  

The method of the case study that follows is a qualitative analysis through which an overall view of 

different occurring types of transfer and postmodern features is established. The postmodern features 

that may be identified, will be specified in advance and limited to the formal/textual dimensions 

described by Vervaeck (2007). The different types of intralingual transfer will not be limited to any 

fixed set, since no definitive list or framework has been found in the literature. However, a non-

exhaustive list of possible categories will be discussed in advance to facilitate the analysis, while 

remaining open to additions that may be induced from the analysis of the corpus. After the analysis, 

conclusions are drawn about the importance of both transfer and postmodern features in the corpus. The 

results of both spheres of analysis will be interpreted on the basis of the theoretical framework provided 

in the literature study. In addition, possible links between intralingual transfer and postmodernism in the 

corpus are discussed. 

Lastly, this study will include a final discussion on the idea it aimed to explore, namely that of 

examining nerdcore hip-hop in terms of language transfer and postmodernism, and then suggestions will 

be formulated for further research. 
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Chapter 1 Theoretical framework 

1.1 What is hip-hop? 

While the term hip-hop is most often associated with rap music, it actually has a broader meaning. It 

stands for a culture in which rap music (also known as“MCing”1), graffiti art, B-boying (also known as 

breakdancing) and DJ’s operating turntables are the four characteristic activities (Light & Tate, n.d.). 

Hip-hop culture originated in the economically disadvantaged, mainly African-American South 

Bronx area of New York in the late seventies (Light & Tate, n.d.). Back then, hip-hop as an art form 

was critical of the social structure, and enabled disadvantaged groups to emancipate themselves. (Deis, 

2015, p.  192). The music genre was often used as a form of protest and dealt with political and social 

issues (Deis, 2015, p. 192). 

Encyclopædia Britannica (n.d.) refers to Jamaican DJ Kool Herc as the first major hip-hop artist, 

who introduced the famous sound systems from Jamaica in New York. Using this format, he organised 

large dance parties on the streets, looping short rhythmical clips from well-known records (a technique 

known as sampling) and creating a continuous beat for the dancers. He also added rhythmical spoken 

interjections, and for this reason, he is often seen as one of the founders of rap music (Light & Tate, 

n.d.).  

In addition, McKenna & Bhutia (2009) describe some other influences that laid the foundation of rap 

music, such as the West African oral tradition of the griot, (a travelling storyteller, musician and poet, 

comparable to the Western troubadour in the Middle Ages), talking blues music, etc. (“griot”, n.d.). 

In the nineties, hip-hop music, and especially the subgenre of gangsta rap, was commercialised 

(Gosa, 2015, p. 56). The lyrics of commercialised hip-hop gradually lost their political and social 

character, with gangsta rappers displaying more and more misogynism, and glorifying drugs and 

violence (Gosa, 2015, p. 56).  

Today, rap music has evolved into one of the most important elements of contemporary popular 

music. In this way, hip-hop, with all its sub genres, has left its mark on the world (Light & Tate, n.d.). 

One could say that hip-hop has grown into a worldwide imagined community, a term coined by Benedict 

Anderson (Williams, 2015, p 218; “Benedict Anderson”, n.d.). Anderson used the term to explain the 

 

                                                      

1 MC is an abbreviation for ‘master of ceremonies’ or ‘microphone controller’ (“MC”, n.d.). Light & Tate (n.d.) describe how, in the 

early years of hip-hop, the MC was the person who verbally encouraged the crowd to dance on the music of the DJ. This practice has 

further developed into rap music, and MC has become a synonym for rapper in contemporary hip-hop (Light & Tate, n.d.). 



 

 7 

formation of nation states as an imaginary construct. Through the recognition of a sense of solidarity 

and loyalty, it became possible to create a nation (“Benedict Anderson”, n.d.). A similar development 

took place in the hip-hop scene, where a sense of equality and solidarity resulted in an imagined 

community, which can also be seen as an interpretive community (Williams, 2015, p. 218). That term 

was described by Stanley Fish in 1980 (Williams, 2015, p. 218). Fish used this term to refer to “not so 

much a group of individuals who shared a point of view, but a point of view or way of organizing 

experience” (Scher & Kozlowska, 2018, p. 88). This means that the norms and conventions of an 

interpretive community are established among its members (“interpretive community”, n.d.). 

Furthermore, individual interpretations of those conventions over time can result in changes within the 

interpretive community (Scher & Kozlowska, 2018, p. 89).  This also applies to hip-hop culture, where 

the language and content of rap lyrics will be best understood by members of the interpretive community 

(Williams, 2015, p. 218).  

Bramwell (2015, p. 266) emphasises that hip-hop is also often criticised. Several supporters of the 

genre, including the world-famous rapper Nas, claim that “hip-hop is dead"2. In its commercialised form, 

hip-hop has largely deviated from its original socially critical character (Bramwell, 2015, p. 266). Hip-

hop music is still popular today, but at the same time controversial, a duality that is also reflected in the 

subgenre of nerdcore hip-hop: on the one hand, the genre deviates from the rather tough image of hip-

hop music and, on the other, it builds on its musical and textual characteristics (Sewell, 2015, p. 228). 

1.2 What is a nerd? 

Before describing the genre of nerdcore hip-hop, it may be useful to provide some background on the 

meaning of the word nerd. The definitions of the term that are quoted below describe, in addition to 

intellectual qualities, characteristics relating to the social competence of those to whom the label is 

applied. Also, some definitions describe a positive or negative connotation of the term:  

In the Cambridge Dictionary (n.d.), a nerd is described as “a person, especially a man, who is not 

attractive and is awkward or socially embarrassing”. Apart from this negative meaning, the same 

dictionary page includes a more neutral sense of the word: “a person who is extremely interested in 

one subject, especially computers, and knows a lot of facts about it”. The Oxford English Dictionary 

(n.d.) does not give a strictly negative definition of nerd either: “now also: spec.3 a person who pursues 

an unfashionable or highly technical interest with obsessive or exclusive dedication”.  

 

                                                      

2 "Hip-hop is dead" is an album that Nas released in 2006, and is also the title of the first song on the album (2018). 

3 Abbreviation in the Oxford English Dictionary for specifically 
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Russel (2014, p.162) gives a description of what typifies a nerd, and does so based on the text of the 

song "Geek" by nerdcore artist mc chris (written that way): “Nerds, in this depiction, are those who 

succeed scholastically at the price of succeeding socially”. In “Geek”, mc chris also describes the mutual 

misunderstanding between nerds and so-called "normal people" (Russell, 2014, p. 162).  

1.3 What is nerdcore hip-hop and lit-hop?  

Nerdcore hip-hop is a musical subculture of hip-hop in which artists combine hip-hop music with 

subjects they find interesting, and which are generally considered to be nerdy, e.g. computers, 

programming, science, fantasy and literature (Goldsmith & Fonseca, 2019; BBC, 2010). In addition, 

nerdcore songs sometimes deal with social subjects that are recognisable among nerds, such as shyness 

and being different (Goldsmith & Fonseca, 2019; BBC, 2010).   

Goldsmith and Fonseca (2019) see the high level of do-it-yourself in the production of music as a 

common feature of nerdcore artists, who often compose music as laptop rappers, using only a laptop to 

record their music. While many artists, such as MC Lars, MC Hawking and YTCracker, produce their 

own music, some nerdcore artists also work with producers (Goldsmith & Fonseca, 2019). 

According to Sewell (2015), the nerdcore genre is often labelled as a counter-reaction to hip-hop. As 

a result, nerdcore artists are often stereotyped as white, socially marginalised people, as opposed to 

mainstream hip-hop artists who attach great importance to their self-assured image (Sewell, 2015, p. 

223). For example, in his song white kids love hip-hop, mc chris raps about how white fans of (nerdcore) 

hip-hop are often portrayed by the black hip-hop scene in terms of shortages and flaws (Russell, 2014, 

p. 162). Still, MC Frontalot claims that nerdcore is not intended to be a counter-reaction to hip-hop 

(Sewell, 2015, p. 228). In this view, the genre is more about expressing pride in being a nerd through 

the medium of hip-hop music (Russell, 2014, p3 164).  

Lit-hop can be seen as a subgenre of nerdcore, with literature serving as a non-mainstream and 

possibly ‘nerdy’ subject in this case (Jenkins, 2008). MC Lars likes to see his largely literature-inspired 

oeuvre as belonging to the genre of lit-hop, a term first used by the Canadian lit-hop rapper Baba 

Brinkman (Jenkins, 2008). However, MC Lars is seen by many as one of the three most important 

nerdcore artists, together with MC Frontalot and mc chris (Nielsen, n.d.).  

There are also novelists who describe their work as lit-hop, because they pursue the aesthetics of hip-

hop in their books, as described by Adam Mansbach (n.d.). He states that hip-hop aesthetics create a 

kind of “intellectual democracy”, in that a "collage" can be made of everything that the writer or artist 

considers worth copying or processing, "regardless of its location or context" (Mansbach, n.d.).   
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1.4 Who is MC Lars? 

Andrew Nielsen (alias MC Lars) was born on October 6th, 1982 in Berkeley, California (Loftus, n.d.). 

For a long time, he was known to the public as MC Lars Horris, but then, in 2004, he shortened his name 

to MC Lars (“MC Lars”, n.d.). He has been a music producer since his childhood, and he continued to 

make music during his studies at the universities of Stanford and Oxford (Loftus, n.d.).  

Meanwhile, MC Lars has become one of the best-known artists in nerdcore hip-hop. MC Lars 

describes his genre as post-punk laptop rap and lit-hop (Nielsen, n.d.). In the quotation below, the artist 

admits that he does not identify himself so much with nerdcore hip-hop, but that he can agree with those 

who do consider him a nerdcore rapper: 

“While rapping about Shakespeare is indeed nerdy, “nerdcore” has always been MC Frontalot’s 

invention, which is why I’ve opted to let him own the genre.  While I would agree that my Game 

of Thrones and Star Wars raps could potentially fall under the nerdcore genre, “lit-hop” (a term 

coined by Canada’s amazing rapper Baba Brinkman) better describes the literary songs I’ve been 

releasing, semantically speaking. I started using Brinkman’s term in 2012 when I released by (sic) 

Edgar Allan Poe EP.” (Duane, 2018) 

In other words, MC Lars agrees that his songs can also fall under the nerdcore genre, but he prefers 

to use the term lit-hop specifically for his songs that are based on literature. 

In the biography on MC Lars’ website, it is mentioned how the subjects of his lyrics can vary from 

the iGeneration4 to the works of Edgar Allan Poe and even the cult series Game of Thrones (Nielsen, 

n.d., para. 1). Often his raps have an educational content, which makes his music not only known to fans 

of lit-hop and nerdcore, but also to teachers that want to use lit-hop as an educational tool (para. 6). 

Meanwhile, MC Lars has gained renown in Europe, America and the United Kingdom, among others 

(para. 1). He has cooperated with various famous artists and musicians, such as Snoop Dogg and Kool 

Keith (para. 2). He has also given guest lectures at several colleges and gave a lecture at TEDxUSC 

(para. 6). MC Lars is very active on social media, such as Bandcamp and YouTube (para. 4). He also 

has his own record label, called Horris Records (para. 4). 

In an interview with Henry Jenkins (2008), MC Lars explained how he thinks that rap music can be 

a great tool for teaching literature. As an example, he suggested how a teacher could teach Melville’s 

Moby Dick (1851) to students, dividing them in groups and having them write rap lines about one of the 

characters in the novel after reading it. By also encouraging the students to think how the experiences 

of their chosen character could be “translated to a modern context”, they could be inspired “to find more 

 

                                                      

4 The Internet generation, see section 1.5.3 
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similarities between works [of] 19th century literature and postmodern life in the 21st century” (Jenkins, 

2008). The full quotation of MC Lars’ suggestion for a classroom exercise that combines hip-hop and 

literature is added in the appendix. 

1.5 What is the relevance of lit-hop and nerdcore hip-hop for 

translation studies? 

1.5.1 Target and source text 

It can be interesting to analyse the lyrics of a nerdcore or lit-hop song as a target text, if they are based 

on one (or more) source texts.  

In the Dictionary of Translation Studies (Shuttleworth & Cowie, 2014, p. 164), beside the usual 

meaning of the term target text, which is "a text that has been produced by an act of translation", a few 

nuances for a broader interpretation of the concept are presented. These nuances are useful in this study, 

because the broadest possible definition of target text is needed when studying the corpus, which is not 

a target text in the strict sense of the term (a translation) but in the broader sense: a creative adaptation 

of an original text in the same language, and for a different audience. The following quotations are from 

the definition of target text in the Dictionary of Translation Studies (Shuttleworth & Cowie, 2014, p. 

164), and provide a broader picture of the concept (ST stands for source text, and TT for target text): 

 

1. “A target text is derived from its posited SOURCE TEXT in accordance with a particular 

translation strategy (or set of NORMS) which may differ widely between cultures, schools 

or even individual translators” 

2. “[T]here is not always a simple, one-to-one relationship between a target text and its 

supposed ST, as a text marked as a translation may be based on more than one "ST"” 

3. “Target texts vary greatly in the extent to which they conform to the norms of the target 

system” 

4. “Finally, for many approaches to translation it is in addition important to note that a target 

text also serves as a commentary on, and interpretation of, its ST” 

 

The first quotation states that a target text is derived from a source text (see below for a definition of 

that term), and that the translation strategies for producing a target text can be very diverse. According 

to the second quotation, a target text does not need to be derived from a single source text, but can be 

based on multiple texts. The third quotation underlines that target texts may vary in the degree of 

conformity with the standards they should meet according to the target audience. Lastly, the fourth 

quotation implies that target texts may also provide (explicit or implicit) commentary on their source 

text, and that they can be seen as an interpretation of it. 
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In the same dictionary (pp. 157-158) the term source text is defined as follows: 

“The text (written or spoken) which provides the point of departure for a translation. Except in the 

case of INTERSEMIOTIC and INTRALINGUAL translation, the source text will be in a different 

language (SOURCE LANGUAGE) from the translation (or TARGET TEXT) which the translator 

produces from it. (...) Of course, the source text is not simply a linguistic entity, as it enters into 

networks of relationships of not only a linguistic, but also a textual and cultural nature. 

Furthermore, the information which it conveys to its intended recipients will be implicit as well as 

explicit. (...)” 

A source text can therefore appear in different forms: spoken or written, in the same language as the 

target text (for intralingual translation, see 2.4.2.) or in a different language … Moreover, it does not 

only exist in material form, because also the implicit and unwritten cultural associations that the source 

text’s target audience could make, are part of that source text, and can be transferred by a translator into 

a target text for a new target audience. 

Due to the fact that a source text also has an implicit content, contained in references to cultural 

elements, names, events … and in the associations that can be made with these, the addition of new or 

different cultural references in the target text can, according to Henry Jenkins (2008), sometimes be 

justified to achieve a similar effect on a target audience with a different cultural background. In the 

following quotation from his blog, the American media scientist considers the allusions or references to 

modern media representations that MC Lars incorporates in the lyrics of his song Ahab (2006) as 

elements that can contribute to the target audience’s understanding of the source text on which the song 

is based, namely Herman Melville's classic novel Moby Dick (1851). Because of these allusions, he 

argues, even someone who has not yet read the novel can get an idea of the source text’s message and 

storyline. 

“Would the song even make sense if the listener did not have at least a broad exposure to the major 

themes and plot twists of this classic American novel? That's the essence of an allusion: MC Lars 

is able to shorthand Moby Dick because so many of his listeners will already know the story 

through other media representations if not through a direct experience of the book. MC Lars simply 

has to point us in the right direction and our mind fills in all the rest with much of the humor here 

stemming from the brevity with which he is able to sum up elements of such a vast and intimidating 

work.” (Jenkins, 2008) 
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1.5.2 Transfer 

The lyrics of lit-hop and nerdcore can be an interesting research object for translation studies in terms 

of transfer, provided that there is a source and a target text. In the article Transfer and Transfer Studies 

in The Handbook of Translation Studies, Susanne Göpferich (2016) argues that there is no real consensus 

within translation studies on the definition of the concept of transfer. However, what is generally 

accepted is that, with each form of transfer, texts are transformed with a specific purpose in function of 

a new target audience (Göpferich, 2016). According to Göpferich, translation is often regarded as a sub-

type of transfer that is associated with the requirement of equivalence between source and target text. 

Based on the classification by Roman Jakobson (1959), Göpferich (2016) distinguishes three types 

of transfer5, depending on the similarities or differences between source and target text, whereby these 

different types can also be combined: 

 

• Interlingual transfer: all transfer where source and target text are in a different language. This 

includes translation in the traditional sense of the word.  

• Intralingual transfer: rewording or adapting a text within the same language, but possibly with 

a different purpose, target audience and/or language variation/register. This also includes 

intertemporal transfer: the conversion of a text from one historical layer of a language to another 

historical layer or état de langue within the same language (Karas, 2016). Another form is simply 

the improvement/adaptation of a particular text (Göpferich, 2016). 

• Intersemiotic transfer: information in one system of signs is transferred to another, either 

completely (e.g. a film adaptation of a book) or partially (e.g. the story in a novel that is retold 

in the form of a comic book). 

 

In addition to the three types described above, Göpferich (2016) also mentions another type of 

transfer, described by Even-Zohar (1990), which is also discussed in translation studies: intersystemic 

transfer, a term which is used for transfer between different systems. According to the Dictionary of 

Translation Studies by Shuttleworth & Cowie (2014, pp. 162-163), the term system may refer to "entities 

of various sizes", such as a literary period in a particular language, or a genre (Göpferich, 2016), or all 

translations of a particular text type in a given year (Shuttleworth & Cowie, 2014, p.163). In this respect, 

transfer can be achieved between more than just individual texts, but also between broader entities, and 

across cultural boundaries (Göpferich, 2016).  

 

                                                      

5 Whereas Jakobson (1959) spoke of intralingual, interlingual and intersemiotic translation in his article On linguistic aspects of 

translation, Göpferich seems to have broadened the scope of these three terms by using transfer instead of translation, which implies 

a broader applicability of the concepts. 
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MC Lars’ lit-hop music can serve as an example for transfer-related discussions, because its lyrics 

are very often based on poems or novels. MC Lars’ turning poems into rap lyrics could be seen as a 

process in which there is a clear relationship between a source text (the poem), and a target text (the rap 

lyrics), and thus could arguably be considered as a form of transfer. 

1.5.3 Target audience 

In functionalist translation studies, it is essential, when analysing translation and transfer, to know for 

whom the text is intended to better understand translation or transfer choices (Schäffner, 2009, p.115). 

With musical phenomena such as nerdcore and lit-hop, artists may or may not have a specific target 

audience in mind. In an interview with Henry Jenkins (2008), MC Lars describes the young, often 

studying internet generation or iGeneration as a possible target audience for his lit-hop music, which 

often has an educational content:  

“Young people have been brought up in a postmodern cut-and-paste culture, replete with pop 

culture references and media saturations. A steady beat and cadence draws listeners in, as they are 

used to hyper-stimulation. Hip-hop is a very, very effective way to pique students' interest, in any 

topic, since it is the platonic manifestation of postmodern culture.” 

In the same interview, he also emphasised that the Internet generation, having acquired a familiarity 

with the Internet at an early age, can look up information on any subject. In this way, a person can 

quickly acquire background information about the content of a text, and thus become part of the target 

audience that understands and feels the text in question.  

1.5.4 Transfer strategy 

Sometimes it can be difficult for listeners to fully understand a text without intensive research, a problem 

that Peter Low (2003) discusses in the context of the translation of poetic songs: A writer or translator 

who produces lyrics based on a source text that may be less familiar to the target audience, or who refers 

to cultural names or concepts that may be foreign to the target audience, could also help the reader by 

incorporating clarifications or explications in the text. 

This idea can also be found in the fourth of the six options that a translator has according to Apter & 

Herman (2016, p.85, my translation) when translating (or in this case, when transferring) a historical 

reference into the lyrics for a performance: 
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1. “Do nothing. The audience has to make do with the incomprehensible reference.” 

2. “Provide an explanation for the audience in program notes.” 

3. “Provide footnotes for the performers in the printed text If the performers know what 

they are talking about the context and the performances may be able to communicate 

sufficient understanding to the audience.” 

4. “Somehow work an explanation directly into the performable text.” 

5. “Rewrite the lyrics, substituting a character or event that the audience knows for the 

character or event it does not know.” 

6. “Eliminate the reference.” 

This is also the case, for example, with MC Lars, which does not shy away from incorporating 

explicit clarifications into the lyrics of his more educational songs. An extreme example of this can be 

found in his song The Sonnet Song, which is about William Shakespeare's sonnets, and contains a 

number of explicit explanatory elements: 

"What is pentameter?" Let’s take a look! 

Five pairs of syllables - where rhythm is the hook 

Leaving Petrarch shook with Shakespeare's twist 

Unstressed / stressed and it sounds like this: 

"But soft what light through yonder window breaks?" 

Helping actors learn their lines to minimize mistakes 

‘cause life is complicated, hardly idyllic 

Like an amphibrach mixed with a foot so dactylic 

For example, the idea of pentameter is explained with an example from a work by Shakespeare, and 

MC Lars also mentions one of the reasons why using a well-defined metre could have been so popular 

at the time, namely to help actors memorise their lines. 

On the other hand, as suggested in Apter & Herman’s first option, artists could also choose to 

incorporate less obvious references in their lyrics without additional explanation. Especially when the 

target audience can consult the lyrics (online or otherwise) and/or replay the recording of a song, 

listeners could look up any reference that they do not understand.  

“In contrast to his educational approach, MC Lars also uses this less transparent strategy of references 

without explanation, as can be seen in the following example from his song Mr Raven (2012), which is 

based on the poem The Raven (1845) by Edgar Allan Poe. In the fragment, the references that are not 

further explained by MC Lars are underlined (for an explanation of these references, see case study in 

chapter 3): 

While I nodded, nearly napping 

Suddenly, there came a tapping 

Up like, "What?", this thunder clapping 

Stomping with the devil or a Paris Chaplin 
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I dropped my Lovecraft on the floor 

Like Arthur Gordon Pym on a distant shore 

Open the window, let the fire escape 

Man in the alley, black hat and cape 

1.5.5 Faithfulness to the source text 

In the above example from Mr Raven, only the first two lines have been quoted literally from Poe's 

poem, and mostly new verses have been added. However, another strategy could be to retain more of 

the original source text, be it paraphrased or quoted literally. Such a strategy would be in line with the 

vision of Hönig (1985, in Baker, 2019, p. 194), who states that a translation (in this case an intralingual 

one6) of a poetry text must also be 'documentary' to a certain extent if it wants to be more than a personal 

interpretation of the source text, and must therefore also give an idea of the characteristics and the 

content of the original text. 

Although MC Lars usually makes his own interpretation of the texts on which he bases his lit-hop 

music, the following two quotations suggest that he does want to convey (1) the narrative content and 

(2) the (rhythmic) characteristics of the source text to his target audience. The first quotation comes 

from a blog post by American media scientist Henry Jenkins (2008), and is about the rap song Ahab that 

MC Lars made about Herman Melville's novel Moby Dick (1851): 

1. “The song remains surprisingly faithful to the themes and narrative of the original novel, 

even as it shifts the tone by which we understand these elements.” 

According to Jenkins, the rapper remained true to the story and the themes of the text on which he based 

himself. The following quotation is from MC Lars himself during his lecture The hip-hop of Shakespeare 

at TEDxUSC on 4 May 2012, in which he links the rhythmical aspect of poetry to rhythm in music: 

2. “So what's important to note is that, when we sample James Brown, that's music in the 

4/4 time signature. (…), in music we have the beat, in poetry we analyze rhythm with the 

feet. So anything that uses dimeter, two feet, tetrameter, four feet, or octameter, eight 

feet, fits perfectly over the break beats. It's pretty cool. (…) If we take the first line of his 

famous poem The Raven: ‘Once upon a midnight dreary, while I pondered, weak and 

weary’, If we line it up with the James Brown breakbeat, we'll find a natural rhythm.” 

 

                                                      

6 Since the difference between intralingual translation and intralingual transfer is unclear and possibly even negligible (because both 

phenomena imply making an adaptation of a text while remaining within the same language), this study considers the terms as 

synonymous. Jakobson (1959) called it translation, whereas Göpferich (2016), prefers to use the more general term of transfer. 
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The so-called James Brown-breakbeat, on which MC Lars raps a few lines from The Raven, is used 

here as an example recording of what in music theory is called a 4/4 time signature, which counts four 

beats in each measure. In his essay The Raven, and the philosophy of composition (1846), Edgar Allan 

Poe himself described the metre and rhythm of The Raven as follows:  

“Of course, I pretend to no originality in either the rhythm or meter of ‘The Raven’. The former is 

trochaic—the latter is octameter acatalectic, alternating with heptameter catalectic repeated in the 

refrain of the fifth verse, and terminating with tetrameter catalectic.” 

Although Poe describes a complex metre here, the rhythm throughout the poem remains the same: it 

is a succession of trochees, that each consist of a stressed syllable followed by an unstressed one. 

Although the length of the metre in The Raven varies between 8, 7 or 4 trochees per line, according to 

MC Lars (2012) the verses of the poem can musically fit within a 4/4 time signature, which becomes 

clear when he literally raps lines from the poem on a beat in that time signature. As the listener can hear, 

it works well with both the beat from the TED-talk and that from Mr Raven. 

MC Lars appears to be very aware of the way he adapted the poem, and did not distance himself 

from the original. Instead, he created something that could be seen as a tribute to The Raven.  

1.6 Postmodernism 

1.6.1 The postmodernism of hip-hop according to MC Lars (2012) and Nica 

(2013) 

MC Lars, in an interview with Henry Jenkins, describes hip-hop culture as "the platonic manifestation 

of postmodern culture" (Jenkins, 2008), and during his lecture at TEDxUSC on 4 May 2012 as a "culture 

based on remixing of the past". 

On the popular music blog Surviving the Golden Age, Dragos Nica, in a blog post from 2013, writes 

about postmodernism and hip-hop, and argues how hip-hop in the early years was still rooted in a 

philosophical postmodernism in terms of content, but that contemporary hip-hop is mainly postmodern 

in terms of form:  

“Contemporary hip-hop has roots in a revolutionary philosophy, but is no longer a revolutionary 

art form. Its postmodernism comes not from fighting against a broken system, but from its 

fragmented, referential, rhythm-focused aesthetic.” (Nica, 2013) 

In the above quotation, Nica also presents three formal, possibly postmodern characteristics of 

contemporary hip-hop: a style that is fragmented, referential and strongly rhythmic. Moreover, Nica also 
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mentions "the denial of artistic gravitas" (i.e. considering art as not heavy or serious) as a postmodern 

characteristic of hip-hop. 

In order to assess in a case study whether these and other (textual) postmodern properties can also be 

attributed to a nerdcore text, it is important to first discuss a number of aspects in which a work can be 

postmodern. 

1.6.2 Characteristics of postmodern literature according to Bart Vervaeck 

When assessing to what extent the lyrics by MC Lars that are discussed in this case study are 

postmodern, it is important to determine in advance which characteristics can make a text postmodern. 

In this study, only the textual aspects of nerdcore and lit-hop will be analysed, and therefore it may be 

useful to compare the corpus with the characteristics of postmodern literature. For that, Het 

postmodernisme in de Nederlandse en Vlaamse roman by Bart Vervaeck (2007), can be a useful 

reference work. Vervaeck is Professor of Dutch Literature and Narrative Theory at the University of 

Leuven. The choice of this work as a theoretical basis for discussion of textual postmodern 

characteristics is motivated by the fact that Vervaeck's description of postmodernism is not inspired by 

contrast (i.e. viewing the movement as merely a counter-reaction to modernism), but is done in a holistic, 

non-exclusive way, in which Vervaeck does not use the term postmodern as a clearly delineated “living 

reality”, but as a “heuristic term” that can be interpreted and expanded (Vervaeck, 2007, p.16, my 

translations). Vervaeck also describes postmodernism in literature as a "way of looking and reading" 

(p.10, my translation), which is in line with the vision of Umberto Eco in his Postille a Il nome della 

rosa (1983): "Postmodernism is not a trend that can be defined chronologically, but (...) a way of 

working". ("Il nome della rosa", n.d., my translation7). 

Vervaeck discusses seven dimensions of postmodern literature8. He argues that intertextuality is the 

most important dimension, since “none of the six discussed dimensions can exist without intertextuality” 

(Vervaeck, 2007, p. 201, my translation). In Merriam-Webster (n.d.), intertextuality is defined as “the 

complex interrelationship between a text and other texts taken as basic to the creation or interpretation 

of the text”. In other words, intertextual writing can be by achieved by consulting and somehow 

processing other texts. Gérard Genette (1982) defined intertextuality (quotation translated by Mackey, 

1997, p.xviii) as follows: “a relation of co-presence between two or more texts, that is to say, eidetically 

 

                                                      

7Original quotation in Italian: (il post-moderno non è) "una tendenza circoscrivibile cronologicamente, ma una categoria spirituale, un 

Kunstwollen, un modo di operare" (“Il nome della rosa”, n.d.) 

8 The seven dimensions described by Vervaeck in seven chapters are: world view, view of humanity, view of language, narration, 

metafiction, time and intertextuality (2007, p.5, my translation from Dutch). 
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and most often, by the literal presence of one text within another”. Mackey mentions some of Genette’s 

examples of intertextual practices, such as quotation, allusion and plagiarism.  

For Vervaeck, intertextuality is one of the four formal dimensions of postmodern literature, which 

are narration, metafiction, time and intertextuality (2007, p.5, my translation). These four dimensions 

are further discussed below, as they will be used in this study to determine whether the corpus has formal 

postmodern properties that may or may not be the result of transfer between texts. The three other, more 

philosophical postmodern dimensions of world view, view of humanity and view of language (my 

translations) are not further examined in this study, as they are less directly applicable to the linguistic 

concept of transfer and its occurrence in the corpus. 

 

Vervaeck’s four formal dimensions can be summarised as follows: 

 

1. The aspect of narration is expressed in the explicit presence of the narrator in 

postmodern texts, who concludes an "oral pact with the reader" (Vervaeck, 2007, p. 198, 

my translation).  

2. This oral pact is also part of the aspect of metafiction9: it acts as a guide to how the 

reader should read the text, "in the form of explicit and implicit statements about 

language and text" (p. 147, my translation). This includes making literary conventions 

explicit that normally remain unspoken (p.8). 

3. The representation of time in the postmodern novel: The postmodern view is that time 

exists only as a story, as fiction (p.151). The clichéd, traditional aspect of the human 

representation of time is exposed (p.151). The postmodern novel "shows that history is 

also a form of literature" (p. 200, my translation). The plot and chronology are "replaced 

by a network of images" (p. 8, my translation).  

4. About postmodern intertextuality10, Vervaeck says that it undermines the separation 

between the texts from the literary canon on the one hand and the more peripheral, 

marginal texts on the other (p.201). In other words, the hierarchy between ‘high’ and 

‘low’ culture is called into question (pp. 201-202). This results in a "fusion of genres and 

styles" (p.185, my translation). Moreover, the boundaries between meta-text 

 

                                                      

9 The Oxford English Dictionary defines metafiction as “fiction in which the author self-consciously alludes to the artificiality or 

literariness of a work” (n.d.). This definition is compatible with Vervaeck’s idea of “explicit and implicit statements about language 

and text” (2007, p.147). 

10 In Merriam-Webster (n.d.), intertextuality is defined as “the complex interrelationship between a text and other texts taken as basic 

to the creation or interpretation of the text”. 
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(metafiction) and the “so-called basic text” can be blurred (p.201, my translation). 

Similarly, a clear distinction between the texts that are referred to and the 'own' text is 

also often absent (p.202). In short, postmodern intertextuality can blur boundaries in 

many areas: between canon and periphery, between meta-text and basic text, between 

referencing and the ‘own’ text, and between different genres.  

 

The calling into question of the difference between ‘high’ and ‘low’ culture that Vervaeck describes 

in relation to intertextuality and postmodernism is similar to what Nica (2013) describes as the “denial 

of artistic gravitas” (see section 1.6.1). Both tendencies refuse to go along with the traditional division 

between art which is to be taken seriously and art which is not. 

 

In general, Vervaeck argues that the postmodernism of a work is a “question of gradation”: there is no 

dichotomy between what is postmodern and what is not, but there is a continuum: a literary work may 

have more or less postmodern properties than another work, or two different works may each be 

postmodern in different ways (p.14). 

1.6.3 Edgar Allan Poe, still popular today 

The work of Edgar Allan Poe still serves as a source of inspiration for many a musician and artist to this 

day. The nineteenth-century American writer and poet, with his 'tales of horror', is known as one of the 

most influential (horror) fiction authors, and his poem The Raven is one of the best-known in American 

literature (Cestre, Mabbott, & Barzun, n.d.). 

 

Edgar Poe was born on 19 January 1809 in Boston (Hayes, 2002). At the age of three, Edgar was placed 

in a foster family after his father had left the family and his mother had died (Cestre, Mabbott, & Barzun, 

n.d.). His foster parents were Frances and John Allan, successful traders, from whom he got his second 

name (Hayes, 2002).  

Poe began studying ancient and modern languages at the University of Virginia, but due to increasing 

gambling debts he did not complete his studies (Hayes, 2002). Edgar decided to go to Boston in 1827, 

where his first collection of poems, entitled Tamerlane and other poems, was published (Hayes, 2002). 

In the years that followed, Edgar went into the American army out of a lack of money, after which his 

foster father supported him financially and helped him to get a promotion in the army (Cestre et al., 

n.d.). During this period, some more collections of poems were published (Cestre et al., n.d.). In 1835, 

Edgar started as an editor at the Southern Literary Messenger, where he was a critical reviewer (Cestre 

et al., n.d.). However, Poe was fired because of drinking problems and went to New York, where he 

later published his novel The Narrative of Arthur Gordon Pym of Nantucket (Cestre et al., n.d.). After 
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that, he was hired again as an editor for various magazines (Hayes, 2002). Poe wrote a large number of 

works, including The Murders in the Rue Morgue, which is generally regarded as the first detective story 

(Cestre et al., n.d.). However, he only gained national fame after he released his poem The Raven, which 

first appeared in the New York Mirror in 1845 (Cestre et al., n.d.). 

Edgar's wife Virginia died of tuberculosis in January 1847, after which his drinking problem only 

became worse (Pruitt, 2015). After a few brief romances, Poe got engaged to Elmira Royster (Cestre et 

al., n.d.). Edgar died in the hospital on 7 October 1849 at the age of forty, after losing consciousness 

several times (Pruitt, 2015). The cause of death has never been confirmed, but his death was probably 

caused by heart failure or drinking problems (Pruitt, 2015). 

In the Encyclopaedia Britannica (Cestre et al., n.d.), Poe is described as a talented man and an idealist: 

in addition to being a writer, poet and storyteller, he was also an influential literary critic, and was known 

for his rational mind. When writing, he attached great importance to the correctness of language, 

structure and metre, and his stories are very detailed (Cestre et al., n.d.). Many of his works have grief 

and death as themes, but Poe also often wrote love poems, such as Annabel Lee (Cestre et al., n.d.). Poe 

was an example for the next generation of writers, including French symbolism, and is still read today 

as a classic in literature. (Cestre et al., n.d.). 

 

Zarzycka (2018, p.47) describes how today, Poe is a popular figure in convergence culture, a term coined 

by Henry Jenkins (2006) that refers to a contemporary cultural process in which media content circulates 

across different media systems, competitive media economies and national borders, and is highly 

dependent on the active participation of the consumer (Jenkins, 2006). Zarzycka (2018, p.47) also 

mentions various subcultural phenomena, including the nerdcore movement, in which Poe's work is 

recycled (in an often participatory manner). One could safely consider Poe as a cult figure who illustrates 

the non-negligible presence of the literary canon in contemporary participatory (Internet) culture. 
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Chapter 2 Methodology 

2.1 Research design 

In the case study of this thesis, the lyrics to a rap song by MC Lars will be analysed as a target text, line 

per line, while (1) discussing the meaning of each line, (2) analysing whether transfer from the source 

text and possible other texts occurred and (3) identifying postmodern features that may confirm the 

postmodern character of the lyrics in terms of the four formal dimensions of postmodernism described 

by Vervaeck (see section 1.6.2). In addition, each target text segment that is based on the source text is 

compared, as much as possible, in parallel with the corresponding parts of the source text. In case of 

transfer, the type of (intralingual) transfer (according to the criteria described in 3.2) will be identified. 

The design of this case study is based on the work of Alessandra Rollo in Bande dessinée et jeux de 

mots : enjeux et stratégies traductives dans la traduction italienne d'Astérix (2012), in which she 

conducts a case study on the translation of humour in comic books. Her approach is as follows: she 

compares parallel fragments of the source and target text, and discusses changes in meaning that are the 

result of the translation of humoristic elements from French to Italian. Different types of humour are 

identified after each set of parallel fragments, and the number of occurrences is counted for each type. 

Based on the analysis, and the relative importance of each type in the analysed corpus, conclusions are 

then formulated. 

Similarly, the case study presented here below will compare target segments to source segments, 

discuss their meaning (and changes in meaning), and identify different types of transfer in the target 

text. The number of occurrences for each type of transfer is counted, and their importance in this corpus 

discussed. The extent to which the target text has postmodern features will also be discussed, and then 

conclusions are formulated about both transfer and postmodernism, and the relation between those 

concepts in the text. 

2.2 Criteria 

Since the corpus of this study is a single target text that is based on a source text in the same language 

(English), criteria will only be formulated in terms of intralingual transfer, and not of the other transfer 

types described by Göpferich (2016) and Even-Zohar (1990). In order to identify intralingual transfer in 

the corpus, it can be useful to think beforehand about the different ways in which an author or translator 
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can transfer intralingually from a source text into a target text. As Zethsen (2009, p.795) also points out, 

little to nothing has been published about which textual operations can establish intralingual translation 

(or transfer). She herself (2009, pp. 802-804) describes a number of what she calls microstrategies 

within intralingual translation, but does not explicitly mention intralingual transfer. However, this 

distinction is important in this study, since Zethsen’s case study on intralingual translations of the Bible 

assumes a greater parallelism between the source text and the target text. In contrast, MC Lars does not 

necessarily write lyrics that are completely parallel to the poems on which they are based, which is why 

it is more useful for this study to look at purely textual operations such as citing, paraphrasing, referring 

... instead of looking at Zethsen’s types of (sometimes subtle) changes that an intralingual translator can 

make, such as additions, omissions, structural or syntactic changes, subjectivity etc. Therefore, the 

present case study will be based on a number of commonly known textual operations that can be used 

to transfer content from one (or more) text(s) to another text in the same language: 

1. Direct quotation: “a report of the exact words of an author or speaker” (Nordquist, 2019). 

2. Indirect quotation or paraphrase “reports on what a person said without using the exact words of 

the speaker” (Nordquist, 2019). 

3. Mixed quotation: “the combination of a direct quotation and an indirect quotation” (Nordquist, 

2019). 

4. Meta-text: “text that describes or discusses text” (“meta-text”, n.d.). In the case of intralingual 

transfer, meta-text could deal with the source text (e.g. about its author, the style of writing, the 

historical context, …). However, when meta-text gives information about the target text, it could be 

argued that this is not transfer, since no information is extracted from another text. Hence, this type 

will not be considered transfer in the case study. 

5. Summary: "a short, clear description that gives the main facts or ideas about something" 

(“summary”, n.d.). 

6. Reference: "a mention of or allusion to a person or thing” (“reference”, n.d.). In this view, a 

reference can either be made (6a) to a person or thing in the source text, or (6b) to a person or thing 

outside the source text (possibly from another text). 

 

The above list serves as a starting point for the case study, and is non-exhaustive. Therefore, if other 

types should emerge from the analysis of the corpus, they can also be taken into account. 

Since the lyrics of MC Lars may contain word groups that are taken literally from the source text, 

but, given the relatively under-punctuated character of song lyrics, may not display any quotation marks, 

the following rule will be used in this case study in case there is any doubt about where to draw the line 

between a paraphrase and a mixed quotation: if in a line of text more words were copied from the source 
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text than new words were added, that line is considered a mixed quotation, and if there are more new 

words, it is considered a paraphrase. 

 

In order to map the postmodern characteristics of the corpus, the four formal parameters of the seven 

parameters of postmodern literature defined by Bart Vervaeck are used. The content of these parameters 

has already been discussed in 1.6.2. On this basis, for each parameter, the presence or absence of the 

following elements in the corpus is considered: 

1. Narration: the narrator/author is explicitly present or addresses the reader 

2. Metafiction: the narrator/author gives meta-information about the story or text itself and the 

way in which it was written  

3. Time: time is fictionalized, put into perspective, the chronology (of the story or that of 

history) is not respected (e.g. anachronisms) 

4. Intertextuality: other texts, stories or history are referenced, paraphrased or quoted from 

2.3 Corpus 

2.3.1 The target text: Mr Raven, by MC Lars 

The analysed corpus consists of the lyrics to the penultimate song, Mr Raven, on the album The Edgar 

Allan Poe EP by MC Lars. It contains 8 songs, three of which are based on Poe's poems: Mr Raven, 

(Rock) The Bells and Annabel Lee R.I.P. The other songs are based on Poe's life, short stories and artistic 

style, and have the following titles: Flow Like Poe, The Tell-Tale <3, Lenore (I Miss You), The Abridged 

Narrative of Arthur Gordon Pym of Nantucket, and Flow Like Somebody in Rack City that I Used to 

Know. 

A recording of the version of Mr Raven that is analysed in this study can be listened to via the following 

link: https://mclars.bandcamp.com/track/mr-raven-2012-featuring-the-dead-milkmen 

2.3.2 The source text: The Raven, by Edgar Allan Poe 

When writing Mr Raven, MC Lars based himself on The Raven (1845) by Edgar Allan Poe. In the 

analysis of his lyrics, in case of transfer from the source text, the corresponding fragments from Poe's 

poem will also be shown. The version of the poem that is used in this study comes from the collection 

The Works of the Late Edgar Allan Poe: Volume II. Poems and Miscellanies (1850), because that version 

is the latest version to be (at least partially) authorised by Poe, and is based on a large collection of 

https://mclars.bandcamp.com/track/mr-raven-2012-featuring-the-dead-milkmen
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manuscripts, including notes and corrections by the author himself (The Edgar Allan Poe Society of 

Baltimore, 2018). The poem can be found in the appendix to this study. 

2.3.3 Summary of The Raven, based on (and with quotations from) the poem: 

The story of The Raven is about a young man who is grieving for his lost love, named Lenore. While 

he is reading books on a dreary midnight in December, a raven enters his house. The man, slightly 

amused, asks the bird to tell him its name. The raven, only ever speaking one word, replies with 

"Nevermore". The man gets carried away more and more by his curiosity and emotions, and decides 

that it is his "God" who sends the raven as a sign that he is now to "forget this lost Lenore". At the bird's 

reply of "Nevermore", the man is driven into a frenzy, and goes on asking hopefully whether he will 

ever find relief or see his lost love in the afterlife. Following the raven's agonising denial, the man angrily 

tells the bird to leave, only to hear the raven relentlessly replying "Nevermore". Defeated by the grim 

determination and everlasting presence of the bird, the man now feels that his spirits, or "soul", will 

never again be lifted, as he remains lifeless in the shadow of the raven. 
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Chapter 3 Case study 

The following terms will be used in the case study, with the following meanings: 

• Trochee: a stressed syllable followed by an unstressed one 

• Line: A single line, as in 4 trochees 

• Verse: a group of usually four lines in MC Lars’ lyrics 

• Stanza: a group of 6 lines as intended by Edgar Allan Poe in The Raven. However, due to the 

layout of this page, and for better parallelism with MC Lars’ lyrics, the original lines of Poe 

are displayed over two lines of 4 trochees each. Hence, a complete stanza would be displayed 

over 12 lines. 

• Narrator: the (sometimes fictitious) person who tells the story (“narrator”, n.d.). In the case 

of Mr Raven, the author of the song himself (MC Lars) is both the narrator and the 

protagonist, which becomes explicit (and will be further explained below) in lines 42 and 50 

of the lyrics. 

• Protagonist: used in this case study to refer to the main character of both the source and target 

text. In the case of the target text (Mr Raven), the protagonist coincides with the personae of 

both the author and the narrator. 

• Target text (TT): MC Lars’ lyrics to Mr Raven 

• Source text (ST): The Raven by Edgar Allan Poe 

 

Target text legend:  

• Bold: words from the source text that have been copied into a quotation 

• Italic: reference (to the source text or another text) 

• Underlined or double underlined: paraphrase of the source text 

• Normal text: own creation of the artist 

• Right alignment: meta-text (about source or target text) 

• Marked in grey: chorus, or indication for repetition of the chorus 

• (...): missing fragment or word within a quotation from the source text 

• *...*: asterisks placed around one or more words in the target text that may contain a form of 

transfer that does not appear in the previously described criteria in 2.2. 

Source text legend:  

• Underlined or double underlined: part of the source text that is paraphrased in the target text. 

• *...*: asterisks placed around one or more words in the source text on which a word or 

fragment in the target text is based via a form of transfer that does not appear in the previously 

described criteria in 2.2. 
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3.1 Mr Raven: analysis 

In Mr Raven, MC Lars starts off with the following three lines, in which he introduces Edgar Allan Poe, 

the author of the source text: 

 

1 We got EAP in the house tonight, Edgar Allan Poe. 
America's favorite anti-transcendentalist. 
We're taking this back, way back, nineteenth century style. 

 

MC Lars uses the word tonight in the first line, which comes across as the rapper imagining himself 

being physically present in front of an audience or the listener. With MC Lars saying that “we” (himself 

and the audience) and Edgar Allan Poe are “in the house tonight”, he sets the imaginary scene of a live 

concert. In line 2, he credits Poe for being “America’s favorite anti-transcendentalist”, possibly 

referring to the criticism that Poe formulated against the philosophical movement of New England 

Transcendentalism in his satires How to Write a Blackwood Article and Never Bet the Devil Your Head 

(Ljungquist, 2002, p.15). In the third line, the artist describes the song itself as if it were a stylistic trip 

into the past, to the nineteenth century, the age in which Poe lived (1809-1849) and wrote The Raven 

(1845).  

 

This meta-textual passage could be seen as both a form of transfer and a postmodern element in the 

lyrics. It is transfer in the sense that it gives meta-textual information about the source text and its author 

(lines 1-3). The passage is postmodern in that (1) the narrator makes his presence felt in the text, and 

makes his relation to the listener explicit (lines 1 and 3), (2) on the level of metafiction, the third line 

could be interpreted as the narrator telling the listener how to understand this text (which is based on a 

nineteenth-century source text), and (3) time is fictionalised, since Edgar Allan Poe is present here 

“tonight” (line 1), and at the same time, the artist takes things back to the 19th century (line 3).  

 

The statement in line 3, that the rapper is going to tell Poe’s story nineteenth century style with this song, 

could be used as an argument for considering any reference in these lyrics to things that occurred, or 

people that lived after the writing of the Raven or the death of Poe as an anachronism, and consequently, 

as a postmodern fictionalisation of time. Hence, in the further analysis of this text, any reference beyond 

Poe’s death in 1849 will be considered anachronistic. 

 

MC Lars then continues with a chorus that is repeated throughout the song:  
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4 

Target text: Mr Raven 
 
Chorus 
Who's that, who's that rapping 
Who's that rapping at my chamber door? 
Mister, Mister Raven 
All up in my grill with the nevermore 
 

Source text: The Raven – E. A. Poe  
 
 
As of some one gently rapping,  
rapping at my chamber door. 
“ ’Tis some visiter,” I muttered,  
“tapping at my chamber door — 
Only this and nothing more.” 
 

 

In the first two lines of the chorus, he describes how the protagonist of the source text wonders who 

could be rapping at his door. The fact that it is a rapper who performs this text, results in an ambiguity 

of the word rapping:  in addition to Poe’s intended meaning of knocking, the raven could also be rapping 

in the musical sense of the word. Lines 6 and 7 show the raven, who is now named Mister Raven, as 

defiantly confronting the protagonist, being all up in his grill, which, according to The Online Slang 

Dictionary (2013) is a slang expression for being in somebody’s personal space and/or criticizing them. 

The raven does so several times in the song by repeatedly uttering his unwelcome reply of “Nevermore” 

(which it also utters in the source text). 

 

This chorus contains transfer, which consists of three references to the source text (lines 4, 6 and 7), a 

mixed quotation in line 5, and an instance of summary in line 7. However, it does not contain any 

obvious postmodern elements. 

 

The artist then introduces himself and The Dead Milkmen (lines 8-9), an American punk rock band 

from Philadelphia, who joined MC Lars for the recording of this particular song: 

 

8 It’s MC Lars and the Dead Milkmen, 
I’m rapping with some legends of punk rock 
Yo Rodney Anonymous, let’s flow like Poe 
Here we go 

 

In line 10, MC Lars invites the lead singer of the Dead Milkmen, Rodney Anonymous, to flow like 

Poe, which is the title of the opening song on the Edgar Allan Poe EP. Line 11 announces that the song 

is about to begin. 

Transfer can be identified in the reference to the song title Flow Like Poe, and in the meta-textual 

statement that the song lyrics will flow like Poe’s poetry, of which the source text is an example. In 

terms of postmodernism, the narrator (1) makes his presence felt in the text (lines 8-9, 11: “It’s MC Lars 

…”,“I’m rapping …”, “Here we go”), (2) provides the listener with metafictional information about the 

lyrics, that flow in the style of Poe (line 10), and (3) creates intertextuality by referring to another song 

title (line 10). 
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Subsequently, the first two lines of the source poem are quoted: 

 

12 Once upon a midnight dreary 
While I kicked it weak and weary 
Dark and cold just like Lake Erie 
       Milkmen remix someone clear me 
 

ONCE upon a midnight dreary,  
while I pondered, weak and weary, 
Over many a quaint and curious  
volume of forgotten lore — 
 

 

In line 13, however, the word pondered is replaced by kicked it, a phrasal verb which, according to 

several entries in the crowdsourced Urban Dictionary (n.d.), is a slang expression signifying to relax, 

among other meanings, and it can also imply kicking off one’s shoes in order to feel more comfortable 

(“kicked it”, n.d.). Line 14 contains a reference to Lake Erie, which is one of the five Great Lakes of 

North America (“Lake Erie”, n.d.). In line 15, MC Lars mentions that this song is a remix in 

collaboration with the Dead Milkmen. Indeed, a previous version of Mr Raven was released in 2004 on 

MC Lars’ first album, The Laptop EP. It is unclear what is meant by “someone clear me”. A possible 

explanation is that it could be meant as a rhetorical asking for clarification, as in “Could someone clear 

me out on this matter?”. In that case, it could be a run-up to the next verse (see below), with the 

protagonist asking “Could someone explain to me why there came a tapping while I was nearly 

napping?”. 

Transfer is present in every line but the fourth of this verse: Line 12 is a direct quotation, line 13 a mixed 

quotation, line 14 a reference outside the source text. The verse has but one clearly postmodern element: 

line 15 is metafictional in that it is explicitly mentioned that this song and its lyrics are a remix.  

 

The second verse begins with two lines that are a literal citation of the source poem, followed by two 

lines written by MC Lars, including the reference Paris Chaplin, which may refer to Charlie Chaplin 

and/or his 1923 film A Woman of Paris. In any case, lines 18 and 19 describe how the protagonist is 

startled by the sudden tapping noise he hears: 

 

16 While I nodded, nearly napping 
Suddenly, there came a tapping 
Up like, "What?", this thunder clapping 
Stomping with the devil or a Paris Chaplin 

While I nodded, nearly napping,  
suddenly there came a tapping, 
As of some one gently rapping,  
rapping at my chamber door. 
 

 

This verse contains transfer that consists of the two directly quoted lines from the source text (16 and 

17), and a reference outside the source text in line 19. The passage does not contain any obvious 

postmodern elements except the reference in line 19, which may be considered intertextual. 
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The third and fourth verses contain a number of references and some paraphrasing of the source 

poem: 

 

20 
 
 
 

24 

I dropped my Lovecraft on the floor 
Like Arthur Gordon Pym on a distant shore 
Open the window, let the fire escape 
Man in the alley, black hat and cape 
 
Twenty-pound bird lands on my sill 
Cold feet, cold eyes, gives me a chill 
Grim face, grim stare, death carnivore 
Quothe that raven, "Nevermore" 

 
 
Open here I flung the shutter,  
when, with many a flirt and flutter, 
In there stepped a stately Raven  
of the saintly days of yore. 
(…) (…) 
“Ghastly grim and ancient Raven  
wandering from the Nightly shore —  
Tell me what thy lordly name is  
on the Night’s Plutonian shore!” 
Quoth the Raven, “Nevermore.” 
 

 

The reference in line 20 is made to H.P. Lovecraft, a 20th century American writer who is regarded 

as one of the masters of the gothic horror genre (“H.P. Lovecraft”, n.d.). The protagonist seems to have 

been reading a book by Lovecraft that he drops in surprise. The next reference is to Arthur Gordon Pym 

in line 21, who is the protagonist in Edgar Allan Poe’s novel The Narrative of Arthur Gordon Pym of 

Nantucket (1838), and who goes on several sea voyages. “Open the window” in line 22 is the only 

explicit link with the source text in this verse, and it is a paraphrase of the protagonist who says “Open 

here I flung the shutter”. In line 23, the described man with a “black hat and cape” may be a reference 

to the Hat Man, a shadowy figure from popular urban legend whose apparition has been reported by 

people all over the world (The Week, 2018). 

Line 24 is a paraphrase of a line from the source text in which the raven enters the room. The 

following two lines are a description of the bird, in which the word grim is a reference to the source text. 

The latter is used by Poe’s protagonist, who describes the raven as a “Ghastly grim and ancient Raven”. 

Line 27 is an almost literal quotation of one of the key phrases that is repeated several times in the source 

poem: Quoth the Raven, “Nevermore”.  

The above passage contains both transfer and postmodern elements. Transfer is present in the references 

on lines 20, 21, 23, and 26, in the paraphrasing on lines 22 and 24, and in the mixed quotation on line 

27. The passage is postmodern in two aspects. Firstly, it contains an anachronism (time is fictionalised): 

the protagonist in Poe’s text could never have read a book by Lovecraft, since the latter was born in 

1890, after Poe’s death. Secondly, the passage contains intertextual references in lines 20, 21 and 23. 

 

After that, the chorus is repeated twice, the second time with a different closing line:  

 

28 Corvus corax came to settle the score / 
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The reference Corvus corax is the biological Latin name for the animal species commonly referred 

to as the common raven (“Raven”, n.d.). While “to settle the score” has an element of revenge to it, it 

is unclear what it is exactly that the bird wants to avenge. In any case, for the first time here, the raven 

is portrayed as an opponent, who comes with the intention of defeating the protagonist. 

This line could be considered a summary of the source text, and thus a form of transfer: the raven came 

to confront the protagonist. A postmodern element can be found in the reference to biology, which is an 

example of intertextuality.  

 

29 
 

 

 

 

33 

I miss Lenore, my Annabel Lee 
Taken by angels from me 
Alone with books, hey, that's me 
Harbinger of death visiting me 
 
 
 
I said, "Can I help you, evil prophet? 
If you got a problem, look, I'll solve it." 
He checked my hook, DJ revolved it 
Perched on Pallas, chalice dropped it 
 

 
(ONCE upon a midnight dreary,) 
while I pondered, weak and weary, 
Over many a quaint and curious  
volume of forgotten lore — 
(…) 
 
“Prophet!” said I, “thing of evil —  
prophet still, if bird or devil! (…) 
(…) 
Perched upon a bust of Pallas just above my 
chamber door — 
(…) 

 

In line 29, Lenore is a reference to the name of the protagonist’s deceased lover in the source text, 

and it is associated with a reference to another poem by Poe, entitled Annabel Lee, which also deals with 

the loss of a loved woman. Line 30 is a reference to that same poem, in which the protagonist blames 

the angels, who envied the relationship between him and his lover, for causing his lover’s death. In line 

31, the phrase “Alone with books” can be seen as a paraphrase of Poe’s opening stanza, as underlined 

in the fragment above. Line 32 does not seem to refer to any specific text or source, but MC Lars regards 

the raven as a harbinger of death, a bad omen foreboding the death of the protagonist (“harbinger”, n.d.).  

Line 33 partly corresponds to the source text in a paraphrased way, in that the protagonist angrily 

calls the raven evil, and a prophet. Prophet is arguably used here in the non-religious, negatively 

connotated sense of the word, as in “a person who claims to know what will happen in the future” 

(“prophet”, n.d.), since in the source text, the raven “predicts” that the protagonist will not see his lover 

in the afterlife. The following two lines are a reference to the song Ice Ice Baby by Vanilla Ice, in which 

the corresponding lyrics are as follows: “If there was a problem yo I'll solve it / Check out the hook 

while my DJ revolves it”. Line 36 consists of two parts: the first is a paraphrase of the source text as 

underlined above, and the second part may be a reference, but there is no further explanation or 

development to it in the lyrics. The raven dropping a chalice could be meant simply as a dramatic effect. 

Another possible explanation may be found in Catholicism, where the dropping of the wine chalice or 

the spilling of wine (which embodies the blood of Christ) during Mass is not taken lightly, as there are 
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ritual (cleaning) procedures that have to be respected when this should occur (United States conference 

of catholic bishops, n.d.).   

Several instances of transfer can be found, namely the references to both the source text (line 29) and 

other texts in lines 29,30 and 34-35, and the paraphrasing on lines 31, 33 and 36. It could be argued that 

line 32 is transfer in the form of a summary of the story (The raven visits, which results in the downfall 

or death of the protagonist.) Lines 29-30 and 34-35 are postmodern in that they are intertextual. Line 31 

could also be considered postmodern, with the narrator seemingly turning to the audience in saying 

“Being alone with books is typical for me.” 

 

In the verses that follow, MC Lars’ lyrics contain some dialogue (lines 37-40), of which line 40 could 

be interpreted as a paraphrase of the corresponding lines of the Poe stanza in which the protagonist wants 

the raven to be gone: 

 

37 
 
 
 
 
41 

"Tell me, sir, please, if you can 
Am I a good or evil man? 
What can I say, what can I do? 
When will I be rid of you?" 
 
"Nevermore," quothe he at me 
Hating on this poor MC 
Satanic raven, Nietzsche glee 
Screaming at me like Gordon Ramsay 

“Be that word our sign of parting,  
bird or fiend!” I shrieked, upstarting — 
“Get thee back into the tempest  
and the Night’s Plutonian shore! 
Leave no black plume as a token  
of that lie thy soul hath spoken! 
Leave my loneliness unbroken! —  
quit the bust above my door! 
Take thy beak from out my heart,  
and take thy form from off my door!” 
Quoth the Raven, “Nevermore.” 
 

 

Line 41 is another paraphrase of the underlined key phrase of the source poem. In line 42, MC Lars 

suggests that he himself (the MC) is the protagonist in the lyrics. The raven is hating on him, which is 

a slang expression for ridiculing, insulting … somebody (“hate”, n.d.). Moreover, line 43 portrays the 

raven as being satanic, and feeling some kind of Nietzsche glee. The meaning of the word glee can be 

described as a feeling of joy a person can experience, often because something bad has happened to 

someone else (“glee”, n.d.). In this view, a discussion in Friedrich Nietzsche: A Philosophical Biography 

by Julian Young (2010, p. 451) may provide an explanation for Nietzsche glee, where an account is 

given of the feeling that Friederich Nietzsche experienced when he had slept through an earthquake in 

the French city of Nice, and was walking around the city in an unperturbed, almost cheerful mood. 

Young also uses the word glee to refer to this feeling, which Nietzsche described in a letter to Reinhard 

von Seydlitz: 

“We are living in the most interesting expectation of perishing thanks to a well-intentioned 

earthquake which made more than dogs howl, far and wide. What a pleasure it is when the old 
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house above one rattles like a coffee-grinder! When the inkwell declares its independence! When 

the streets fill up with terrified, half-clothed figures with shattered nervous systems.” (Nietzsche, 

1887, quoted in Young, 2010, p. 451) 

This feeling of rebellious contentment could also be ascribed to the raven, who seems to enjoy causing 

the distress of the protagonist. Line 44 is a comical comparison of the raven, because he is now 

screaming, to Gordon Ramsay, a highly acclaimed Scottish chef and restaurateur who is also known for 

his fiery temper and frequent use of expletives on television cooking programs (Schreiber, 2019).  

Transfer can be identified in the paraphrasing on lines 40 and 41, and in the references on lines 43 and 

44. The passage is postmodern on different levels: the references in lines 43 and 44 are both intertextual 

and anachronistic. By extension, the rapper suggesting that he himself (“this poor MC”, line 42) is the 

protagonist could be seen as an instance of the narrator becoming present, and the use of the word MC 

as another anachronism. 

 

MC Lars then adds a certain twist to the plot; whereas the source text’s protagonists stays in his room 

during the entire story, the MC in the target text now jumps into his car: 

 

 
 
 
 
 
 
45 

 
 
 
 
 
 
I jumped into my Eldorado 
And checked my Cask of *Amontillado* 
Call a nurse, disperse my thirst 
Put this process in reverse 

Then, methought, the air grew denser, 
perfumed from an unseen censer 
Swung by Seraphim whose foot-falls  
tinkled on the tufted floor. 
“Wretch,” I cried, “thy God hath lent thee — 
by these angels he hath sent thee 
Respite — respite and *nepenthe*  
from thy memories of Lenore; 
Quaff, oh quaff this kind nepenthe  
and forget this lost Lenore!” 
Quoth the Raven, “Nevermore.”  

 

Eldorado in line 45 refers to the Cadillac Eldorado, a luxurious type of car with an impressive tail 

that was introduced in the fifties (Cadillac, n.d.). The protagonist now jumps into his car and checks his 

Cask of Amontillado (line 46). This reference is also the title of a short story by Poe, in which the 

protagonist lures somebody into a murderous trap by inviting him to taste a cask of amontillado sherry 

in his cellar. MC Lars, however, probably implies that the protagonist (himself) drinks while driving, 

which is also reflected in line 47, where the protagonist wants to disperse his thirst. To some extent, the 

references in lines 46 and 47 correspond to the source text’s idea of drinking or quaffing nepenthe, a 

mythical drug described by the Greek writer Plutarch (ca. 45–120 CE) that was said to relieve one’s 

sorrow (Rossi, 2010). However, Poe uses nepenthe metaphorically, regarding the coming of the raven 

as what may be a sign that the protagonist can finally “forget this lost Lenore” and find peace, which 

the raven then mercilessly denies with the reply of “Nevermore” (Adams, 2013, p.53). In line 48, the 
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protagonist, who wants to “put this process in reverse”, may be either longing for the past, or hoping to 

be able to finally forget his grief.  

Transfer is present in the references on lines 45 and 46, and in the paraphrase on line 47. Postmodern 

elements can be found in the intertextual references on lines 45 and 46, the first of which is an 

anachronism. Interestingly, Amontillado in line 46 can be seen as an ‘indirect’ reference to the source 

text’s Nepenthe, in that they are both intoxicating beverages. This is a type of transfer that has not been 

explicitly discussed in section 2.2, and may therefore be a useful addition to the list of possible forms of 

intralingual transfer. 

 

In the next verse, line 49 could imply that the protagonist is taken aback by the raven’s coming 

without warning, which has resulted in the sudden realisation that he will never again see his lover:  

 

49 I wish I had some warning first 
MC Lars, ‘88 hearse 
Now I'll never ever be Sage Francis 
While on my grave this black bird dances 

/ 

 

At this point in the lyrics, according to annotations by contributors on the popular lyrics website 

genius.com11, the protagonist (now explicitly referred to in the lyrics as MC Lars) has died following 

the raven’s visit. Contributors’ comments also provide an explanation for the ’88 hearse mentioned in 

line 50: the protagonist is transported in a hearse or funeral car, and the ’88 is a reference to MC Lars’ 

own car, a 1988 Volvo station wagon 240 DL about which he rapped on a previous album. This type of 

car with its large trunk looked similar to a hearse, since hearses normally have a large trunk for the 

coffin. Lines 51 and 52 further elaborate on the (metaphorical) death of the protagonist: now he will 

never be able to realise his dream of becoming a successful independent rapper like Sage Francis (line 

51). For that, he blames the raven, who is dancing on his grave (line 52) and thus celebrating the defeat 

of the protagonist (“dance on someone’s grave”, n.d.).   

The transfer in this verse consists of two references on lines 50 and 51. Metaphorically, line 52 could 

be seen as a summary of the story (and consequently, transfer), similarly to lines 28 and 32. Postmodern 

elements of intertextuality are present in the references in lines 50 and 51. 

  

 

                                                      

11 The annotations on genius.com that are cited here are from a previous version of Mr Raven from 2004, but some of the lines in the 

lyrics overlap with the version that is analysed here. 
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In lines 53-55, MC Lars remains relatively close to the source text; both authors describe how the 

raven has a demonic aspect because of his eyes, and how the lamplight is streaming over him: 

 

 
 
 
 
53 
 
 
 
57 

 
 
 
 
The raven's eyes still have the seeming 
Of a demon10 that is dreaming 
(...) Lamplight over him still streaming 
Hear me screaming, hear me screaming! 
My soul still floats there on that floor and 
shall be lifted nevermore 
Afflicted calm scratched up my door 
  Canonized piece, US Folklore 

And the Raven, never flitting,  
still is sitting, still is sitting 
On the pallid bust of Pallas  
just above my chamber door; 
And his eyes have all the seeming  
of a demon’s that is dreaming, 
And the lamp-light o’er him streaming  
throws his shadow on the floor; 
And my soul from out that shadow  
that lies floating on the floor 
Shall be lifted — nevermore! 

 

Line 56 stands on its own in that it does not refer directly to the source text, and is no specific 

reference to another text. However, it may be just an expression of the protagonist’s fear of the raven, 

whose demonic eyes (lines 53-54) and looming shadow cast upon the floor by the lamplight are a 

frightening sight. Line 57 comes across as a paraphrase, but it differs from the source text in that it is 

the rapper’s soul that is floating on the floor instead of the raven’s shadow. “Afflicted calm” in line 59 

may be another reference to the raven, who came to the protagonist like a disease and left him (or his 

soul) lifeless on the floor. If the afflicted calm is embodied by the raven, that also means that it is the 

bird who scratched up the door, damaging it by repeatedly rapping on the door with its claws or beak. 

Line 58 is another instance of meta-text, in which MC Lars praises the poem as a canonised piece of 

literature, a story which has become part of the folklore of the United States. 

Transfer can be found in the paraphrase on line 53, the direct quotation12 on line 54, the mixed quotation 

on line 55, the paraphrase on line 57, and the direct quotation on line 58. To some extent, line 59 could 

be seen as a summary. The meta-text on line 60 could also be considered transfer, as it describes the 

historical importance as a characteristic of the source text. A postmodern element may be found in line 

56, which could be interpreted as the narrator talking directly to the audience, as in “Listen how the 

protagonist screams at this point in the story!”. Line 60 is also postmodern as an instance of metafiction: 

the story itself is discussed as a literary classic. 

  

 

                                                      

12 Strictly speaking, this quotation is incomplete, since the genitive “ ‘s ” from Poe’s text is (audibly) omitted in MC Lars’ song. 
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After the final verse, the chorus is repeated four more times, each time with a different fourth line:   

 

 
61 
 
 
62 
 
 
63 
 
 
64 

[Chorus] 
All up in my grill with the nevermore 
 
[Chorus] 
Corvus corax came to settle the score 
 
[Chorus] 
All up in my face with the nevermore 
 
[Chorus] 
Found dead in the streets of Baltimore 
 

/ 

 

Lines 61 and 62 are a repetition of the already discussed lines 7 and 28, and line 63 is a slight variation 

on lines 7 and 61, in which grill is now replaced by face while retaining the same meaning of invading 

somebody’s personal space. Line 64, however, provides the listener with new information, implying 

that the protagonist is found dead on the street. The fact that he is found in the streets of Baltimore may 

be a reference to the death of Edgar Allan Poe, who was reportedly found “slumped near an Irish pub in 

Baltimore”, and who “slipped in and out of consciousness” when he was taken to the Washington 

College Hospital, where he died on October 7, 1849 (Pruitt, 2018). 

Lines 61/63 and 62 are transfer in a summarising way, with the former evoking the raven’s continuous 

denial of whatever the protagonist hopes or asks, and the latter expressing the bird’s victory as discussed 

in the comments on line 28. Line 64 contains a reference (to history), and thus a form of transfer. 

Postmodern features can be found in the intertextuality of line 62 (a reference to biology), and of line 

64 (a reference to history). 

 

After the choruses, line 65 is repeated several times as what could be seen as a celebration of the 

raven’s victory over the protagonist, with an occasional interjection of “Everyone!” and “Ooh!” by MC 

Lars. Following that, MC Lars ends the song with some spoken lines of meta-text. 

 

65 
 

66 
 
 
 

70 

Whose house? Raven's house! 
 

I wanna say, big ups to The Dead Milkmen,  
for keeping punk rock funny and fun, 

Thanks for being on my EP,  
much love to the Philadelphia homies 

I’m MC Lars, saying that school can be fun, 
And education is fresh, 

And Edgar Allan Poe is the man 
Peace 

/ 
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In these lines, MC Lars thanks the Dead Milkmen for their work, giving them big ups (line 66), which 

is American English slang for “an expression of thanks or praise” (“big-up”, n.d.). According to Google 

Dictionary (n.d.), homies (line 69) is an informal expression in American English used to refer to “an 

acquaintance from one's town or neighbourhood, or a member of one's peer group or gang”. Hence, with 

the expression of friendly feelings (much love) for the Philadelphia homies, he probably refers to his 

and the (Philadelphia-based) Dead Milkmen’s friends (or fans) in Philadelphia, US. 

MC Lars then states his belief that education can be fun and fresh. This can be related to the 

educational attitude he has in many of his songs when he deals with literary subjects, and his previously 

discussed suggestions for teaching literature through rap music (see section 1.4 on MC Lars). The artist 

closes the song by expressing his respect for Edgar Allan Poe (line 72) and with peace, which is 

described in the Rap Dictionary as a way of saying goodbye (line 73) (“peace”, n.d.). 

Similarly to lines 28, 32 and 52, line 65 can be seen as a summary of the story, in that the raven came 

to the house of the protagonist and conquered the place by defeating the owner. Lines 66-71 do not 

contain any transfer, since they only deal with the target text in a meta-textual way. Line 72 is no transfer 

either, as it is simply an expression of the artist’s respect for the author of the source text, and does not 

say anything about the source text itself. The same goes for “Peace” on line 73, which does not describe 

any meta-textual aspect of the source text, and does not have any equivalent in it. Several postmodern 

features can be identified: Firstly, the author becomes present in line 65, rhetorically asking the audience 

“whose house” it is, and concluding that it is now the ravens’. At this point, the imagined presence of a 

crowd, and thus of explicit communication of the narrator with the listener is reinforced by the audio of 

the song, in which “Whose house? Raven's house!” is chanted by what sounds like multiple people 

(including MC Lars and The Dead Milkmen), and by MC Lars’ interjection of “Everyone!” that invites 

all who sing with him to repeat the line together.  Secondly, the entire passage (lines 66-73) is 

metafictional, since it can be read as a ‘postscript’ to the song, including (a) a final message of thanks 

to the collaborating musicians and to Poe as an inspiration, (b) an educational message to the listener, 

whom MC Lars aims to convince that learning (in this case, learning literature) can be enjoyable, and 

(c) an act of saying goodbye to the listener (line 73, “Peace”). 
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3.2 Discussion of transfer 

On the level of transfer, the results of the above analysis of Mr Raven could be presented as a summary 

in the following way: 

 

Lyrics Analysis 

Mr. Raven (2012) – MC Lars, featuring the Dead Milkmen  
 

We got EAP in the house tonight, Edgar Allan Poe. 
America's favorite anti-transcendentalist. 

We're taking this back, way back, nineteenth century style. 
 
Chorus 
Who's that, who's that rapping 
Who's that rapping at my chamber door? 
Mister, Mister raven 
All up in my grill with the nevermore 

 
It’s MC Lars and the Dead Milkmen,  

I’m rapping with some legends of punk rock 
Yo Rodney Anonymous, let’s flow like Poe 

Here we go 
 
Once upon a midnight dreary 
While I kicked it weak and weary 
Dark and cold just like Lake Erie 
     Milkmen remix someone clear me 
 
While I nodded, nearly napping 
Suddenly, there came a tapping 
Up like, "What?", this thunder clapping 
Stomping with the devil or a Paris Chaplin 
 
I dropped my Lovecraft on the floor 
Like Arthur Gordon Pym on a distant shore 
Open the window, let the fire escape 
Man in the alley, black hat and cape 
 
Twenty-pound bird lands on my sill  
Cold feet, cold eyes, gives me a chill 
Grim face, grim stare, death carnivore 
Quothe that raven, "Nevermore" 
 
[Chorus] 
Corvus corax came to settle the score 
 
I miss Lenore, my Annabel Lee 
Taken by angels from me 
Alone with books, hey, that's me 

 
 
Meta-text about ST 
Meta-text about ST 
Meta-text about ST (and TT) 
 
 
Reference to ST  
Mixed quotation 
Reference to ST  
Reference to ST + summary 
 
(Meta-text about TT) 
(Meta-text about TT) 
Meta-text about ST (and TT) 
(Meta-text about TT) 
 
Direct quotation 
Mixed quotation 
Reference outside ST 
(Meta-text about TT) 
 
Direct quotation 
Direct quotation 
/ 
Reference outside ST 
 
Reference outside ST 
Reference outside ST 
Paraphrase 
Reference outside ST 
 
Paraphrase 
/ 
Reference to ST 
Mixed quotation 
 
 
Reference outside ST + summary 
 
Reference ST + reference outside ST 
Reference outside ST 
Paraphrase 
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Harbinger of death visiting me 
 
I said, "Can I help you, evil prophet? 
If you got a problem, look, I'll solve it." 
He checked my hook, DJ revolved it 
Perched on Pallas, chalice dropped it 
 
"Tell me, sir, please, if you can 
Am I a good or evil man? 
What can I say, what can I do 
When will I be rid of you?" 
 
"Nevermore," quothe he at me 
Hating on this poor MC 
Satanic raven, Nietzsche glee 
Screaming at me like Gordon Ramsay 
 
I jumped into my Eldorado 
And checked my Cask of *Amontillado* 
Call a nurse, disperse my thirst 
Put this process in reverse 
 
I wish I had some warning first 
MC Lars, ‘88 hearse 
Now I'll never ever be Sage Francis 
While on my grave this black bird dances 
 
The raven's eyes still have the seeming 
Of a demon that is dreaming 
(...) Lamp light over him still streaming 
Hear me screaming, hear me screaming! 
 
My soul still floats there on that floor and 
shall be lifted nevermore 
Afflicted calm scratched up my door 
              Canonized piece, US Folklore 
 
[Chorus] 
All up in my grill with the nevermore 
 
[Chorus] 
Corvus corax came to settle the score 
 
[Chorus] 
All up in my face with the nevermore 
 
[Chorus] 
Found dead in the streets of Baltimore 
 
Whose house? Raven's house! 
 

Summary 
 
Paraphrase 
Reference outside ST 
Reference outside ST 
Paraphrase 
 
/ 
/ 
/ 
Paraphrase 
 
Paraphrase 
/ 
Reference outside ST 
Reference outside ST 
 
Reference outside ST 
Ref. outside ST + indirect ref. to ST 
Paraphrase 
/ 
 
/ 
Reference outside ST 
Reference outside ST 
Summary 
 
Paraphrase 
Direct quotation 
Mixed quotation 
/ 
 
Paraphrase 
Direct quotation 
Summary  
Meta-text about ST 
 
 
Reference to ST + summary 
 
 
Reference outside ST + summary 
 
 
Reference to ST + summary 
 
 
Reference outside ST 
 
Summary 
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I wanna say, big ups to The Dead Milkmen,  
for keeping punk rock funny and fun, 

Thanks for being on my EP,  
much love to the Philadelphia homies 

I’m MC Lars, saying that school can be fun, 
And education is fresh, 

And Edgar Allan Poe is the man 
Peace 

 
Source: genius.com (my editing, layout, and corrections) 
 

(Meta-text about TT) 
(Meta-text about TT) 
(Meta-text about TT) 
(Meta-text about TT) 
(Meta-text about TT) 
(Meta-text about TT) 
(Meta-text about TT) 
(Meta-text about TT) 
 
 

 
Mr Raven 

Type of transfer Number of 
occurrences 

Direct quotation (ST) 5 

Mixed quotation (ST) 4 

Paraphrase (ST) 10 

Meta-text about the ST 5 

Summary (ST) 9 

Reference to the ST 7 

Reference outside the ST 18 

Lines with no transfer (/) 9 

Indirect reference to the ST 1 

 

Meta-text about the TT 14 (2 of which combined with meta-text about the ST) 

Total number of lines 73 

 

From the above results it can be seen that the most used type of transfer in Mr Raven is the reference 

outside the source text. Of the operations that are related to the source text, paraphrase and summary are 

the most frequent transfer choices. The lines that do not contain any detectable transfer, are a relatively 

small percentage of the total text, with 21 occurrences13 out of 73, or approximately 29 %. Among the 

less frequent types of transfer are references to the source text, direct and mixed quotations, and meta-

text about the source text. Although not considered as a type of transfer in this study, the instances of 

meta-text about the target text are the second most frequently observed phenomenon in the lyrics. Lastly, 

one type of transfer has been found that was not discussed in the methodology, namely the indirect 

reference to the source text. In this type, which was found on line 46 with the arguable reference of 

amontillado to the source text’s nepenthe, an element from the source text is embodied by a reference 

to an equivalent outside the source text. In contrast, the paraphrase, which also uses different words that 

are equivalent to those in the source text, does not do so by means of intertextual references. Lastly, 

 

                                                      

13 (9 lines without transfer + 12 lines with meta-text about the TT only) 

Legend:  

Light grey cells: transfer from the ST 

Dark grey cells: transfer from other text 

Uncoloured cells: no identified transfer 
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with 41 occurrences of transfer from the source text on a total of 73 lines, the source text can safely be 

seen as the most represented text in the corpus. 

3.3 Discussion of postmodern features 

On the level of postmodernism, it is perhaps more relevant to discuss the general character of the text 

than to count each postmodern element in the text. This is due to the fact that, in this analysed case, 

intertextuality is not necessarily limited to references to other texts than the source text. It can also be 

seen in the target text's dependence on the source text for it to be properly interpreted. Indeed, there is 

no fixed number or percentage of identifiable instances of postmodern writing that will help decide 

whether this text is postmodern or not. However, it can be useful to discuss in which aspects the text 

demonstrates postmodernism, aside from the main feature of intertextuality with the source text, and to 

observe which aspects may be more important than others. 

Intertextuality is by far the most identified postmodern feature, which, judging by the criteria specified 

for this case study, is due to the many references outside the source text that occurred in the lyrics. 

Moreover, when considering the definition of intertextuality in the Oxford English Dictionary, the entire 

text could be considered intertextual: 

“The need for one text to be read in the light of its allusions to and differences from the content or 

structure of other texts; the (allusive) relationship between esp. literary texts.” (“intertextuality”, 

n.d.) 

Based on this definition, it could be argued that the lyrics of Mr Raven need to be considered in their 

relationship to the source text indeed, and that, without the source text, they would make little sense. In 

this view, the song lyrics are intertextual as a whole, not only because of the many allusions or references 

they contain, but also because their originality stems from the way in which they are both similar to and 

different from the source text’s content and structure. 

The many references to popular culture that MC Lars includes in his lyrics could also be seen as what 

Vervaeck (2007, p.201-202) describes as the undermining (by means of intertextuality) of the often 

assumed hierarchy between ‘high’ and ‘low’ culture. By combining a literary classic such as The Raven 

with references to, for example, a mediatic figure from a cooking program (line 44), MC Lars effectively 

blurs the boundaries between ‘serious’ culture and ‘simpler’ forms of entertainment. 

The second most prominent postmodern feature that characterises the lyrics is the relatively strong 

presence of the narrator. MC Lars reveals his presence as both author and narrator in the introductory 

lines, the closing message, and by addressing the reader in the form of questions or metafictional 



 

 42 

remarks. This is reinforced by the fact that he himself plays the role of the protagonist, which becomes 

explicit when he mentions his own name in the course of the story. 

The metafictionality of the lyrics is mainly expressed in lines that deal with (a) the source text and its 

author (referring to the historical merit and poetic brilliance of the text as a literary work), and (b) the 

realisation of the target text in collaboration with The Dead Milkmen. A line could be drawn between 

this metafictional aspect and the presence of the narrator, since most of the metafictional information is 

given in the opening and closing passages, where MC Lars addresses the listener. 

Lastly, the fictionalisation of time, while not as present in the lyrics as the other three parameters, is 

reflected in a number of anachronistic references that have been identified, and in the opening lines, 

where Edgar Allan Poe is seemingly invited on stage for the performance of this song, which the listener 

is encouraged to experience as if it took place in the here and now. 

3.4 Discussion of links between transfer and postmodernism 

Based on the analysis of the corpus, some lines could be drawn between certain types of transfer, and 

certain postmodern features.  

First, the most represented form of postmodernism in this corpus is intertextuality, and it can be seen 

as a result of transfer from all kinds of texts, be they spoken or written, historical or fictional. Most 

important here is the intertextuality with the source text, since the target text is embedded in the narrative 

of the source text, which is represented by direct quotations, mixed quotations, paraphrases, references 

to the source text, meta-text about the source text and instances of summary, and one indirect source 

text reference. The second most important example of intertextuality through transfer may be found in 

the many references to other forms of culture, be they fictional or historical, such as titles or elements 

from other works (e.g. by Poe and H.P. Lovecraft). By mentioning or alluding to these names, MC Lars 

confers some of their emotional, social and historical significance upon his own text, which, in the words 

of Genette (1981), creates a “presence of one text within another” (Genette, quoted in Mackey, 1997, 

p.xviii). 

Secondly, a link can be seen between the reference outside the source text as a type of transfer and 

the fictionalisation of time. Many of the references in Mr Raven are anachronistic, which results in the 

treating of history as a “network of images” instead of adopting a chronological view (Vervaeck, 2007, 

p.8). 

Thirdly, the observed elements of meta-text about the source text often imply a presence of the 

narrator, and simultaneously reinforce the metafictional aspect of the lyrics. These two postmodern 
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aspects are also reinforced by meta-textual passages about the target text, but since these are not 

considered transfer in this study, they cannot be seen as a link between transfer and postmodernism. 
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Conclusion 

To what extent could MC Lars’ literary rap lyrics of Mr Raven be considered as a postmodern target 

text that is the result of intralingual transfer from its 19th-century source text, The Raven by Edgar Allan 

Poe? 

With the following answers formulated to the three sub questions of this research, a general answer can 

be given to the above main research question: 

Firstly, it can be concluded that MC Lars’ lyrics to Mr Raven are largely the result of intralingual transfer 

from mainly the source text and also other texts. The proportion of non-transfer-based text equals less 

than a third, and the combined forms of source-text-based transfer are present in more than half of the 

entire text. 

Secondly, the lyrics present postmodern characteristics on all four of the levels described by 

Vervaeck (2007), from which intertextuality is the most represented level in the corpus. The other forms, 

namely narration, metafiction, and the fictionalisation of time are also present: the first two are mainly 

situated in the introductory and closing passages of the lyrics, and the latter can be found in anachronistic 

references throughout the lyrics. These findings confirm the statements by Nica and MC Lars concerning 

the postmodern character of hip-hop lyrics, and show that MC Lars continues this postmodern tradition 

in his own work. 

Thirdly, from the analysis, several links can be observed between transfer and postmodern features, 

namely that (1) intertextuality can be seen as the result of transfer from the source text and from other 

texts, (2) anachronistic references outside the source text can be seen as a fictionalisation of time, and 

(3) the meta-textual passages about the source text constitute an element of metafiction, which is closely 

related to the element of narration, in which the narrator becomes present in the text. 

Since no similar research has yet been conducted on lyrics in the nerdcore hip-hop genre, these 

findings cannot be compared to the results of other work. Thus, standing on their own, they cannot be 

used to formulate general statements about the genre. However, the analysis can provide a starting point 

for future, more comprehensive or even quantitative research that aims to assess to what degree transfer-

based and/or postmodern writing strategies are used by nerdcore rappers in the production of their lyrics.  
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Similar studies could further elaborate on the work of MC Lars, but it could also be interesting to 

analyse the work of other nerdcore artists. Moreover, a more thorough approach of lyrics-analysis could 

be achieved by asking for the artist’s clarification about unclear or debatable passages, and by asking 

the artist’s general opinion about the analysis of his/her texts. In general, the lyrics of nerdcore hip-hop 

are a field that deserves to be researched on a linguistic level, about which there have been little to 

publications so far.  

Another research goal that could be pursued is to assess whether links between transfer and 

postmodernism can also be found in other forms of culture than nerdcore hip-hop, such as other music 

genres, poetry, literature, etc., not only on the level of intralingual transfer, but also those of interlingual, 

intersemiotic, and even intersystemic transfer. 
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Appendix 

1. The Raven – Edgar Allan Poe 

The following version of The Raven is taken from the collection The Works of the Late Edgar Allan 

Poe: Volume II. Poems and Miscellanies (1850). 

THE RAVEN. 
~~~~~~~~~~~~ 
ONCE upon a midnight dreary, while I pondered, weak and weary, 
Over many a quaint and curious volume of forgotten lore — 
While I nodded, nearly napping, suddenly there came a tapping, 
As of some one gently rapping, rapping at my chamber door. 
“ ’Tis some visiter,” I muttered, “tapping at my chamber door — 
Only this and nothing more.” 
 
Ah, distinctly I remember it was in the bleak December, 
And each separate dying ember wrought its ghost upon the floor. 
Eagerly I wished the morrow; — vainly I had sought to borrow 
From my books surcease of sorrow — sorrow for the lost Lenore — 
For the rare and radiant maiden whom the angels name Lenore — 
Nameless here for evermore. 
 
And the silken sad uncertain rustling of each purple curtain 
Thrilled me — filled me with fantastic terrors never felt before; 
So that now, to still the beating of my heart, I stood repeating 
“ ‘Tis some visiter entreating entrance at my chamber door — 
Some late visiter entreating entrance at my chamber door; 
This it is and nothing more.”  
 
Presently my soul grew stronger; hesitating then no longer, 
“Sir,” said I, “or Madam, truly your forgiveness I implore; 
But the fact is I was napping, and so gently you came rapping, 
And so faintly you came tapping, tapping at my chamber door, 
That I scarce was sure I heard you” — here I opened wide the door; —— 
Darkness there and nothing more.  
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Deep into that darkness peering, long I stood there wondering, fearing, 
Doubting, dreaming dreams no mortals ever dared to dream before; 
But the silence was unbroken, and the stillness gave no token, 
And the only word there spoken was the whispered word, “Lenore?” 
This I whispered, and an echo murmured back the word, “Lenore!” — 
Merely this and nothing more.  
 
Back into the chamber turning, all my soul within me burning, 
Soon again I heard a tapping something louder than before. 
“Surely,” said I, “surely that is something at my window lattice; 
Let me see, then, what thereat is and this mystery explore — 
Let my heart be still a moment and this mystery explore; — 
‘Tis the wind and nothing more.” 
 
Open here I flung the shutter, when, with many a flirt and flutter, 
In there stepped a stately Raven of the saintly days of yore. 
Not the least obeisance made he; not a minute stopped or stayed he; 
But, with mien of lord or lady, perched above my chamber door — 
Perched upon a bust of Pallas just above my chamber door — 
Perched, and sat, and nothing more. 
 
Then this ebony bird beguiling my sad fancy into smiling, 
By the grave and stern decorum of the countenance it wore, 
“Though thy crest be shorn and shaven, thou,” I said, “art sure no craven, 
Ghastly grim and ancient Raven wandering from the Nightly shore — 
Tell me what thy lordly name is on the Night’s Plutonian shore!” 
Quoth the Raven, “Nevermore.” 
 
Much I marvelled this ungainly fowl to hear discourse so plainly, 
Though its answer little meaning — little relevancy bore; 
For we cannot help agreeing that no living human being 
Ever yet was blessed with seeing bird above his chamber door — 
Bird or beast upon the sculptured bust above his chamber door, 
With such name as “Nevermore.” 
 
But the Raven, sitting lonely on the placid bust, spoke only 
That one word, as if his soul in that one word he did outpour. 
Nothing farther then he uttered; not a feather then he fluttered — 
Till I scarcely more than muttered “Other friends have flown before — 
On the morrow he will leave me, as my Hopes have flown before.” 
Then the bird said “Nevermore.” 
 
Startled at the stillness broken by reply so aptly spoken, 
“Doubtless,” said I, “what it utters is its only stock and store 
Caught from some unhappy master whom unmerciful Disaster 
Followed fast and followed faster till his songs one burden bore — 
Till the dirges of his Hope that melancholy burden bore 
Of ‘Never — nevermore.’ ”  
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But the Raven still beguiling all my sad soul into smiling, 
Straight I wheeled a cushioned seat in front of bird and bust and door; 
Then, upon the velvet sinking, I betook myself to linking [page 10:] 
Fancy unto fancy, thinking what this ominous bird of yore — 
What this grim, ungainly, ghastly, gaunt, and ominous bird of yore 
Meant in croaking “Nevermore.”  
 
This I sat engaged in guessing, but no syllable expressing 
To the fowl whose fiery eyes now burned into my bosom’s core; 
This and more I sat divining, with my head at ease reclining 
On the cushion’s velvet lining that the lamp-light gloated o’er, 
But whose velvet violet lining with the lamp-light gloating o’er 
She shall press, ah, nevermore! 
 
Then, methought, the air grew denser, perfumed from an unseen censer 
Swung by Seraphim whose foot-falls tinkled on the tufted floor. 
“Wretch,” I cried, “thy God hath lent thee — by these angels he hath sent thee 
Respite — respite and nepenthe from thy memories of Lenore; 
Quaff, oh quaff this kind nepenthe and forget this lost Lenore!” 
Quoth the Raven, “Nevermore.”  
 
“Prophet!” said I, “thing of evil! — prophet still, if bird or devil! — 
Whether Tempter sent, or whether tempest tossed thee here ashore, 
Desolate yet all undaunted, on this desert land enchanted — 
On this home by Horror haunted — tell me truly, I implore — 
Is there — is there balm in Gilead? — tell me — tell me, I implore!” 
Quoth the Raven, “Nevermore.” 
 
“Prophet!” said I, “thing of evil — prophet still, if bird or devil! 
By that Heaven that bends above us — by that God we both adore — 
Tell this soul with sorrow laden if, within the distant Aidenn, 
It shall clasp a sainted maiden whom the angels name Lenore — 
Clasp a rare and radiant maiden whom the angels name Lenore.” 
Quoth the Raven, “Nevermore.” 
 
“Be that word our sign of parting, bird or fiend!” I shrieked, upstarting — 
“Get thee back into the tempest and the Night’s Plutonian shore! 
Leave no black plume as a token of that lie thy soul hath spoken! 
Leave my loneliness unbroken! — quit the bust above my door! 
Take thy beak from out my heart, and take thy form from off my door!” 
Quoth the Raven, “Nevermore.” 
 
And the Raven, never flitting, still is sitting, still is sitting 
On the pallid bust of Pallas just above my chamber door; 
And his eyes have all the seeming of a demon’s that is dreaming, 
And the lamp-light o’er him streaming throws his shadow on the floor; 
And my soul from out that shadow that lies floating on the floor 
Shall be lifted — nevermore! 
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2. Quotation from Teaching "Ahab": An Interview with MC Lars 

(Jenkins, 2008) 

Jenkins: “How would you teach Moby-Dick to make it fun for students?” 

MC Lars: “Young people have been brought up in a postmodern cut-and-past (sic) culture, replete with 

pop culture references and media saturations. A steady beat and cadence draws listeners in, as they are 

used to hyper- stimulation. Hip-hop is a very, very effective way to pique students' interest, in any topic, 

since it is the platonic manifestation of postmodern culture. I am intrigued by the lineage between 

Chaucer and KRS-One, a tradition of verse that reflects our struggles and victories as human beings. 

As a lesson plan, I would encourage students to read Moby-Dick and find characters with which they 

identify. I would encourage students to keep an eye open for some of the less famous characters, such 

as Daggoo or Tashtego. I would then ask them to each write an 8 to 16 line verse that interprets their 

characters' experiences in the novel, and ask them to explore how these characters could be translated 

to a modern context.... either through their similarities to modern celebrities or how they reflect struggles 

of notably personalities in current events. For instance, Fedallah's stowaway experiences could shine 

light on immigration policies, while Pip could shine light on child labor laws or the class struggle. 

I would then have students get into groups of three to four people each, bringing their verses together 

and create a song. I'd ask them to find similar themes between themselves to find a "hook" for the chorus 

song. They could then think of a lyrical chorus that reflects these similarities between character, and 

perform the "rap" for the class. Some instrumental beats that could convey the cadences and rhythms of 

such a translation are as follow: 

Hip Hop by Dead Prez 

Shook Ones Part II by Mobb Deep 

MC's Act Like They Don't Know by KRS-One 

This would show students how the plights of the characters in Moby-Dick relate to current events, and 

through an updated presentation of the form, this exercise would also inspire them to find more 

similarities between works [of] 19th century literature and postmodern life in the 21st century.” 

 

 



 

  



 

  



 

  



 


