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Abstract
This article critically exomines the influence of popular music, especially urban grooves 
lyrics, on ihe youth of Zimbabwe, focusing in particular on the lyrics of Alishas 'Maskin' 
Musimbe, the duo Extra large ond Wallace 'Winky D’ Chirimuko Some of these lyrics 
ot firs: giance appear to be humorous, but a deeper analysis reveals o destructive 
message. The article explores the socio-cu’tural influence of these urban grooves artists 
in Zimbobwe and  whether urban grooves music is indeed the 'music of the people, 
about ‘he p ea tle  ar.d by tha people themselves' [Kwaramba 1997, 2). It investigates the 
role music plays in the socialisation of the Zimbabwean youth and the exlent to which it 
•nfiuences the behavioural trends of the youth in urban communities in particular.

Key words: popular music, urban grooves, culture, Zimbabwean youths

Introduction
In  th is  article, w c explore the  conccm s o f  the Z im babw ean youths as expressed 
th rough  popular m usic that reflects the day-to-day experiences o f  young  urban 
Z im babw eans. I h is m usic brings o u t the happiness and frustrations o f  young people 
in a g lobalised w orld  thui rapidly  advancing as a result o f  the inform ation age, 
w h ich  has m ade the w orld a eloh ,• ■ . iL:c. Popular m usic, o f  w hich urban grooves

C Unbo r’revi MUZIKI
ISSN (Print) 1812-5980 
ISSN ,Oni 1753-5?3*
DC: 10.1080/18125930.2011.570294



D
ow

nl
oa

de
d 

by 
(U

NI
SA

 
U

ni
ve

rs
ity

 
So

ul
li 

A
fr

ic
a]

 a
t 

05
:1

7 
05 

Se
pt

em
be

r 
20

1 
i

ih-' ir licence o f >jOj>jlo r  music 83

is .i genre, i> n c : id v eiy  Z im babw e.’ urban contem porary  m usic is currently
the  m ost popu lar m usic form  fro: l Z im babw e to Z am bia. M alaw i and  Tanzania, 

d  is extensive!; '■•roadcast . A frica rad io  stations. O ne can  now  enjoy m usic, 
‘the  art o f  com bin ing  sounds in a  m an n er p leasing  to  the c a r ' (B ebcy 1969, 2), 

it lebele, K iSw al ili o r B em ba. O riginally , popular m usic as part
o f  popu lar cu ltu re  w as ‘ch a rac te rs  I ings w hich  w ere  aesthe tic  and, at
th e  sam e tim e re lig ious, political, icam atioi . eryday sentim ents. It
exhorted , ce leb rated , cautioned. and denounced: it em bodied  m orality  and  provided 
re lease  from  it: it gave pleasure- at j  re  to  particular sym bolic

i (tractions’ (O itlin  in  Fourie 1991. 4). T he role o f  any  form  o f  m usic is m ainly 
to reprim and, exhort, inform , entertain , w arn, praise, insult, critic ize o r  inspire 
listeners. In m ost cases, ‘m usic p lays a sim ilar role in life, as lullabies, battle songs, 
relig ious m usic, and so on. It is im portant in education; it is com m on know ledge 
tha t songs m ake m em orizing easier and can he used to  instil in people im portant 
ru les o f  co n d u c t or h> g iene ' (B ebcy 1969. 2). The them es o f  an y  m usic are events o f  
com m on  concern  to com m unity  m cm b ritual beliefs, traditions, values, norm s 
and the everyday  life o f  a  society provide the  substance expressed  through linguistic 
reperto ire  and the  structure o f  the m usic. K w abena N ketia (1982, 189) states:

The treatment of the song as a form of speech utterance arises not only from stylistic 
considerations or from consciousness of the analogous features o f speech and music; it 
is also inspired by the importance of the song as an avenue o f verbal communication, 
a medium for creative verba' expressions which can reflect both personal and social 
experience.

In urban  g rooves m usic, local beats arc fused with R & B , soul, reggae and hip-hop 
to  creatc a  n ew  m o d e  o f  expression. T h is new phenom enon seem s to be  contagious, 
and  is spreading  throughout A frica. W hen the governm ent o f  Z im babw e introduced 
the  seventy-five per cent local content requirem ent in 2004, the aim w as to produce 
som eth ing  A frican and hom e- . :  <w n. However, w hile urban grooves m usic is indeed 
hom e-g row n , the effects o f  globalization on this form predom inate, causing  som e to 
c la im  that it lacks a Z im babw ean identity.

In this artic le we w ill consider M askiri. an urban grooves artist w hose lyrics 
ap p ea r to be hum orous, but w hich in fact have serious i m plications for the listeners, 
th e  urban  youth , as h is rap lyrics reflect the tortured state o f  m ind  o f  a disturbed 
g h e tto  youth . 1 [e deals ■ eg iti\  c subjet.: m atter as though it w ere com m onplace, 
an d  m ost young people li\ ing  in the  ghetto unfortunately appear to  find sense in his 
nonsense . We w ill also exam ine the lyrics o f  Winky D. w ho sings urban grooves 
reggae m usic that reflects J a m a \  u trends in m usic, fashion and culture. M arijuana 
is a  feature o f  th e  un lican R astafarian  cu lture ind it is this culture that W inkv 1) 
largely prom otes. T he ast artists v.t w e . n s:Je r here arc the duo E xtra Large,
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rebellion . T h e  sty le  and  s t ictu e  A u i t  in grooves m usic i- s im p le  an d  repetitive, 
and  the  m essage it conveys is ex trem ely  corrosive.

Zim babw e's broadcasting policy and the birth of urban 
grooves
It is not possib le  to ;• snjn a specific date to the birth o f  urban grooves as a  m usic 
;enr<\ In the mid*19V0s irtists sue! as Fortune M parutsa, Shingai M au M au, Prince 

id  crew s such  :o O n e  an d  Si . ne w ere  gain in g  popu larity  
for their m usic, v.: ch be a .» a  c lose resem blance to  p resen t-day  urban grooves, 

low ever the g en ii only gained real acceptance when Professor Jonathan M oyo 
becam e the M in iste r o f  Inform ation  and Publicity in  the P residen t's  Office in  2001 
and  v igorously  em barked on w hat m ost urban grooves en thusiasts w ould regard as 
a  cultural revolution, introducing the seventy-five per ccnt local broadcast content 
policy. Som e analysts v iew ed th is as a  political m ove and an exam ple o f  extrem e 
cultural im perialism  in the form  o f  an endeavour to halt the infiltration o f  foreign 
cultures th rough  the m ass m edia. It did. how ever, encourage a  n ew  type o f  m usic, 
affectionately  know n today as urban grooves, w hich entered the national psyche 
(th a t o f  the you th  in particular), form erly subjugated by W estern m usic and culture.

This po lic \ saw  the rise o f  stables such as G alaxy R ecords, u nder D elani 
M akhalim a, w ho  show cased artists such as Plaxedes W enyika. Tonderai ‘Kingpinn* 
M akoni, D av id  C hifunyise. and Daniel 'D ec ib e l' M azhandu. A num ber o f  traditional 
recording c m panies had been i. »wil!i:.g to sign contracts with them  because o f  their 
lack o f  m usic production experience; however, this did not deter th is g roup o f  young 
artis ts , w ho w ere starting  to  produce m usic on the strength o f  a  m edia po licy  that 
guaranteed  them  all the exposure they needed to  succeed in their endeavours. This 
legislation  a lso  saw the rise o f  recording and publishing houses such as Tonderai 
M usic C orporation . K allas R ecords, C orner S tudios and C o un try  Boy Records. 
O th er sm all recording stables, such  as That Squad Records, N ative  H ouse Records. 
Phathood R ecords led by Take 5 , F lash G ordon and Mr. C  also started to  em erge.

A ccord ing  to  The S ta  irch 2004, ‘the M in iste r o f  Inform ation and
Publicity. Jonathan  M oyo declared that only m usicians w ith 500 o f  their copies 
recorded  should  be rdcd airplay, hut . FM , out o f  the num erous artists
w ho  m ade it to  the Top-40 chart, on ly  nine had recorded full length album s that are 
on  the m ark e t.’ H ow ever, the policy provided the ncccssary im petus for m usicians 
such as D ecibel (D aniel M azhandu). w ith h is reggae-inspired lyrics; S tarch  o f  
A m asiko  fam e, w ith  h is  didactic 1; to-type grooves; T ia  w ith a  W estern
beat: and even Fungisai Zvak:.vjpuno. with gospel music.

T he policy p rov ided  the em etg  ng u tis ts  ith the opportunity  fo r im provem ent. 
H ow ever, som e artists conten ted  them :elves w ith  •borrow ing’ lyrical rhym es from
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Western musicians Rcgar Jing the ireci i their m usic was tak ing . D ino  M udondo  
said:

The Department hit.; given us reason to survive . it's true that we got a breakthrough,
programming p i. and we iven to  live up to  oar

standards despite criticises that our music lack.; cultural identity and that we arc not 
being original (The Herald, 3 May 2002)

Several c ritic s  argue th a t som e urban grooves m usic is ra ther on  the ‘bubblegum ’ 
side, that it is an a lm ost total im port o f  W estern m usic sty les, and  that urban grooves 
m usicians should  produce m ulic 1 is tru ly  and proudly Z im babw ean. To 
help the  in itiative, the ^ovem inent established K ingstons M usic, a  recording and 
m arketing  com pany  (The H erald. 7 May 2004). H ow ever, som e o f  the m usic being 
played on  radio  stations such as P o w er FM  w as not com m ercially  available, w hich 
m eant tha t the artis ts  w ere not earning as m uch as they  should. T h is  prom pted one 
m usic fan to  com plain  that

more people are getting exposure, thanks to the policy yet some things have to be 
corrected to ensure the initiative does not end up a fluke ..most o f  the music being 
produced is no: available on the market and quality is being compromised here and 
there, most of the music is produced in people’s bedrooms, where it is coming from -  
private PCs? (Chambwera. 2009).

E ncouraged  by the response from  all quarters in 2004, Jonathan  M oyo changed 
the broadcasting  policy to reflect a one hundred per cent local con ten t requirem ent. 
T his im posed shift from  a cu lture that had em braced W estern m usic as a  m ajor 
determ inan t o f  urban cu lture to one that was strictly local resu lted  in the m ass 
resignation  o f  a  num ber o f  D Js from  elitist radio stations such a s  R adio  O ne (now 
S po t FM ) and R adio I luce  (now Power FM ) in protest aga inst the policy. T hese 
e l i t is t : :tiio stations, w hich  had been the preserve o f  only a few, began to broadcast 
the m usic a: local artists  such as .Mick M acheso, Iongai M oyo and N icholas 
M adzibaba Z acharia, a m ove that heralded the spread o f  :i new trend  in Z im babw e, 
involving the eradication  o f traces o f  w esternization from local m usic. In the years 
that fo llow ed, the  pop teen station Power FM w as given the task o f  catering for the 
m usical needs o f  the youth, who were used to listening to gangster rap and sexually 
exp licit songs belong, ig to •. arious _ :nrcs such as hip-hop. reggae, and rhythm  and 
blues I. R & B  i. and this encouraged the developm ent o f  urban grooves as a genre.

M ost urban grooves songs are sung in A frican  languages such as Shona and 
is iN d eb ek . w hich  gi\c>  local flavour ces o f  popular international
^orics can .<e detected , how er Traditional recording com panies such as G ram m ar 
R ecords initial!,, re jected  these songs a s  being unoriginal and  no t com m ercially 
viable, preferring e th er nr. - . _ .n res in Z im babw e such as su n g u ra  or m useve,

. m usic. rVi and  jazz . M  ie n m g u ra  artists, such as A lick
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id w ork ing  hard in life
in order to ach ieve the  th ings y o u r heart \  earns for.

It was m usic w ith  a constructive m essage that t ' c Z im babw ean electronic m edia 
revolution w as in tended  to  encm ira e am ong the  youth: m usic that tells o f  real 
societal ^ -cu ltu ra l environm ent.
A ge d exam ple is the  m usic o i !nno, who. despite prom oting R astafarianism , 
conveys an up liftin g  m essage that is relevant to  the  Z im babw ean experience. In one 
o f  his songs, D ada. he te lls  the Z im babw ean youth to be proud o f  their roots:

Dada ncnuki rwako Be proud of your race
Chlmlro chako nedzbua ntko  Your social status and your lineage
Pembedzarurtmirwako... | Celebrate your language...

Lyrics su ch  a s  th is  dem onstrate :at deal o f  orig inality  and  re levance and  present
an ideal m odel for the edutainm ent o f  young people in Z im babw e. H ow ever, the 
real question is w hat urban grooves m usic stands for in our social hierarchy. M usic 
develops w ith in  a  certain  political, social and cultural m ilieu . The older generations 
have had the sam e o r sim ilar concerns is the youth o f  tom orrow . H ow ever no single 
urban g rooves m usician  is a true representative o f  the genre as a  w hole -  a rtis ts’ 
personal experiences influence their m usic in different w ays. A lthough w e have 
elected to study the m usic o f  M askiri. Extra Large and W inky D. they  cannot be said 
to  be w holly representa tive o f urban grooves m usic. E ach urban grooves m usician 
has their ow n sty le  o f  expression  and m essages to dissem inate.

The m essages conveyed through urban grooves music
The discussion thus far has revealed that popular m usic w as 'purposefu lly  produced 
as a product, w ith m ass consum ption envisaged’ (Fouric 1991. 4), and this m eant 
that it m ade a positive contribu tion  to the up liftm cnt o f  people in all spheres o f  
life -  social, econom ic, political and cultural. F.ven i f  these w ere and still are the 
expectations o f  w hat popular m usic i^ supposed to  do, the m usic o f  the artists chosen 
for the purposes o f  th is article seem not to  question social reality, but instead to 
support the  social v ices o f  society. People 's music represents A frican life a s  aesthetic, 
dynam ic m d vital, and is concerned with people's present lives as well a s  their past 
experiences. T he m usic o f  ordinary people re f le c t  their daily  experiences as they 
suffer the hardships t a dem anding life. ! t cases the bu rden  o f  hard labour by  subtly 

h e ir em oti person 's own language, they arc
reconciled w ith  the nature i' their existence Nelson M andela w as very perceptive 
when he stated '.hat i f  y c :  v ik  • j  person in a language they understand, the m essage 
goes to the  m ind , but i f  y  ilk  to them  in their m other tongue, it goes to  the heart. 
M usic is ve:y imp. - . perform ing art that is the ca rrie r o f  the peop le 's  culture.

-  i.- ifio e .':o  o f  p o p u la r  m u s ic  87
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appealing to  their hearts, cultu orientation, idea s . allies and  spiritual beliefs, 
which are essentia! t hum a:’ .! ;vclop: cnt Popular m usic, urban  grooves lyrics 
in {articular, has had  i negative influence on Z im babw eans, bo th  young an d  old, 
by  prom o::ng m oral decadence, spiritual chaos and a cultural void. H ow ever, it is 
i: • , .! h . :c v. >rst al l, ..r the* n u : t  •• ii!r. :r:. c to th is  m oral and cultural
erosion. N g u g i w a  T h io n g 'o , in h is book M o vin g  /he centre  (! 993 ), rightly says that 
‘M aim ing the  m inds o f  the chi!, rcn is the sam e as m aim ing o u r cultural heritage’. 
People look  up to  artists for guidance, bu t contrary :o w hat is expected  o f  them ; 
young m usicians have becom e agents o f  cultural im perialism . U rban grooves m usic 
provides a cultural diet that is sadly unbalanced. The artists have im bibed ch a ff  from 
W estern cu lture, w h  lencc underm ines and negative ly  affec ts the  stability 
o f  Ac cu ltu ra l sensibilities o f  the Z im babw ean youth . This particu lar m usic genre 
has been grow  ing from  strength  to strength, not im proving b u t instead negatively 
influencing the Z im babw ean youth as W estern m usic has becom e contextualizcd  in 
the lyrics Z im babw e:: ha faced a  m ultitude o f  problem s arising from  high
rates o f  alcohol abuse and d rug  dependency, am ong the urban youth  in particular. 
M ost o f  the  youth, accord ing  to rccent surveys conducted by Populations Services 
International (PS1), e ither d rink  excessively  or are on som e kind o f  in toxicating drug 
o r substancc. A PSI blog on the internet states that, ‘although the overall num ber o f  

p ie  infected  w ith  the H IV  v in is  has reduced from tw enty-five percent in 2001 to 
nineteen po in t eight percent in 2008. more and  m ore youths a rc  getting  infected  w ith 
the killer d isease ’ (w w w .unaids.org).

M oreover, police reports suggest that a  considerable num ber o f  young  people 
are engaging in crim inal activities, and  a  good num ber o f  them  are  in prison or 
already have crim inal records for crim es such as arm ed robbery, theft, rape, m urder, 
possession o f  illegal drugs, grievous bodily harm , fraud and ex tortion. We hope to 
expose urban grooves m usic is  a significant contribu tor to th is situation , as it is 
an im portant socialization  agent for young  people, who accep t m usic and film as 
their guide to suitable o r appropriate behaviour. We exam ine the w ay in w hich the 
lyrics o f  M askiri. Extra Large and W inky D prom ote m ischief, fornication, adultery, 
corruption, hate speech, violence, alcoholism , substance and d rug  abuse, and thus 
how the 1.- m usic aftcc: the youth f  Z im babw e and ultim ately Z im babw ean society. 
W e therefo re  ana lyse the them atic cor . the m usic o f  M askiri, W inky D  and 
Extra ! arge  in light those o f  W estern m usicians, hip-hop m usic  in particular, to 
ascertain w hether there arc simi U nties in the way they convey ideas about w om en, 
life, ethi and  society  in genei i in the  context o f  Z im babw ean  culture.

http://www.unaids.org
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M askiri and his expression of Ihe urban grooves genre
Wc wil. now  turn  to  the ly r ic . o f  the i ontroversial rapper A lishas M usim be, known 
in urban  grooves circ les a s  M askiri. B om  in 1982, this artist is a  beneficiary  o f  
the  seventy-five pc cut Icc il conten t policy already alluded to. A lthough M oyo 's

pen  lebate, one can deduce that his intention w as to 
equip em erging yotm g artisis like N lask i to  disseminate positive ideas am ong the 
youth.

Ironically , how ever, M ask iri’s  percep tions o f  society largely  border on  delusion 
an d  profanity. His m ain  m ode oflexpression  is ghetto  lingo, by m eans o f  w hich  he 
fo rges a  connection  w ith  his target audience, the you th  in the h igh -density  areas (the 
‘g h etto ’) , w here  he was bom  and bred. M askiri w as bom  in the  h igh-density  suburb 
o f  C '.itungw iza. It is not surprising, therefore, that aspects o f  A m erican  cu lture, such 
as rebellion and  obscenity , feature in urban grooves lyrics, M ask iri’s in particular. 
As A lice D adirai K w aram ba (1997. 12) accurately states, ‘F o r ev ery  w riter, speaker 
o r m usician  there is a finite set o f  possibilities that arc available linguistically  to 
exp ress and talk  abou t a subject o r  topic in a  g iven social co n tex t.’

M askiri first en tered  the lim elight in 2002 w ith a ‘gospel,’ D hara R angu (M y O ld 
M an), w hich a tc r featured on his debu t album  M uviri IVese (T he w hole body), and 
in w hich  he con fesses his sins to  the Lord using street lingo. H is use o f  street lingo 
in referring to  the G od as D hara (O ld M an) caused an uproar am ong the  m ainly 
conservative Z im babw ean  C hristian  com m unity. C oncerned citizcns protested 
vehem ently, and the song w as taken o ff  the air, m uch to  the su rprise  o f  the young 
artist, w ho saw  noth ing  w rong w ith it. Ih e  song had its ow n follow ing am ong the 
urban  youth, m ain ly  those from the same social background as M askiri. w ho related 
to h is  m usic. H is fans felt that the  decision no longer to  a ir the song  w as an assault 
on  the a rtis t 's  right to  freedom  o f  expression M oreover, they fe lt that the song was 
not harm ful to the youth, and claim ed that, i f  anything, it w as a new  approach to 
trad itional gospel m usic that appealed  to  young people who liked rap m usic.

W in k y  D an d  h is m usic
W allace C hirim uko. popular!;, kn wn as Wink} D in urban grooves circ les, w as bom  
in 1983. H r is a reggae dance ha! I artist who clain  s to live accord ing  to Rastafarian 
p rincip les. R astafarian ism  has esc culture that upholds peace-loving
ideo log ies prom ulgated  by its founders since the days o f  slavery, yet W inky D  sings 

v io lence . T his is a feature com m on in A m ericanized R astafarianism , 
w h ich  fviscs orig inal reggae music! w ith  A m erican  cu lture, as in the w ork o f  B eenie 
M an. Ward 21, Sean Paul anc the  like. The introduction o f  v io len t R astafarianism  
into Z im babw ean p o p u la r ct: • urc is certainly ro t  conducive to the  em pow erm ent o f
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y o u n g  people, especially  in the flhetti . of e ta iled  analysis o f  Winky
D ’s  . i i c ; ind :ntion is to  fuel h ate  speech, drug dependency,
v io lence and fornication, none o f w hich have a place in true R astafarianism .

'I he M inister for i’olicy !i .pier, c r .ta tio n n  the Office o f  the P resident and  C abinet, 
M r W ebster Sham u, a t the official co m m a  ne week in  K adom a from
19 '■> 26  M ay 2007, described cu ltu re  as

the sum total of the way of life o f  a society from traditions, customs, value systems, 
ife styles, aits, soci.tl institutions, and spiritual, intellectual and economic features that 

characterize socicty or nation i hi4 defines us as a people. It is these values, symbols, 
nt.rpretations and pei .r;ct:ves t’ it dijtin ’.uish us from other peoples (The Herald, 2-1

May 2007).

D efinitii n s o f  cu ltu re  a re  so inetiincs too broad to  be useful, and even  contradictory', 
m ak ing  the definition o f  culture very  relative. A ccording to T iton (2 0 0 5 ,2 5 ). ‘culture 
is a \\ ay o f .. and transm itted  through centuries o f  adapting  to  the natural
and  hum an w orld .’ U N E SC O  (1995) m akes the following observation:

Therefore culture represents a limited choice o f behav ior. Every society has its The 
social environment is culture and the characteristics of culture arc that, culture is learned, 
culture is selective, face; s o f  culture arc interrelated and that culture is ethnocentric own 
way o f viewing the universe with coherent set of values and behavior.

C ultural values becom e eroded through technology and globalization. It is debatable 
w h e th e r people should  redefine th e ir culture o r not However, in Z im babw e the 
locus o f  cu ltu re  is encapsulated  in the concept o f  unhu, o r nbuntu . W inky D, in 
light o f  the assertion tha t cu ltu re  constitu tes art, becom es an advocate o f  a  W estern 
w ay  o f  life that no t onl> pervades, but is harmful to the w ay  o f  th inking o f  the 
Z im b ab w ean  you th . H is lyrics a rc  indicative o f  a  culture that underm ines good 
m oral social structures. To ju d g e  from  his lyrics, Winky D seem s to  think that life is 
all abou t m arijuana, sex  and violence. He distinguishes betw een R astafarians and 
ordinary  people, e leva ting  foreign culture at the expense o f  pre-ex isting  societal 
structures, especially  am th in the high-densily suburbs. A n exam ination
o f  the lyrics from his only published album . Vanhu la  •iru, reveals that all the  songs 
ad v o cate  ex trem e vio lence, as evidenced by expressions such a s  ndokukicker  ( I ’ll 
k ick  y o u ), ndokupa kopo  ( I ’ll head-butt you), ndokupa  g u n a  ( I ’ll d rop  you), and 
ndoku u ra ya  ( I 'l l  k ill you).

W inky D hails from  the h igh-density  suburb o f  k am b u /u m a , an area notorious 
for crim inal activ ity  an d  d rug  apuse. He sings the praises o f  ghetto  squalor and all 
faccts o f  ghetto 'ii'e In a : interview with The H erald  E nterta inm ent on tnc issue o f  
v io lence being the life-bloou o f  h s lyrics, he cL im cd:

not Aai I jr.: promoting violence but through my lyrics I'm  looking fo ra  solution 
10 the violence that i inherent in our society ..Violence as jroo know is a system that's

90 Advica Viriri. Agn#lla \  -i ir. ones Co j i G iC j: cinya
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r  ghettos ( is  an ev :ryd»y happening that people identify 
with... What 1 am sa\ irg  t - rot- ill my lyrics is that people should sit down, introspect and 
find proper w.w t: ideal i'ii •• j.'rnce. which is $df*d'fense...My lyrics arc an artistic, 
bridge that fills . :  it gap v. hereby people ie victims of violence and in most cases help 
the perpetrators, esc i s« »t-frt e pecause they can’t defend themselves (The Herald, 11 
January 2009).

By h is  o w n  ad:ni si v in liis lyrics he su ggests that the youth should  use violence to 
d ea l w ith  v io len ce . W inky D term s h is pcipctuation  o f  v io lence self-defence, yet his 
lyrics tn l ly  su g g est that the people from  tb  UO are inv incible and can never 
be a ttack ed  o r p rovoked. His lyrics a lso  e e  ha te  speech  am ong the youth , in 
that the  v io lcncc expressed i:-. liis K rics is m i re discernible o n  a sem antic than on 
a  m etaphysica l level. H e touches on all the societal ills inherent in ghetto  life, but 
instead o fo ffe r in g  so lu tions. he glorifies and norm alizes them . V iolence, prostitution, 
d rug  dependency , squalor, im m orality and illiteracy are cited as essen tial features o f 
everyday  g h etto  life. In a  song  entitled Rokesheni lie pain ts a p icture o f  the ghettos 
o f  H arare, c la im ing  tha t is w here the ideal citizcns o f  Z im babw e live:

Siyana rtesu vekurokesh. nl Stay away from people from the locations
Haiinonoke tlnobva takupa quotation We don’t waste time; we’ll give you a

quotation
Yimabhulsuplus zvibkakera on rotation Of kicks and blows on rotation
Izvozvo ttnosviita tirtkurokesheni This vve do in the locations

This song  co u ld  be construed  as an  attack on anyone w ho docs not live in the high- 
density  suburbs. He m entions H ighneld . Glen N orah, M ufakose, K am buzum a, 
C h itu n g w iza , W arren Park. M abvuku, Tafara, M bare and others. He speaks 
o f  the  g h e tto s  as havens o f  violcncc, theft and drug abuse: usada  kudenha  g e m  
rekuM abvuku , r in o ty isa  kupfuura  so ja  ren g p m tn i tsvuku  (do  not provoke people 
from  M abvuku. they are m ore fierce than  the red beret soldiers who unleashed terror 
during  the G ukurahundi O peration in Z im babw e) -  here he seem s to  be saying 
that th e  red beret soldiers, instead o f  serving and protecting the nation, harassed 
civ ilians. In th is way. W inky D encourages young people from  the ghetto to engage 
in in tim idation  and vio lence, advocating  a  rough society like that in the  h igh-density  
suburbs listed  and  a cu ltu re  on antagonism  in  the ghettos all o v er Z im babw e. 
R okesheni is a lm o st a tribu te to the ’best' (m i - a n d  drug abusing) high-
density  suburbs, encourag ing  other ghettos in the country  to  s tep  up  so as to be 
m entioned  by  the ’big m an ’ Wink} D. A lso from the album  V anhu Vakuru is the 
song  N hinhe. m ean ing  1 nincompoop* • dubious person,’ in w hich he speaks o f  his 
lifesty le  in the  fo llow ing term s:

Ibva w jziva iiandlkendenge Know that I don't care
Sdtchatonetsa kupfuura L'hidkumc I .>m going to »« more notorious

I .  inrloenco of popular mmic 91
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naMasendek* than Chidhumo and Masendeke
\hi kaitavende I punched Marabha and loft him with a gap 

between his teeth
Vdinemhasuru dzmopfuura 1 . than Mahcndere.

In th is  song, W inky L) c la in s  to be  fearless never avo id ing  fights, and
" istini: that ne has m rc m uscles th . A n u s  M ahcndere (leader o f  the  M ahcndcrc 
B rothers gospel m usic band).

Extra Large and the growth in popularity of their music
E x tra  L arge is a duo com pri . N orm an  M aravany ika, born in 1983,
an d  Jam es (J im m y ) M angczi, born in 1979. T he duo is hailed for its skill in term s 
o f  social com m entary , g iv ing  a voice to the youth by d ea lin g  in their songs with 
the d a ily  conccrns o f  young people. However, their m usic and  social com m entary  
are not restric ted  to a particu lar age group, as m any o f  their satirical lyrics focus 
o n  issues that affec t Z im babw ean soc:et> as a w hole. T heir com m entary  covers 
d o m e Stic. .lig io u s . econom ic and an  assortm ent o f  societal issues. B oth m usicians 
g rew  up in the h igh-density  suburb o f  Highfield, and m uch o f  their w ork has been 
inspired  by experiences from  there. T heir lyrics, presented m ain ly  in the form  o f  
spccch in terspersed  w ith  som e singing, aie very clearly articulated , and  since m ost 
are in S horn , the m essage they  contain is accessib le to  the m an y  Shona-spcaking 
youth  in Z im babw e.

T he duo uses m ain ly  the M anyika dialect and bastardized English  in o rder to 
poke fun at the M ain  :k.i people, known for their love o f  the English  language. In the 
process, the duo m anages to  satirize a m ultiplicity o f  societal ills and successfully  
•..ikes a light look a t seri cuts issues However, their use o f  M anyika to achieve a  com ic 

itu tes the first negative socio-cultural im plication o f  their m usic. T hey 
seem  to  be say ing  that the M anyika people love the English language, but cannot 
speak  it, as their know ledge is lim ited to a few  lexical item s w hich they cannot 
com b in e  into good syntactical constructions to produce sem antically  adequate 
statem ents. This is ev ident from the song House G cro from the a lbum  S till a t Large, 
in w h ich  Jim m y says: is respect house girl is respect you!’

A n  artic le on  the  Z im babw e M usic Vibes w ebsite reads as follow s:

Music is an an. Music the mother of dance. Music is the ignition o f vocal lyrics and 
sour, j  instruments It induces bodily movements t.irough dance, yet it has the dual effect 
c: , .lyir.v’ with the listener's mental being and prying on one's emotions.... Music is 
edutainment (www zinr.ibes.com).

A t the  heart o f  the com ic satire i i :\ t r a  Large lie crucial societal issues and 
ideo log ies shaped  by  a  Z im babw ean sensibility Hi is com ic satire is therefore used 
Strictly to lighten t c burden o f  w eighty  societal issues that people rarely talk  about.

92 Advico Viriri, Agnetlci VJnri or>d Corier C  -a^wai.yo
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societa l issues a rc  treated  hum  . reinforcing the notion o f  m usic 
as edutainm ent. People are educated t!ic m usic o f  E xtra L arge through laughter 
an i lUmor us tracks they can sing  ;i!< ng to. Tiic d uo’s  m usic nevertheless has a 
nu m b er o f  negative  socio-cultujral im plications fo r th e  Z im babw ean  youth in that 
t advocates fornication and adu: c; am ong other things in the song H ouse G cro, 

for instance, the d u o  im plies that in the absence o f  her em ployer (the  ‘m other o f  the 
h o u se ') , the dom estic  w orker o r  house m aid takes over:

Mai vemba vasipo murhhi wsmbc When the mother is not around, the owner of
the house is

S'idiHou.ie Gero, The house maid
liaba vt-mb.s achivachon) i She'll be winking at the father o f the house,
NdiHouse Gero The house maid

E xtra L arge’s fans argue that th is song aim s at creating good re la tions betw een 
h o u se  m aids and their fem ale em ployers so as to  avoid  unnecessary  problem s in the 
hom e, h i the song the duo argue that house m aids w ork w ell i f  they  arc treated  fairly 
and  paid satisfactorily , but they w arn tha t if the house m aid is not paid on tim e or 
i f  she is treated  badly, she will take revenge in undetected w ays, such as cleaning 
the  to ile t w ith h e r em ployer’s toothbrush o r contam inating the ch ild ren’s  school 
lunches. T hey  also  suggest that she w ould seduce her em p lo y er’s  husband out o f  
spite. Such in sinuations not only plant m alicious thoughts in the m inds o f  dom estic 
s ta f f  al! o v er Z im babw e, but they also  create unnecessary anim osity betw een house 
m aid s ar.d their em ployers, as the latter begin to view the form er as potential threats 
to th e ir m arriages, arid begin to question their husbands' fidelity in their absencc. It 
is very difficult to listen to the lyrics o f  Extra Large in the presence o f  parents and 
elders, a s  they exp lic itly  deal v.ith .1 real-life situations.

Conclusion
In  this artic le  we have em phasized the role o f  m usic as a  popular form  o f  expression 
that targets the m asses daily; end w e considered the w ay in w h ich  selected artists 
p resen t their w orldv iew  to the Zim babw ean youth . We dem onstrated  that the lyrics 
o f  M askiri, W inky D and E xtra Large r.av  have an extrem ely detrim ental effect 
on  th e  Z im babw ean  you-. to  interpret popular m usic ly rics  literally. We
also  m ade the observation  that urban  h o o v e s  K rics. instead o f  prom oting positive 
v alues. ;-:dvocate the subjugatior. o f  w om en, violence, drug abuse, adultery, hate 
speech , fornication , m ischief, dishonesty, obstinacy, uitd m ultip le sex partners. 
Y iing people tend to em ulate what they see and hear, and so  accep t song lyrics 
as ind icato rs  o f  w hat is acceptable and t r r r . ' in the Z im babw ean context: thus, 
on  he a : in j  E xtra Large saying v .\  v ham itna kukw ana, ka n a  m usikana  
w angti a  ■! am a lunatic, deranged, ever, my girlfriend know s), they gain
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the in;pres ion that lew d bel .viour is acceptable, particularly  as they m ay idolize 
the artists  w hose m usic they  listen to.

In this artic le  w e also revealed that urban grooves lyrics prom ote W estern culture, 
as m ost o f  the lyrics o f  the artists review ed pay hom age to W estern ideologies, albeit 
expressed in ind igenous lam This underm ines endeavours to  foster a local
cu lture unique to Z im babw e, a s the youth  are introduced to W estern norm s and beliefs 
thi iii'li ;ui: e. W inky ! ) ’s lyric., p rom ote the sm oking o f  m arijuana, associated  with 
R astafarian ism , w hich em anates liom  Jam aica, and is no t Z im babw ean. T his artist 
also p rom otes a  cu lture o f  vio lence and hate speech. T he inevitable result o f  urban 
grooves ly rics is a society  based  on superficialities and an uneducated youth. Young 
people n ee d  to be exposed  to  the w o rk  o f  artists w ho provide them  w ith  positive 
edu tainm ent or a celebration o f  the beauty o f  life, not the m essage that m arijuana 
s good  o r  that h a \in g  m ultiple sexual partners is appropriate and desirab le . We 

close u :  h the recom m endation that research be carried ou t throughout Z im babw e 
to  estab lish  the  dam age that has been done to the youth by  urban grooves. Certain 
a ttis ts  shou ld  be banned from  the a ir com pletely unless or until they have som ething 
c o n s tru c ts  e to contribute to the d iscourse o f  youth empow erm ent.

Notes
!. Advice Viriri is Deputy Dean in the Faculty of Arts at Midlands State University in

Zimbabwe.
2. AgnelLi Viriri is a Teaching Assistant in the Department of Music & Musicology at 

Midlands State University in Zimbabwe.
3. Carter Chapwanya is a journalist with News Day. Holds a BA Hons degree from 
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