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This special issue dthe Journal of Pan African Sudies focuses on hip hop music
and culture on the African continent. This issupleres the ways in which Africans are
using hip hop for self expression, often usingiesic to give voice to important social
and political issues.

Emerging from the South Bronx in the 1970s, hip 'tamigins are rooted in
African storytelling and musical traditions and Ibwon African American social and
political resistance. In the 1980s hip hop madevay to Africa, where youth identified
with the stories being told by the Black youth dban America. Building upon hip hop’s
roots as a platform for social and political dissmy African hip hop has evolved the
genre to fit the contours of contemporary Africaisty. The musical exchange between
the Diaspora and the Continent is not new. The cnofsAfrica and the African Diaspora
have a long tradition of borrowing from each othklip hop is one of the latest
manifestations of that exchange.

Hip hop, as well as its controversial cousin, me@en hip hop, have had
significant influence in Africa. Mainstream Amencdip hop is a product of record
corporations that have produced artists and im#ggisare little more than apolitical,
stereotypes of what Black culture is supposed to(Rese, 2008; Charnas, 2011).
Mainstream American hip hop or pop music has spdwa music genres in Africa.
There also exists significant crossover betweenhloip and other urban youth music in
Africa, such as Kwaito in South Africa, Hiplife @hana, Genge in Kenya, and Bongo
Flava in Tanzania. However, a focus on hip hophte é¢xclusion of other genres of
African music allows for an enhanced investigatioio the ways in which African hip
hop artists are building upon the foundations aichip hop’s origins. Therefore, putting
the research in the context of broader linkagebk Witican American hip hop, assists in
revealing African hip hop artists own participationsocial and political discourses.
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The issue features a collection of scholars fromadety of disciplines and
backgrounds. The nine articles cover Southern Af(iouth Africa and Zimbabwe),
West Africa (Nigeria and Senegal), and East Af(i€éanya and Tanzania). An important
contribution to studies of African hip hop, the ody of the contributions in this issue
come from female scholars. This is significant lseahip hop studies is dominated by
male voices, and studies of hip hop in Africa am different. Moving beyond
expectations that female hip hop scholars musevanit gender, the scholars in this issue
address topics ranging from Mickie Koster's lookr@tolutionary hip hop in Kenya to
Lanisa Kitchiner’'s look at the caricaturizationg#ngsta rap in South Africa. In addition,
many of the authors represent both the African jibes and Africa, and several are
based in institutions in various countries. Thisedsity of perspectives has led to
contributions that contribute greatly to Africampliop studies.

Two papers examine hip hop communities in Soutldrita. Lanisa Kitchiner
examines what she terms “thug minstrelsy” in heklat the appropriation of gangsta rap
by the South African rap-rave group Die AntwoordtcKiner takes a critical look at the
distortion of both African American culture and gata rap by a group that emerged out
of Cape Town’s Coloured and poor White communiti€gchiner brings to the fore
contradictions in racial politics in post-Aparth&duth Africa.

Katja Kellerer looks at the confrontation betweep hop and Urban Grooves
(pop music) in Zimbabwe. Kellerer's research exasithe emergence of a pop music
genre, which, promoting materialism is completedyithreatening. Like Bongo Flava in
Tanzania (see Msia Clark this issue), the emergenddrban Grooves has served to
marginalize hip hop artists, who’s music has theepiial to exert real political influence.

Levels of political engagement in West African hipp vary. Stephanie
Shonekan’s article examines the influence of mezash American hip hop on Nigerian
hip hop. Shonekan argues that the embrace of ime@ns African American hip hop
culture in Nigeria is devoid of any in-depth undanslings of African American history
or culture. Like Caroline Mose’s (this issue) exaation of the importation of hip hop
culture in Nairobi, Kenya; Shonekan also examingfuénce of hip hop on youth
identities in Nigeria.

Both Marame Gueye and Damon Sajnani examine hipilndenegal. Marame
Gueye looks at one of the most political hip hopngs in Africa, analyzing the political
engagement of hip hop artists during the 2011 bopratests against President
Abdoulaye Wade. Gueye looks at the music that camef the movement and the role
of hip hop groups like Keur Gui who helped found ¥ian a Marre (Enough is Enough)
movement.
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Damon Sajnani’s article is a deconstruction oflthie between hip hop artists and
African griots. He conducts his research in Senagdlexamines popular notions that hip
hop artists either emerged from, or are the egentab, African griots. Using Senegal as
a case study, his work contrasts the role of gitSenegalese society with that of hip
hop artists in Senegalese society.

In East Africa four authors present papers on hip In both Kenya and
Tanzania. Mickie Mwanzia Koster’s paper is a lobkhe& remembrance of the Mau Mau
revolution in Kenya through the socially conscidig hop group Ukoo Flani Mau Mau.
Through interviews, surveys and archival researabst& looks at the conscious
connections being made between the Mau Mau strugigte youth protest by one of
Kenya’'s most vocal, and political hip hop groups.

Caroline Mose looks the global hip hop valueswég andcred among Nairobi
hip hop artists. Her research examines the valugvad) andcred in the urban space,
drawing comparisons between hip hop’s emergend&irobi and in the ghettos of New
York City. Mose places hip hop artists in Nairobthwn a global hip hop community, a
community with its own distinct identity and culaimarkers.

Msia Kibona Clark’s article examines discussiongrolvip hop authenticity and
commercialization in Tanzania. These discussiomsgiwhave been a part of US hip hop
studies for some time, are examined. In Tanzamahbp music is marginalized in favor
of its less political cousin, Bongo Flava (pop nelisAs in Kellerer’s (this issue) findings
in Zimbabwe, Clark investigates how hip hop artist§anzania struggle to define and
maintain hip hop authenticity in the face of preeso commercialize.

Shani Omari presents one of the first academiciestuaf hip hop on the islands
that make up Zanzibar. Omari’'s research looks atctuses behind the slow growth of
hip hop in Zanzibar, compared to mainland TanzaHgr. research presents the clashes
between hip hop and Islam on the islands, andtteenpts by Zanzibari youth to use hip
hop to both promote development on the islandst@ametigage global communities.

The articles that make up this issue present relsear hip hop in Africa from
multi-disciplinary perspectives. The articles colleely tie hip hop communities in
Africa to global hip hop communities. Most addrgssbal hip hop concepts and values,
such as swag, authenticity, and commercializat\dost of the articles also rest on hip
hop’s roots in social and political commentary,hip hop’s fifth element; knowledge.
This confirms Africa as a space in which “authehlip hop resides and can be tested or
observed. This approach also distinguishes hipihodffrica from hip hop hybrids and
urban pop genres.
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