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Abstract

In Harare, Zimbabwe’s capital and hub of culturetivaty, two youth movements —
Underground Hip Hop and Urban Grooves — are poagttags, or lay claim to be,
representing Hip hop. Yet, they espouse very difierdefinitions of Hip hop.
Although Urban Grooves is essentially an umbrediant for urban pop music that
blends Afro-diasporic genres, mainly dancehall, r&hd rap, with local elements, it
has been described as Zimbabwean Hip hop since Yooae Groovers have adopted
rapping, the fashion style, as well as the maistialand misogynistic outlook of
mainstream American rappers. In contrast, Undergiddip Hop artists perceive Hip
hop as a counterculture in which rap is valued pswerful voice to uplift, educate,
and speak out against oppression. It is importantiearly differentiate between
Underground Hip Hop and Urban Grooves, since thed&sground’ status of the Hip
hop movement, on one side, and the emergence @&nUarooves as a mainstream
genre in early 2000, on the other, are tied up sjtacific state policies that aim to
undermine protest music by promoting young arttstgecord pro-government or
apolitical music. This has resulted in a mainstresmaerground dichotomy that runs
along political and ideological lines.
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Introduction

Since its arrival in the 1988sHip hog culture, especially the element of rap,
has shaped youth culture in Harare, Zimbabwe’'stabpnd major hub of cultural
activity. Yet, in congruence with the multifacetadd often contradictory nature of
Hip hop, two different youth movements in Zimbablagve appropriated aspects of
this culture and they differ vastly in regards heit perception of its definition and
mission: Underground Hip hop and Urban Grooves. fbh@er perceives Hip hop as
a culture connected to a global Hip hop movemeatt ihdevoted to advocating Hip
hop’s original vision as the voice of the oppressedhereas the latter, which
dominates the contemporary urban youth music sceame,be best described as an
umbrella term for a style of popular music that bames the local with the global: the
rhythms and beats, generally digitally-producee, mken from international music,
predominantly dancehall, soul, rhythm &blues, aa, ryet, the young artists add a
local flavor by singing or rapping in Shona or Ndkh the two dominant national
languages of Zimbabwe.

Since some elements of Hip hop, rapping and faskigte, are defining
features of both movements, the dividing line betvéhem is blurred. Indeed, many
close-observers of the local music scene defineyiBrooves as Zimbabwean Hip
hop. The “veteran music journalist” (Eyre & Mapfun#901), Maxwell Sibanda, for
instance, describes Urban Grooves as, “[...] a mmgu of artists, especially
youngsters, who call their music Urban Groovesamttially it is Hip hop” (Sibanda,
personal interview, February 25, 2012). SimilarBere (2008) argues that
Zimbabwean Hip hop, through a process of localwatand popularization, has
developed into Urban Grooves.

However, it is important to clearly differentiatetiveen Underground Hip hop
and Urban Grooves, since the ‘underground’ statuseoHip hop movement, on one
side, and the emergence of Urban Grooves as a tmeins genre in early 2000, on
the other, are tied up with specific political degments in Zimbabwe. The
ZANU(PF) government, confronted with a fully-fleabpolitical and economic crisis
and the rise of a strong opposition movement attaine of the century, embarked
upon a large-scale propaganda project in an effoessert their hegemony. Urban
youth music, including rap, was targeted as one feejor to promulgate the state
ideology. This move has led to the conclusion tHgt hop in Zimbabwe has been
appropriated by the state. As Palmberg (2004) n6t¥bkat is special for Zimbabwe
is that Hip -hop and rap belong to the categorstate-sponsored music” (p. 31).
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Although it is undoubtedly true that rap music la&ted with Urban Grooves
has lent itself to boost the state’s narrative toleast acquiesces to it, this account
offers a one-sided and limited portrayal of Hip hop Zimbabwe. To equate
Zimbabwean Hip hop with Urban Grooves is not ordy tsimplistic because it
ignores the generic nature of Urban Grooves, d@ tdads to overlook that the rappers
amongst the Urban Groovers are not the only onesspit rhymes and lay claim to
representing Hip hop in Zimbabwe. There is a snhait,vibrant Hip hop community,
the Underground Hip Hop scene, that values rajtganplifting, inspiring and socio-
political message. Yet, this movement dwells in ginelerground and is less visible,
while rappers affiliated with Urban Grooves domédhe airwaves. Socially and
politically conscious Hip hop heads generally stdegto receive airplay in the
mainstream media across the gldbeln Zimbabwe, however, the
mainstream/underground split is connected to tbetfat the ZANU(PF) government
consciously promoted youngsters to record eithelitagal or pro-government music,
which eventually would become known as Urban Grepue order to connect with
youth and to stifle any form of protest music, udihg ‘conscious’ Hip hop.

In order to illustrate this argument, this artickyich is predominantly based
upon interviews and lyric excerptsraces the trajectory of both movements and
provides clear definitions. By doing so, | am goitgg illustrate Urban Grooves’
assimilation into the state apparatus and Hip hopisement into the ‘underground’,
thus elucidating, in KRS-One’s words, what it meansbe Undergrounfﬂ,in the
Zimbabwean context. Finally, since Urban Groovas,well as Underground Hip
Hop artists, have been attacked on the groundthiegt are mere copycats of their
U.S. counterparts, issues surrounding the cont@gicand complex field of the
global versus the local are addressed.

The Pioneers of Zimbabwean Hip Hop

When asked about the beginnings of Zimbabwean Hip, fturrent underground
emcees point to A Peace of Ebony (POE) and Shin§abeta aka Mau Mau. Both
have managed to break through the strangleholdniamtienal pop music possessed
over the airwaves in the 90s and, based upon trgmality and lyrical prowess,
have left a lasting mark on the development ofcallélip hop scene.

POE, which consisted of the rappers Metaphysics)yTGhihota aka the
Chief, and later Laygwan Sharkie, as well as soagstChiwoniso Maraire, released
their album, entitled “From the Native Tongue”,1892. Two of the album’s songs
hit the charts on Radio 3, now Power FM — the @tat@specially popular amongst
youth — thus turning POE into the first Zimbabwe#ip hop group frequently played
on radio (Metaphysics, personal interview, March 2612). As Aero5ol, a local
emcee and graffiti artist, states,
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It [the album] was in the charts on Radio 3, thdiswv you got to hear
anything. If you didn’t make the charts, you prolyawould not be heard.
And hearing a Zimbabwean Hip hop group on radio ladimpact on
Aero5ol:

| listened mainly to American and U.K. Hip hop onxrtapes and on the
radio. In regards to Zimbabwean Hip hop, POE deiniinfluenced me. It
was probably the first time that you felt, yeahmsone else is doing
something and it sounds dope (personal interviebriary 20, 2012).

The impact of the group is also neatly summarizedhe following statement by
another emcee, Upmost:

For me, Hip hop started in ‘92 with POE. POE waganfio then, | think this
is the first time | heard local Hip hop [...]. | remeer “From the Native
Tongue”, because it was like, “Yo, I'm African” arldat was cool. It touched
home. The image was something | could relate tas@meal interview,

February 18, 2012).

As indicated by the statements of the two emce@&f'$ status as pioneers of
Zimbabwean Hip hop is further based on the fact they infused African, or local,
elements into Hip hop music.

POE’s songs were marked, musically, by a fusioiligf hop beats with the
mbira, and lyrically, by a fusion of Shona and Esigl and sometimes even French.
Yet, the group situated their artistic work withthe aesthetic and ideological
framework of Hip hop culture. In fact, the nametbéir aloum, “From the Native
Tongue”, establishes a direct link to the New Ybdsed Native Tongues — a Hip hop
collective with close ties to Afrika Bambaataa'siténsal Zulu Nation that formed in
the late 1980s (Saucier, 2011). The collective’'slgeas to confront the sexual
exploitation and violence that had started to séfiHip hop culture with the
emergence of Los Angelemngstarap (Torreano) and they “were known for their
positive, good-natured Afrocentric lyrics” (Saugi2f11).

As implied by POE’s name itself, which, accordiogMetaphysics (2012), is
an acronym denoting “A Positive Existence Allowi@gltural Expressions of Ebony”
— the Zimbabwean group shares with the Native Teagwllective the emphasis on a
positive, Afrocentric message. This is further capd in Metaphysics’ response
regarding the major influences on POE’s music:

| guess it was the vibe coming out of the Nativendiees from the USA —
Arrested Development and the dashiki-wearing er&lipf hop. It was like,

wow, they're trying to look like we look, they angroud to represent
themselves as much as we could be proud to show that we appreciate
their efforts, so why don’t we just join the famiyd make it international?
That was the energy behind it (Metaphysics, pelsonarview, March 26,

2012).
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Yet, by adding a “From” to the “Native Tongue”, PQighlights that they are not
simply imitating the style of their American compats, instead they position
themselves as equal ‘family members’. Moreover, emyphasizing their place of
origin, Africa, they lay their own claims of repegging Hip hop. This is illustrated in
a couple of lines Metaphysics, who was known tre®Qailla, spits in the song “From
the Native Tongue”:

Quilla spelt with a Q, | am here to record a style

Hear the beats are going tribal tribal with a tridhe

Coming from the motherland and | know it's ethnic

It's my flavor coz that’s how | kept it [...]

Though | don't comb my hair coz my dreads musthaggy

| wear jeans and they hang coz they baggy. (qtBene, 2008, p. 92)

By stating that he wears baggy jeans, the rapmicates his affiliation to

U.S. Hip hop culture. However, he also differemsahimself by emphasizing his
different socio-cultural background in that he feofn the motherland”, a synonym
denoting Africa, where the beats follow a differemgthm, infusing his rhymes with a
different “style” and “flavor”. This lyric excerpillustrates that POE, while clearly
aligning themselves with a specific strand of U8 hop, simultaneously explore,
play with, and re-appropriate aspects of the celinto their own local experience
and imaginatiofi.

Shingirai Sabeta aka Mau Mau, whose debut sindldidni Mau Mau?”
(“Who is the Mau Mau?”) received generous airplétgraits’ release in 1997, counts
as another pioneer of Zimbabwean Hip hop. Accgdim Comrade Fatso, who
describes Mau Mau’s music as “conscious Shona tap,artist’s major contribution
to Zimbabwean Hip hop rests on the fact that herhade it acceptable to rap in
Shona (personal interview, March 8, 2012). Wheiike Mutsaurwa aka Godobori
reveres the artist for the depth of his lyrics: ]i$hself-aware, conscious and
revolutionary lyrics pointed to a new positive p&bh Hip hop to take” (Mutsaurwa,
2004, p. 13). Indeed, Mau Mau’s rhymes, as impbgdchoosing a name that is a
direct reference to Kenya's anti-colonial struggiee renowned for his politically-
explicit messages that are steeped in Black consoéss and Pan-Africanism. As
Upmost states, “the rebellion in him woke up adbtebellion in me. | think the pan-
African content in it. It made me think maybe | slibstand for who | am. For who
we are” (personal interview, February 18, 2012).
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However, it was not until 2002 that the artist vadde to compile and record
his first aloum, Mfecané, that epitomizes his artistic dexterity. Althougjine lyrics
of the album — which range from domestic violente, social inequalities of post-
apartheid South Africa, the wars that ravage theticent, to the corruption of
African leaders — do not directly deal with theisggolitical situation in Zimbabwe,
the harsh condemnation of African leaders in gdndrsinuates a critique of
President Mugabe and his greed for power. In arlude, entitled “We are in a state
of war”, the Emcee proclaims:

We kicked the White man out, and the Black men tpoler but what's
really changed? Has anything really changed? Ngtharg, if anything things
have gotten worse not better. Why? Because oukBésders do have not the
capability, they do not have the courage, they dbhave the vision to lead
Africa into a new, better millennium, because oladR leaders have become
whores to the same love of money that the Whitetenassed to justify
enslaving us, putting us in chains, putting ustenlantation and so now the
very same Black leaders have become our new sl

Zimbabwe’s president can easily be included in thi®lesale attack against Black
leaders, especially with regards to the countrghktipal developments over the past
decade. This excerpt resonates with a line Munegss in his song “Live from
Zimbabwe”, released on the albu@hetto Projects: From Day Onia 2006, “the
secondChimureng® did not really liberate us.”

Hence, Underground Hip hoppers identify artistpemeers of their scene,
who utilize rap to voice ideological standpointsiaocio-political concerns. While
both, POE and Mau Mau, are ‘keepin it feameaning in this context that they
uphold Hip hop culture — they also succeed, mdimigugh language use and lyrical
content, to localize their music.

The Localization of Pop Music: The Trajectory of Uban Grooves

The release of the compilation CD “Urban Groovesl.Moby Delani
Makhalima’s Galaxy Records in 2002 marks the dffidiirth of Urban Grooves
(Bere, 2008). Indeed, the producer is widely ceztlivith coining the name, as well
as the sound of this style of music, which is mdrkg an attempt to localize different
mainstream Western pop music genres, includingb@dding local instruments to
a digitally-produced beat and by singing or rapgm&hona or Ndebele. Indeed, the
major aim of the artists who assembled at Delasitglio was to develop “a new
thing”. As EX-Q, one of the pioneering Urban Gromyestates:
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When we started Urban Grooves we started to us@uiems. We kind of take
the word urban to separate ourselves fromsilmeguraguys so that people
would say this is a new thing, this is a new gemrsomething like that. Urban

Grooves is an umbrella term for the new urban sofpsisonal interview,
March 13, 2012).

David Chifunyise’s hit song,Tauya Nayé (“We have come with her”), which was
released on “The Future” — a compilation album poatl by Delani in 2000 that
counts as the direct precursor of “Urban GroovesIN@Bere, 2008) — is emblematic
for the genre: the song, which is actually a rapglition of a popular Shona wedding
song, features the marimba, which accentuatesrla &batrast to the (modern) beats
that built the backdrop of the song (Veit-Wild, 200

However, the trajectory of the movement can bectiduack to the late 1980s.
Starting around that time, a number of young masi, including Prince Tendai and
Fortune Muparutsa, increasingly tampered with defjra distinct Zimbabwean urban
pop sound by introducing digital-recording techgyl@nd by fusing different genres,
such as soul, jazz, dancehall, r&b, and rap. GCirmyrently one of the most

successful Urban Groovers, for instance, summatieesrigins of Urban Grooves as
follows:

There were a couple of artists, years ago, likinénlate 80s and the 90s, like
Fortune Muparutsa and Prince Tendai, who are batth now, they used to
sing an urban pop sound which was not very commene,hbecause most
people did thesungura the jazz, and what have you. So those are theepis
of Urban Grooves (personal interview, February2fR,2).

Both artists, Fortune Muparutsa and Prince Tendeilicated their careers to
developing a distinct Zimbabwean urban pop soundhiléVintroducing ‘classic’
features of dancehall and rap, such as toastimping and break-beats, Fortune

Muparutsa simultaneously tried to add a uniquellfesl to his music, especially by
singing in Shona (Bere, 2008).

Similarly Prince Tendai blended American pop wibledl elements. In order
to mark the distinctive sound of his music, he egame up with a new term for it,
‘Barbed-Wire’, which is regarded as Urban Groovpgdecessor: “[t]his genre of
music called ‘Barbed Wire’ is exclusive to Princenfiai and it is greatly believed

that it is Prince Tendai’s music which gave bihwthat is known as Urban Grooves
music today” (Zindi, 2010).
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Prince Tendai has also shaped the culture, espeamaterms of lifestyle,
surrounding Urban Grooves. Thomas Deve, Chairpersbnthe Adjudication
Committee of the Zimbabwe Music Awards (ZIMA), refeto the early Urban
Groovers — David Chifuniyse and Plaxedes Wenyikaragst others — as the “Prince
Tendai Generation™

Prince Tendai used to drive this big American caf pnd — like the Rusike
Brothers, they were the ones who were shaping thles after the Jackson
family —they would speak in English, a certain tyjfeenglish. They are from
former Group A schools and Urban Groovers at ame tr the other attracted
kids from former Group A schools, you know, so yman actually see the
trajectory. This is the background where they ammiag from. So there is a
trajectory, you can say, “this is the group.” Thant of that group a certain
consolidation happened, in terms of similar artist®o came on board, the
Chifunyise’s and so-forth, they are the ones whadlygoushed it. But it has a
trajectory in terms of lifestyle and their undergting of local politics (Deve,
personal interview, February 10, 2012).

Thus, the majority of youngsters who would ultinhatefine Urban Grooves can be
linked to Prince Tendai on the basis of educatio @ass. This is further bolstered
by Bere’s (2008) observation that the artists whe faatured on “The Future” all
share a similar background:

[a]ll artists on “The Future” project were youngopée still in school, college
or university. Almost all of them came from middlass suburbs, and went to
former whites-only schools. There is, thus, an eleinof class in early urban

grooves (p. 113).

The musician’s penchant for the flashy Americaediyle, as indicated by his
choice of car, as well as speaking a “certain typEnglish,” are also distinguishing
features of so-callethasaladsor masalala(“those who eat salad”) — a term denoting
a sub-group of urban youth culture many Urban Geosyvbased upon their social
class, manner of speaking, and fashion style, aré gf. According to Veit-Wild
(2009), masalalaare “[B]lack Zimbabwean youth from mostly well-t@-damilies,
who imitate American Hip hop culture in dress, rousiste, language and style of
living [...]" (p. 687). Yet,masalalaespouse the materialistic and consumerist outlook
of mainstream American rap culture, as portrayedsibogh artists as Jay-Z, Kanye
West and 50 Cent. In one of the songs releasedi®malbum, “Team Hombe”,
Stunner, a famous Urban Groover who has been cdiledabwe’s “King of Bling”
(Yikiniko, 2011), likens himself to American mainsam rapper Jay-Z, while
comparing his compatriot EX-Q to LL Cool J: “Ex-(@) sei One rappewandichiri
kubigger Dai tiri kuAmericauri Cool J ndiri Jigga’® (qtd. in Bwititi, 2012).
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Indeed, EX-Q became famous with a song celebratigalala culture, entitled
“Ndiri Musalala’ (I am Musalala”), in which he proudly proclaintbat these youth
reject the food, the music, and lifestyle assodiatgéth ‘traditional’ Zimbabwean
culture and instead like to eat hamburgers, listerap, love to club and hang out in
suburban mall&

Finally, Prince Tendai and Fortune Muparutsa wenstrumental in
conceptualizing Urban Grooves by establishing r@iogr studios in the early 1990s.
Zimbabwe’s established record companies, Grammaomgc Zimbabwe Music
Company (ZMC) and Records and Tape Promotions (R¥&)p, and still are,
unwilling to sign and promote artists who stray gweom Zimbabwe’s popular
music genres — such asngura museveand gospel — and experiment with creating a
new urban pop sound by using digital technology€&y Mapfumo, 2001). Thus, the
emergence of new studios, such as Muparutsa’s WhafelFortune and Prince
Tendai's High Density Records, provided a rare spfar young artists — who
adopted, adapted or fused genres such as soukltdhae&b and rap — to record their
music in the 1990s. As Deve states,

If you look at the trajectory of Zimbabwean musgicterms of the recording
contracts, you either played what they called puaditional Shona music,
which is sungura and there were particular recording companiesichwh
promoted and produced that [...]. Then you go to séwdios, [...], this is

where the Urban Groovers largely were entertaine®ince Tendai and the
likes (personal interview, February 10, 2012).

Fortune Muparutsa, for instance, aided in kicktstgrthe careers of a number of
well-known Urban Groovers, including Alexio Kawasmd Maskiri (Bere, 2008),
while Mau Mau was one of the young artists who rded their music at Prince
Tendai’s studio — his first single was producedHigh Density Records (Mutsaurwa,
2004).

The collaboration between the emcee and the gaatfaih Urban Grooves
indicates that there was no clear-cut separatibmemn rappers, who subscribe to Hip
hop culture and are politically conscious, and oty@ung musicians, who merely
perceive rap as a pop music genre, used to emaetier than educate. Indeed, all
artists that turned to digital-music production amere influenced by the globally
popular youth music genres of the time, regardidstheir ideological standpoints,
were confronted with the same reluctance of theiecnslustry to produce, record,
distribute, and air their music. As Biko Mutsaurstates,
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For everybody, not only for the Hip hop soldiersi avarriors, people that are
part of the culture and are aware of being paiit,dfut even for a rapper in
general, or somebody that sang r&b, or somebodywitas doing reggae or
ragga, for those people to get airplay was diffial the 90s in general
because they would be perceived as producing arfggroducts to the

American or Caribbean forms. [...] That's why mostdbmusic was [...] on

the low (personal interview, February 9, 2012).

Yet, at the turn of the millennium, the music tleaentually would become
known as Urban Grooves embarked upon a triumphamjuest of the airwaves and
established itself as a mainstream genre, whilsgons Hip hop music appeared to
have vanished. As FlowChyld, an emcee and pogiests out:

Hip hop in general started in the 90s, with grolikes POE, with Mau Mau. It
was kind of cool cause these guys were kind of steeam, but they were
saying something. But then somehow in the latei®@&nt down and there
wasn't really any Hip hop going on in this countfgersonal interview,
February 16, 2012).

What did happen was that the ZANU(PF) governmentfronted with a fully-
fledged economic and political crisis and the ofa strong opposition movement in
2000, tightened state control over the airwaves amiarked upon a large-scale
propaganda project, which also targeted urban youtsic, including rap, in order to
re-establish their hegemony.

“The Future” Arrives: Urban Grooves Enters the Main stream

In 2001, the government enacted the Broadcast &=nAct (BSA) — one
statute amongst many that were promulgated to eigtstate control over media
outlets since 2000 — which mandated a 75 per cecdl Icontent requirement
(Hondura, n.d.). Officially hailed as “a drive try tand protect Zimbabwean culture
from Western influence,” this quota, which was tiainchild of then-Minister of
Information, Jonathan Moyo, specifically targeteiMer FM — the teen station which
used to dedicate the vast bulk of its airtime tadBIDiaspora music — by forcing it to
change its programming and turn into a platformyfaung, local artists (Zindi, 2010).
This development, coupled with the introductionstdite-sponsored music galas to
which ‘government-friendly’ artists were invited tperform, kick-started the
ascendancy of Urban Grooves. Pauline, former framan of the Urban Grooves’
band M'Afrique, summarizes the tremendous impaetdtate’s policies had on the
development of the movement:
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When Moyo came through on the scene it was a slahd face of a lot of
people who said Urban Grooves would never makehi. local content quota
was a big boost because people gave us an audidecead the ears and eyes
of the people. At last we didn’'t have to hustle raoye. This time was just
amazing. This was a time when the national gala® w&rting, good money,
good platform (Pauline, personal interview, Maréh 2012).

Similarly Tererai, another female Urban Grooveajes,

largely we were so big back then [in the early Z)OBecause there is a
Minister, Jonathan Moyo, who implemented the ideat tour radio should

play a 100 per cent local content, so it kind aténl people to hear us and |
guess it shocked them into realizing, “wow, thesgsgare actually onto

something” (Tererai Muguadi, personal interviewbpRuary 18, 2012).

Thus, on one hand, the content quota finally offeyeung artists’ with a
platform to air their music and present it to theger public. However, on the other
hand, the local content quota effectually tightegedernment control in the realm of
urban youth music since it meant that only musgho openly endorsed the state’s
ideology, or at least acquiesced to it by beingliapal, benefitted from its’
sponsorship . Artists, who aim to spread a critisakio-political message through
their music — including Hip hop heads who utilize tculture to speak out against
oppression — did not benefit from the state’s newtbinterest in furthering local
music production. On the contrary, their music wasned (cf. Eyre & Mapfumo,
2001; Palmberg, 2004; Sibanda, 2004). Since thebaiwean Broadcasting
Corporation (ZBC), which largely enjoys a monopolser the airwave$' is nothing
more than a mouthpiece of ZANU(PF), it is a cakdéwfat the party to shape content
in accordance with their interest (Eyre & Mapfura®p1).

In fact Galaxy Record’s top artists — the labelsam crop in Pauline’s words
— who featured on “Urban Grooves Vol.1" were alswoived in government-
sponsored projects (Bere, 2008). Plaxedes Wenyikainstance, was part of the
Ruvhuvhuto Sisters, who sung the tracks on Moy@832album “Come to Victoria
Falls Down in Zimbabwe” (Sibanda, 2004). Roy andg/é®declined an invitation by
the Media Institute for Southern African (MISA) ptay at the Press Freedom Day on
May 3, 2003, out of fear of losing government-sgpoad opportunities (Palmberg,
2004). EX-Q, who was signed to Galaxy Records basg wot featured on “Urban
Grooves Vol.1”, suggests a close link between UiBaooves and the government by
stating:
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We did a theme song for Science and Technologgporething like that, for
the Ministry, they were launching this project,ledl“Southern Technology,”
or something like that. So we had to do a themeg don the project and
Delani made us do videos and stuff and we wentyexeere the government
wanted us to perform (personal interview, March2®12).

While not all Urban Groovers have directly lentitheoice to support government
projects, they have acquiesced to it by singingiahlave, or other frivolous subjects,
in order to ensure airplay on radio — the mainaedbke music is commonly described
as “bubble-gum??

Moyo’s dismissal at the end of 2004 had an impacthe fledgling Urban
Grooves scene — not only was the local contentagoeerturned, but some Urban
Grooves songs, officially because of their misogiai content, but unofficially
because of the movement’'s close link to Moyo, weaaned from the airwaves
(Nyamhangambiri). Notwithstanding, Urban Groovesigso have remained on the
playlists of radio DJ's, especially on Power FM. vBepoignantly captures the
salience of the station as a platform for UrbanadSes in his remark: “[i]f Power FM
would be shut today, Urban Grooves would die irs tbountry” (Deve, personal
interview, February 10, 2012).

Moreover, with or without Moyo, music that is a#l of ZANU(PF)
continues to be banned from the airwaves (Siba2@@8). Thus, Urban Groovers, in
contrast to Underground emcees, stick to the gendeato refrain from any political
topics in order to receive airplay. As Pauline sotgth regards to the current music
of her colleagues: “I find a lot of cheap lyricsig on. People don’t put much depth
anymore. It is just about: Is it groovy? Can | mawet? Will it play on radio? How
much money do | get?” (personal interview, Mar@) 2012). While some Urban
Groovers, such as EX-Q, claim that they are narédted in being political, others
feel pressured into refraining from singing aboertain topics in order to stay afloat
in the music business. As one Urban Groover, whaedasot to be identified,
confided in an interview:

[p]olitics is making it hard for us. [...]. As an ttsometimes | want to sing
and just say, every time | look out of my windovede poorly maintained
roads and | see kids playing in dirty water theg going to get sick, or
someone’s going to have an accident in that potHoleant to say stuff like
that but the minute you want to sing it, it's likey are you saying we do a bad
job, so who do you think should do the job insteado do you support? We
must have a level of freedom of expression thatb®es stripped of us and
it's political. We do get limited in our self-ex@m®on to a great extend.
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This quote indicates that young artists are vergrawof what they can, or cannot,
sing about, in order to reach the airwaves. YetJiban Groovers do choose to
introduce political statements into their lyrichey come out in support of
ZANU(PF).

Within a renewed frenzy of releasing propagandagsan preparation for
possible elections in 2010 (Sibanda, 2010), Sardikihdlima, Delani’'s brother,
stepped up as music producer, releasing the fiositaof the Urban Grooves outfit
Born Free Crew, entitled “Get Connected”. The youmgsicians of the “Born Free
Crew” situate themselves squarely within the ZANEYB hegemonic narrative by
unabashedly celebrating Mugabe’s presidency om tingt album. It is worth quoting
a 2010Herald article by Tera Richmore about the release ofatmeim at length,
since, in addition to providing a concise summdrthe lyrics, it provides insight into
the extent to which the state’s ideology is prorddig the young musicians as well as
the state-sponsored press:

The album opens with the track Network, about teednfor people to stay
connected with their country as well as the leddprswith President Mugabe
at the helm. “[...]VaMugabe ndevedu/ Hatimbofa takavaSi¢#&/e will never
abandon President Mugabe), are part of the lyfibs.track Diaspora is based
on a speech made by the President in which he alleisg about how some
Zimbabweans turned their back on their motherlandettle in foreign lands.
Zviri Sei S€? is about the enormous sacrifices and contributi@t were
made by our heroes in liberating the country. Jrihie so-called “born frees”
are actually acknowledging the role that these |gepfayed for them to be
where they are todayNYyika haina kuuya nepen nepaper, iropa remagamba/
usafunge kuti ndiri kunyepdthe country was not won through pen and paper,
but came with the sacrifice of the heroes).TBhay’zandla(Rovai Maok,

His Excellency is celebrated and extolled.

The current Minister of Information, Webster Sharfunctioned as the executive
producer of the group’s second albuhaka Yed©ur Heritage,” released in 2011.
The president actually features on the sofi@gita se?” (Richmore, 2011). Both of
the two Born Free Crew’s albums were embraced bysthte-controlled Zimbabwe
Broadcasting Corporation (ZBC) and have receivedsina airplay on radio and TV
(Richore, 2010; Richmore, 2011).
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“Its Bigger Than Hip hop” ** Defiant Voices From the Underground

While Urban Grooves moved center stage and conqueogver FM, a small
group of emcees who espouse a very different diefimiand vision of Hip hop
assembled. In contrast to rappers that are a#diavith Urban Grooves, who are
preoccupied in their lyrics with theswagga,money and fame — as exemplified by
Stunner’s hit songodo(“Jealousy”) in which he boasts about his taleatcess and
wealth: “Tambirai kurethis is big boy busines3azoita Cashwangu haina kana
weakness” — these emcees rap about the social ills, inégsaland the repressive
political climate that has befallen Zimbabwe. Ybt refusing to give up their
understanding of Hip hop as a culture to uplifspime, and challenge the status quo,
they simultaneously abandoned their chance to leinefn state sponsorship and
receive airtime on the government-controlled mexditiets. As Upmost describes the
movement’s status:

[ijt's a very quiet scene, unless you're involvedit, meaning it is not in the
mainstream. You don’t turn on the TV and see Hip hod you don'’t turn on
the radio and hear Hip hop. You have to know wherdind it (personal
interview, February 18, 2012).

In Harare’s Underground circles, Hip hop is defireda culture, a way of life
that encompasses a universal set of values andnisected to a global Hip hop
community, which Alim (2009) defines as a “multgimal, multi-ethnic “nation” with
an international reach, a fluid capacity to crossdbrs, and a reluctance to adhere to
the geopolitical givens of the present” (3). FoniRy for instance, “Hip hop is Hip
hop, a global movement, more than just rap, itsildure. Hip hop for me is a voice;
it's a way for me and countless others to expreemselves.” (personal interview,
March 19, 2012). As implied by his statement, iapnly one element of Hip hop
culture — which according to the Temple of Hip hognsists of nine elements:
rapping, deejaying, graffiti art, break dancingowtedge, language, hustling, and
fashiort>~ and it is a voice, a powerful tool, that allowgisis to express their
viewpoints and to comment on their socio-politisakroundings. Like ‘conscious’
rappers around the world, these emcees specificstiigss the importance of
‘knowledge of self’, which Haupt (2008) describes “the belief that you need to
engage in a serious amount of critical introspechiefore you can make a meaningful
contribution to your political and social context an Hip hop artist, intellectual, or
activist” (p. 144).

According to Asante , “[a]lthough West African its iderivation, Hip hop
emerged in the Bronx in the mid-seventies as a fofraesthetic and sociopolitical
rebellion against the flames of systemic oppressi(® — and Zimbabwe'’s
Underground rappers are devoted to Hip hop’s oaiginsion as the voice of the
marginalized and oppressed.
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As Outspoken raps: “I'm spittin’ cause oppressi®m ibitter cup we’re sippin™ (qtd.
in Mcllvaine, 2011). For Biko, Hip hop is an acromystanding for “Her Infinite
Power Helping Oppressed People” and is in its &ssen revolutionary tool to
undermine the status quo. The emcee’s vision offtdipis reflected in his lyrics:

| don’t battle emcees, | battle with the government

kidnap the MPs and burn down the parliament

My punch lines will overthrow the president

I’'m a bulldozer going through impediments

(Biko Mutsaurwa aka Godobori, personal intervieebruary 9, 2012).

Yet, while not all rappers are equally radical gowditically explicit — a factor that
has led Upmost to conclude that the Zimbabwean kgndend scene encompasses
two types of revolutionaries: those who embrace cdlah X's “by any means
necessary” attitude and others, like himself, wierather inspired by Martin Luther
King's spiritual approach — all of the rappers teitviewed stress the importance to
raise awareness by addressing social ills and aliigs and to generate positive
change through their music. This is captured inMabyld’s explanation regarding
the difference between Hip hop and Urban Grooves:

Urban Grooves is Zimbabwean entertainers sortyofgrto mimic the popular
urban music from the West and bringing it to Zimab It's more about
entertainment, making people dance, having funt ebbubblegum music,
really, whereas Hip hop is the very few peopleha tinderground who are
trying to push something that is more edgy. Tha#ging something that is
relevant. It's less about entertaining than it oat educating, teaching,
getting people to think, addressing social issueb suff like that (personal
interview, February 16, 2012).

The strong emphasis on a conscious, socio-politicessage in the
Underground scene is linked to the fact that itwgaut of the “House of Hunger
Poetry Slams”. Named after the first novella of Babwe’s rebel writer, Dambudzo
Marechera, the spoken word event was initiated®2oy the Hip hop activist, Biko,
the cultural activist, Comrade Fatso, and the poet painter, Victor Mavedzenge at
Harare’s Book Café — one of the few places in thentry where a level of freedom
of speech is maintained. The location, as welhasfounders, fostered the growth of
a group of young poets whose lyrics were radicalitipally engaging and socially
aware. After the poetry slams were running sucadigdior a about a year, Biko and
others who are dedicated to Hip hop as a revolatipmool, started to host another
slam, the Toyitoyi Slams,” which specifically focused on promoting scious Hip
hop. At the Toyitoyi Slams,” like at the “House of Hunger Poetry Slamtie
importance of using art to inspire, protest, andcate was highlighted. As Biko
remarks,
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Within the slam, we were clear about what we defiae Hip hop. If it was
not socially-aware, if it wabling, we would discourage it. By doing so, we
felt we were nurturing a deeper aspect of rap muwsewere reclaiming rap
music to Hip hop culture (personal interview, Felmy9, 2012).

Biko, in fact, is a founding member of tA®yitoyi Artz Kollektive (TTAK),
which is part of the Uhuru Network — an anarchigjamization dedicated to the
global struggle against all forms of capitalist m@gsion — the emcee established with
other activists in 2004 (personal interview, Febyud, 2012). A group of emcees
started to assemble around the TTAK, including Ghetto Projects, a collective that
has its roots in Chitungwiza and whose membersligp includes C-tha-Real, Hot
Fudge aka Righteous, The Shadow Master, Munetsi, Mark Blaze, as well as
Dialektric Blue that consists of the two Hararedzthemcees, Outspoken and Upmost
(“Ghetto Projects”). In line with the political uatpinnings of Uhuru Network, the
young rappers affiliated with TTAK increasingly defd Hip hop as protest music
with the key intention to challenge the status cp®Biko states,

Within the [TTAK], we were beginning to understaftip hop as a tool

against oppression that might have manifested itséhe Bronx, but the spirit

of resisting through culture, and even some ofefleenents, most of them we
could trace back to our own African heritage (peedanterview, February 9,

2012).

The influence of the rappers that have been a#iiavith TTAK since its early
inception, on other artists is reflected in Synilsg&atement regarding his first
encounters with the scene:

A lot of the stuff that was going on was going on Book Café and
Mannenberg. | remember the thing that Biko hostetthat time [theToyitoyi
slams], | remember, well, | thought | can spiti aool, but after seeing Biko
and Dialektric Blue kicking some mad rhymes, afteat | had to go back to
the lab, | had to re-evaluate myself. The dudekyrehallenged mé®

The TTAK, by producing community radio mixtapes amdanizing events, such as
the Republic of Pungwe Festival in July 2011 and #&frikan Hip hop Caravan
(AHC) that lasted from February to April 2013, offemuch-needed alternative
platforms to Zimbabwe’s conscious Hip hop artidts.addition, the TTAK — in
congruence with their perception of Hip hop as aternational countercultural
movement — interlinks the struggle of the local Brgiound scene with the ones
faced by ‘conscious’ Hip hop activists from acrédsca and abroad.
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The AHC, for instance, is a collaborative projettnomerous grassroots Hip hop
collectives, including Soundz of the South (SOS)nfrCape Town and Wasani
Mtaani/Artists in the Hood from Nairobi. The keymaiof the AHC, which is an
annual event, is to strengthen the Undergroundhdip movement on the continent,
as well as to establish links with like-minded stetiand activists from all corners of
the globe'’

In 2007, Comrade Fatso, together with Outspoken @pihost, established
Magamba Network — a spoken word and Hip hop orgsioia, whose mission is, “to
use arts and culture for social justice and demytrgComrade Fatso, personal
interview, March 8, 2012). By organizing monthlypthop events — Mashoko and
Peace in the Hood — the organization also offgptatiorm for emcees who due to
their lyrical content are barred from reaching divevaves. Hence, the network, albeit
less radical than the TTAK, further strengthens timkage between Harare’s
Underground Hip hop scene, socio-political awarsrasl cultural resistance.

Conclusion

The “Hip hop Wars,” the clash between undergroumdl mainstream Hip hop
that defines the U.S. scene, seem to be manife&tibabwe as well (cf. Rose “Hip
hop Wars”). As | have argued, the Underground esiceeological perception of
Hip hop differs vastly from the one adopted by mexspconnected to Urban Grooves.
Albeit artists from both movements have succeedethckling the challenges of
localization, the rappers amongst the Urban Graoweake references to Jay-Z and
LL Cool J and have adopted the misogynistic andenmaistic outlook of American
mainstream rap, while Underground emcees turn toafled ‘conscious’ rappers,
such as KRS-One and the Native Tongues Collectiseg source of inspiration and
define Hip hop as a counterculture that emphaskesvledge of self’ and speaks
out against oppression.

Moreover, although the experience of Zimbabwe'ddéiground emcees —
mainly with regards to being barred from reachihg airwaves — is similar to the
struggles Hip hop heads are facing in other regadrtee world, the meanings of the
notions ‘mainstream’ and ‘underground’ in Zimbabee imbued with a different
association, especially to the U.S. For one, thenttg’s music industry functions
differently. The continued resistance of the coyiatestablished record companies to
produce anything busungura gospel, andmuseve combined with the overall
absence of major record labels, means that thenvaistrity of young artists are faced
with the challenge of recording, distributing, amgromoting their music
independently. As Munetsi states in a personahiige, “in my perspective, almost
everyone is Underground, because there is no Hjprharket to speak of in this
place.”
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Secondly, by stepping up as a promoter in the maoe at the beginning of
the new millennium, by controlling the airwaves dndsponsoring some musicians,
the state has incited a mainstream/undergroundottioly along political and
ideological lines. Mainstream, in the Zimbabweanteat, can thus be equated with
receiving government support as well as plenty idinae in the state-controlled
media. Indeed, as | have shown, the emergence lmdnJGrooves as a mainstream
genre is intrinsically linked to the state’s intifiesl propaganda efforts in order to
defend against the threat of the rise of a strgmgosition party and the economic
crisis posed to their ruling hegemony at the turthe century. The young artists that
are connected to Urban Grooves have either besfiitom state sponsorship |,
regurgitated ZANU(PF)'s propaganda, or have re&difrom any socially-relevant or
politically-explicit topics in their lyrics. Undergund Emcees in contrast, although
some of them have managed to get one or two of tiogipolitical songs played on
the radio, are largely shut out from the mainstrdanrefusing to reproduce state
propaganda or being apolitical. On the contrargythre upholding the original vision
of Hip hop as the voice of the oppressed. Thiseclisk between Hip hop and
political activism is strengthened by the two otligations — Uhuru Network and
Magamba — that form the backbone of the scene.
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Endnotes

! According to Metaphysics, break-dancing was thet flement that caught
the attention of youth and kick-started the dewelept of a local rap scene in the
1980s (personal interview)

2 The term “Hip hop” is spelled in many different yga | have decided to
adopt the Temple of Hip hop’s spelling to emphasied | am referring to the culture,
with all its elements, and not merely to the geoferap (cf. www.templeofhip
hop.com).

® In American Hip hop Studies, the commodificatioh Hip hop culture,
which contributed to a mainstream/underground dimmy, has been widely
discussed (cf. Rose, 2008). Haupt (2008) outlihas ‘tonscious’ Hip hop artists in
South Africa and the U.S. experience similar diffies to reach the airwaves in their
country’s respective corporate controlled musicustdes. Yet, while in these two
contexts major record labels function as gatekepar Zimbabwe, the state has
assumed this role.

4 My research is predominantly based upon intervigaas | conducted during
two research trips to Harare — the first one froogést to October 2011 and the
second one from January to March 2012.

®> KRS-One released a song, entitled “What does #mte be Underground”
on his albumKiristyles

® Despite their early successes, POE split up imtfte90s. Yet, the artists —
who embarked upon different music projects — haeatioued to influence and
inspire the Zimbabwean Hip hop scene with theirimus

"1 have transcribed these lines from the Englisksia of the album, “Coup
d’Etat”, which was released by Mau Mau in the sarear as the Shona album. |
received soft copies of both of the albums fromahest himself.

® The secon@himurengais a term that refers to Zimbabwe's war of libenat
lasting from 1966 to 1980.

° “Ex-Q, how are you, the one rapper | give propsittahis was America
you'd be [LL] Cool J and | would be Jigga [Jay-Z].”
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Y The lyrics of ‘Ndiri Musalald’ can be found on www.dairio.com

1 Recently, two privately owned radio stations, ZiFdfereo and Star FM,
received broadcasting licenses. However, thesessato not defy the party line. The
owner of ZiIFM Stereo, Supa Mandiwanzira, is a knaNU(PF) functionary. In
March 2013, Star FM indefinitely suspended a raDid for stating that Robert
Mugabe'’s father was born in Malawi.

12 That Urban Grooves is “bubble-gum music,” becaitsdocuses on
entertainment and does not touch on consciousalgodielevant, or politically
explicit topics has been stated by many peopleltiméerviewed and talked to during
my two research trips. An exception is the groupr&karge, who do comment on
social issues such as the tedious relationshipvesat landlords and tenants in some
of their songs (Veit-Wild, 2009; Bere, 2008).

13 This is a reference to Dead Prez’s song, “Its éighgan Hip hop.”

14 «sStay away, this is big boy business. We've madshcand it has no
weakness.”

5N his song, “Nine Elements”, KRS-One outlines theaning of the nine
elements in more detail.

16 The Mannenberg used to be a club, located adnesBdok Café and run by
the same management team, before it moved from Aiemue to Samora Machel
Avenue at the beginning of 2012.

" For more information, see http://www.facebook.cafrikanHip
hopCaravan
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