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ABSTRACT
This research looks at the textuality of hiplifehe Ghanaian version of hip hop - by
investigating the hiplife discursive and non distve practices. The thesis of this research is
that hiplife provides the platform for self expressor a new culture for the Ghanaian youth.
This ethnography of hiplife covers two main areasweestigation: hiplife as a syncretic and
a protest culture.
Chapter one presents the background and reseastindef the study while chapter two
provides a broad scholarly exploration of hiplif@king into account the history and culture
of hiplife against the background of African hipphbiterature. Chapter three explores the
cultural production of hiplife while chapter founvestigates the very core of hiplife rap, its
oral rhythmic production. In chapter five, the ligiculture, like all hip hop cultures, seeks to
redefine the Ghanaian normative moral grounds. Tédefinition normally presents the
oppressed protest against the dominant: two astaftéhe same moral ground protest against
each other’'s moral weakness in “dissing”. Theraashigher moral ground. Chapter six, an
extension of chapter five, presents an in-deptiitrtiment of hiplife as a transgressive culture.
This transgressive culture serves as the foddehnifdife business in chapter seven. Chapter
eight continues the study of hiplife as a protestuce, projecting the female rapper, within
the context of the Ghanaian feminist debate, asvabreed of Ghanaian woman fighting the
Ghanaian masculine hegemony.
In investigating a culture like that of hiplife,choose a qualitative methodology that meets
the subtle demands of an enquiry on expressivaireultUsing focus group discussions,
interviews and participant observation to colleatadfrom the whole country with emphasis
on the four main cities in Ghana, this researchyapa transcribed data and comes up with
new findings about the social and economic realitiethe hiplife culture, which can be seen

as a metaphor of the contemporary Ghanaian sadat.o



The generality of the old population in Ghana hosveeonsider its discursive and non
discursive practices as imitation of a perceivedsiét® moral degeneration and thus
antithetical to the Ghanaian mainstream culturabdem and propriety. This study, however,
reveals that, contrary to this popular perceptloplife has a strong traditional input that is
re-invented in modernity and that what gives itetgrepreneurial appeal is located in its
cultural shareability, both traditional and modeYouth culture as seen in hiplife textuality,
therefore, is not apocalyptic: it is only an attenp leave the institutional pathways and
develop new ones.

The intended outcome of this research, therefsrty promote the theory of performance in
popular culture in literary studies in the Ghanaiaiversities, a study that has already started
in the Kwame Nkrumah University of Science and Textbgy, Ghana, but with little
success. The knowledge gained from this researnhatso add to a corpus of teaching
materials to train young Ghanaian musicians foneaac purposes. Again, information from
this research is to help Ghanaian readers, and othders for that matter, understand the

realities of the hiplife culture within the contexftglobalization.
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CHAPTER ONE
BACKGROUND AND RESEARCH DESIGN OF THE STUDY

1.0. Introduction

Ghana, a West African country which was colonizgdhe British and gained its independence in

1957, has a population of 24 million at the timewiting and covers a total area of 238,533 square
kilometres. Since its contact with the Britishhéds experienced comparatively rapid changes in its
socio-cultural development, not least in its mwsigch is intricately interwoven with the complex

web of the history of the country.

The contact with the British, which introduced oy a new system of administration, but a new
culture which brought in new types of music and icalsinstruments, had far reaching
consequences for music in the country. In the eiwh century, these factors cohered into
producing a new form of music, a popular music thedted Ghanaians to a blend of traditional and
foreign music called highlife. With the introduati@f radio in 1935, highlife ruled the air waves
and gradually became the staple of all social digtssrexcept the typically traditional ones. It was
used as an instrument in the struggle for indepeceleAfter independence it achieved the status of
a metaphor of the Ghanaian personality, the pridine first nation to be independent in Africa,
south of the Sahara. It was even exported to ethiéons who were then fighting for independence.
Highlife dominated the musical scene in Ghanah#l 1990s when it ceded its position as the major
popular music genre to hiplife, which unlike itsrgrat genre does not represent the proud
independent Ghana but epitomizes the modern Ghashésasearch for a citizenship in the global
community. Hiplife presents performers and audiemeainly the youth, who are members of the

same culture. Performers dramatize this cultuthécendorsement, admiration and participation of



the audience thus producing a kind of social retetip between them that celebrates Ghanaian

youth culture.

1.1. Background of the study
In 1980, what | mistook for Chic's “Good Timéshappened to be a revolutionary music called

“Rapper’s delight” in the US. | wanted to know whptayed it. | wanted to know who sang those

beautiful verses. | wanted to know the name ofoidaed, the title of the song and the year the album
was released. Little did | know that | had stae@denquiry into a phenomenon that would lead to a
musical genre in Ghana, hiplife, which would forme tmain focus of my PhD research thirty years

later.

“Rapper’s delight” was just a flash in the pan, hdeéft in its trail another taste for foreign mcts
rap music. It lurked in the background and onlykteeer when highlife started losing its grip on
Ghanaians. Due to the effect of the curfew that ingsosed on Ghanaians and other factors like
lack of foreign exchange to import instruments (i@s| 1994), highlife in the early 1980s sank to a
woeful level. There were however other artists wiare trying to be innovative. K. K. Kabobo’s
“Nyatenyate” completely passes for a rap song, éwveéhe mid-1980s. Then came Azigizar Jnr. of
GBC fame. Indeed, he was a clean rapper and managedmate the music scene in Ghana in the
early 1990s. Mahoney P. also came in with a sinstgle. We need to add that even in the 1970s,
the likes of Gyedu Blay Ambulley had made some atiweus forays into the rap art with his
“Simigwado”. Then Reggie Rockstone entered the es@eri996 and the reaction of music fans in
the country, with special reference to the youtas\weyond anybody’s imagination. It was as if the

fans had been expecting him for a long time andnigalkkeen starved of his presence, everybody

! Chic was a US band in the 1970s and 80s. Theréipsgroup in the US to produce a commercial rafoir9, Sugar
Hill, sampled Chic’s “Good Times” for “Rapper’s Dgit”.



wanted a bit of him on his arrival. Ghana came t@a dawn in its music history and the youth for
the first time had a collective voice in this magigenre called hiplife. It is a new form of popula
music but it goes beyond music: it is a movemendeéd, so compelling is the experience that one

would like to know what it is that makes the yoathpassionate about it. What is hiplife, after all?

1.2. The definition of hiplife
| put the same question to Reggie Rockstone asdaas his answer:

So we took high from highlife and hip...it was propearketing strategy. But then God
works his ways and it became a reality. But it vitalike we had a big board meeting and
we said we were going to rap in Twi, nothing adiubhppened.

Let us state that he was referring to hip hop winesaid “hip” because that was the context. He has
been corroborated all over the country. Lovinga@opular DJ in Kumasi, also defines hiplife as a
fusion comprising
Instrumentation from the Americans and the Jamaicmwe have the American and the
Jamaican stuff with our linguistic, from here, sdireg that is designed to favour the youth.

And his definition finds resonance in that of Bladkon and Shanti from the Northern region:

BLACK MOON: ... My way of defining hiplife is a kinadf music in which we sing,
rap and do a lot of things. | am done. It is jsisiging and rapping. Hiplife is a word
American call hiphop so mixed with highlife.

BLACK SHANTI: it is a combination of highlife antiphop music. So in short that
is how | will define it.

And Paa Kwasi, a rap enthusiast from the Westgion defines it as follows in an interview:

PK. | would say it is a different dimension.
PA. What different dimension?
PK. We use the Western beat and we do it our lweglin our local language.



Obour shares with this definition but would likee ddd that any modern Ghanaian music whether
with raps or not can be called hiplife. For Richaglyeman Berko, the producer of Tinny, the most

popular Ga rapper, the terminology is misplacedbse as he puts it:

So if you are doing some music and you want tbicabmething else, do you think it is the
best?

In other words, he is against the use of the tapiifén because it is not all the kinds of musicthg
youth that can be related to hip hop. We cannaigbin all the definitions gathered in the data but
what we have here is enough to indicate that leipifa mixture of highlife and hip hop and the
term itself indicates that it is not a total brdeskm the past but a continuation of the old in ane

cultural context.

Hiplife is predominantly a male affair even thoutjere have been occasionally some females like
Aberewa Nana, Mizbell and, of late, Eazzy and Tijfavho have hit the headlines. These young
men and women are basically secondary school Isavieo were often seen climbing the platforms
during entertainments nights advertising certairvescand dexterous verbal skills to the admiration
of their fans. They were and continue to be soipaate about rapping that even though some do
not continue education because of weak gradesrsothieo do have good grades but who might
have tasted stardom even before leaving schootlédoi sacrifice studying for stardom. It must
also be pointed out that some hiplife rappers heare:n completed their university education. All
these hiplife rappers are usually seen in what taly“akata”, a hip hop outfit: T-shirt and jeans
hanging down their buttocks, walking like cowboysdaspeaking American slang. They may
appear the happy-go-lucky type but have confideoks about them. They believe that one needs

to be tough to face the harsh economic realitigh@fcountry, and this ideology of toughness easily



comes through their performance in the form of gpeand even in the way they confront the

challenges they are confronted with in production.

The production of hiplife is technologically medidt Hiplife depends heavily on the computer,
making use of digital samplers which are eitheipbxb rhythmic lines (Rose, 1994: 63) of known
beats or beats of their own creation. All they nisea looped rhythm on the computer and they rap
the lines on it to construct a track. Rose is paldirly interested in the relationship between
traditional oral poetry and technology and sumseapobservation as “rap’s oral articulations are
heavily informed by technological processes” (RdA€94: 64). This means that though one would
expect that they make the computer fit into thethrhyof the traditional poetry, they rather subject
the rhythm of the traditional poetry to the exigescof technology and allow themselves to be
circumscribed by what the computer can offer by vedybeat. They nevertheless succeed in
bringing out the traditional flavour of their pogtifollowing the template of our alliterative and
praise poetry. Hiplife music borrows heavily frofmetrhythmic repertoire of traditional poetry
reinforcing Asante and Asante’s assertion thathimyis one of the major pillars of Afrocentric
modernisation process (Asante and Asante, 1989p)iféire-invents the traditional rhythm on the
computer to suit its modern audience (Osumare, :2B4p Hiplife artists are therefore poets who

depend on words rapped on computer-produced beats.

The musicians do not only use the computer to erbatts but they also use it to convert the
evanescent sound to a permanent sound through moetsrding technology. The song tracks are
recorded on CDs for commercial purposes. Again,hipéfe artist possesses another intriguing

means of keeping the song. This time it is notdbmmputer. It is through the traditional means of



keeping information: memory cues in acoustics andgery which helps them to recite very long

lines of poetry — a feature that is well exhibitedheir live shows.

Again, the computer seems to offer endless befwfhiplife music. It provides a virtual world for

performer/audience interaction. The musicians peirtsound tracks on the internet and sell them.
They also have the opportunity of interacting wilkir fans through email, Facebook and Twitter
correspondence. There is even a better interactlationship between the performer and his
audience which allows the performer to put his demahe internet and ask for the input of the
fans before he releases it, and so co-productidheofext is not only restricted to live performanc

it is moving to the virtual site too. The lyricseaalso given another permanent form by being

written on various web pages on the internet.

Being present in their live shows could easily @nte you. The text is co-produced, as mentioned
earlier, in that the audience recite the lines glavith the rapper, creating a very charged
atmosphere; everybody is part of the performané®& HAigh energy level displayed by both the
performer and the audience will easily make yogltéhe excitement that is exhibited during such

shows.

The hiplife musicians carry the narrative of theme (Shipley, 2009; Osumare, 2012). Their lyrics
reflect the latest technology in communicationawn. They sing about the mobile phone, the ipod,
internet and all the latest gadgets in multi-mezbanmunication and the latest cars in town thus
reflecting the kind of modern life in vogue. Higiimusic is mainly recreational and is played in
bars, clubs, school entertainment programmes, oarsadios and on TV. The musicians not only

express public opinion on contemporary life in thegrformance but also patrol the frontiers of the



generational divide between the youth and themdhting out the failure of moral responsibility of
the old to the youth. Perhaps these may be enagjbr$ that cohere into making the youth follow
hiplife, but why the youth are so much riveted bg hiplife experience is a question we have still
not answered. It is something that engages my palsttention and forms one of the main reasons

that propelled me to go into this research.

1.3 The study of hiplife
| have various reasons for conducting this resedncthe first place, | have great passion for musi

and any research that associates literary work witisic appeals to my academic disposition. To
investigate, therefore, a musical experience theitsea binary response — considered a riveting
engagement by the youth and considered to havedigge youth generation into a spiral of moral
degeneration by the old — could be an intriguirggagch project. It may appear, though, that hiplife
is ephemeral and the benefits of such a reseandld @ ephemeral too. This argument loses its
bite in the face of the fact that hiplife is notmgre genre of music but a youth psychology that is
going to be part of them till they become adulta&drom that, keeping records of such genres is
another means of adding knowledge to the worldeafring. | also have academic ambitions with
this research as well and hope to contribute towkexge in the theory of oral performance,
especially in Ghanaian scholarship, by promotingfgpmance theory (Bauman, 1977) in the
literature and language departments in our unittessand also to enrich the study of power as a
topic in political Sciences, Diasporic Studies, thiig and Gender Studieslepartments in our
universities. | also, by this research, hope tatié lacuna in Ghanaian scholarship in the study o
popular culture. So far as popular music in Ghaneoncerned, comparatively little has been done

in hiplife as an academic study. In addition tothd#t, this research holds a huge prospect for the

2 For further information on the use of lyrics irieais universities in Ghana, see John Collin’s gsebrial inaugural
lecture at Great Hall, University of Ghana, Legbr" November, 2005



Ghanaian youth’s chances in the job market. Knogdeaicquired in this research could be used to
help train young Ghanaians to become better musicidhus, as well as contributing to job

creation, this research may also help to creates sthhose economic activities will boost the

nation’s economy. This research will facilitate gtady of Ghanaian youth culture in general and
has the potential of providing Ghanaian governmerd non-governmental organizations related
to youth development information with regard to Wy hiplife has created a new kind of agency
for the Ghanaian youth (Osumare, 2012: 84, 117niMgthere are some African diasporas who
will find the Ghanaian indigenization of global hiypp presented in this research a call to their

roots and a discovery of a cultural belonging (Oaten2012: 2).

1.4 Research design: Introduction
It is said in anthropological circles that the daysen a “cultural object of study is fully accedsib

within a particular site” are over (Denzin and loht, 2000} and that most cultures are “now
within the interconnected spaces” (Gupta and Feryu$999f. This is why a study of Ghanaian
contemporary lyrics becomes another melting potaioranthropological enquiry which seeks to
interrogate the Ghanaian culture, a culture thasasmuch intertwined with other cultures. Of
course, any attempt to study the entire Ghanaidtareuwould be presumptuous, and so for the

purpose of this study, we limit our enquiry to ffe¥formance of hiplife as “texts”.

1.4.1 The Scope of Study

| look at performance as an expression of aesthatnd social relations in the Ghanaian

community. | am more interested in the formulaidtgras hiplife creates for the purpose of

3 For further reading, see Norman K. Denzin and Yao8. LincolnHandbook of Qualitative Researc2000.

4 Akhil Gupta and James Ferguson discuss “the field” as multiple sites for anthropological research. This goes contrary to
earlier works which would locate in one site. And it is also becoming increasingly clear that one field can serve as several
sites for different cultures. In studying the textuality of highlife and hiplife, Ghana is host to both local and foreign
cultures.



aesthetics and how these patterns serve as reflagdtthe contemporary Ghanaian society from the
point of view of social stratification and mobiljtthe position of the woman in the society, new
values and attitudes for the youth and how thelyoatvigate their social space in modern Ghana

and express their disenchantment about the olieisdciety.

My main preoccupation in this research is about hgiife uses detachability of cultural materials

and introduces them into performance for the pwmdshareability to

* re-invent traditional structures in praise poetnytihe modern context of “braggadocia” and
“dissing” and that reflects modern Ghana'’s systéstratification and mobility

» effect an interlocking relationship between thefgener and the audience as instances of
cultural production during live shows

* demonstrate the position of the woman in the copteary Ghanaian society

» evaluate the moral responsibility of the old to yeeing

» construct new values and attitudes for the youttcantemporary Ghana to cope with the
exigencies of global modernity

» construct formulaic patterns for aesthetics and orezation

Let us now look at the methodology used in reackinegiocus of the research as indicated above.

1.4.2. Methodology

It is important, at this stage, to explain why thgalitative study was most appropriate for this
study. First, | was dealing with factors that camsea combination of opinions and analysis through
debates “over the merits of symbolic interactiswgial system theory, critical theory of society”
(Denzin and Lincoln, 2000), and these are not iasueable terms. The research questions probed

people’s actions and looked for ideas and reactionthe human level and what people say about



these ideas and interactions. Even though the gtnetmethodology is widely known for its
potential for various fields of investigation inding those in the social sciences, | found the
gualitative methodology more appropriate in thigtipalar research because it was difficult to put
ideas, interactions and reactions on a scale ferpiwpose of measurement. The quantitative
approach was likely to oversimplify issues. Secotitt qualitative instruments afforded the
participants the opportunity to be more introspextand reflective, a condition that created the
appropriate window for the artists and the audignoexpress their views and tell their storiesrthei
own way, disinterring feelings, knowledge, valubattwould otherwise have been inaccessible
through the use of positivistic research instruragi@iddens, 1993, Schwandt, 2000, Creswell,
2003). Human beings move, so to study their livepeeence, the researcher needs to follow the
lived experience by observing it wherever it avditelf and this calls for flexibility and even
sometimes subtlety (Denzin, 1989) that the rigicasaeing instrument of positivist research cannot
offer. It means that this is an objective quahtatistudy, heavily supported by participant

observation.

1.4.3. Research Questions

The following questions were informed by the brdagimes of the study.

a) How were the thinking and feeling of Ghanaiansdivexperienced or expressed as a form of
consciousness as seen in hiplife performance ag?te

b) What kinds of ideas, materials or things were tlnbugorthy of being entextualised in
performance?

c) Which of these entextualised forms became morelpopnd recreated in performance?

d) What factors contributed to the dynamics of prafeecto the performance oral texts, and

e) How does that serve as the narrative of the lifdhefcontemporary Ghanaian?
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These questions led to metadiscursive materialsitii@med both performance and audience of
hiplife. It was mainly an investigation into sociaalities that nourished these texts. It was also
about how the texts unravelled hidden meaningsribld being taken for granted if performance
theories were not used to liberate the texts fioenconfines of being mere artefacts. Liberated from
the thick walls of being textual artifacts, thesgts$ utilised their new-found freedom to tell stari

that provided answers to why the Ghanaian socitynidergoing the change it is experiencing

today.

1.4.4. Assumptions

| needed to address the issues of assumptions opanty as a researcher, and on the part of
participants as well, in order to avoid stampedirig making misguided conclusions. For example,
| had a perception that for such a study, partidipavere knowledgeable in all the information they
were supposed to provide. It turned out that tauengrustworthiness and credibility, there was the
need to check the validity of what they told mearirother sources as well. For instance, informants
| contacted earlier on in the research suggestadhtplife, Akan rap, started in Accra, but field
work in Kumasi pointed to the contrary that it stdrin Kumasi. Again, the idea that successful
practitioners knew it all and that whatever theig seould certainly enrich the study was not wholly
true. Some of these informants turned the intersessions into monumentalizing their persona
and mythologizing their achievements. One such emeo was with C. K. Mann, the man credited
to have started the Western type of highlife. Hisveers were marvellous, but he tried to push in
the story of his spiritual life, a story that sough inflate his persona. Moreover, it was noketru
that all informants would be willing to voluntearformation. | had to do several phone calls to

Reggie Rockstone. It took Okyeame Kwame to taketonleim and we had to start the interview
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close to 10:00 pm. | had to chase K. K. Kabobotfay weeks and on the day | got him, | had to

wait from 9:30 am to 4:30 pm.

1.4.5 Biases
Let us now talk about the problem of biases on @y ps a researcher. It must be stated that like

any member of a human community, the researcHsuad to carry with him some level of biases
(Denzin and Lincoln, 2003). As | went through theld work, the phenomenology and the
epistemology of the hiplife texts revealed my paemntology. Having been playing instruments
from secondary school, to the university and theameafter my university days, and having worked
with a lot of known musicians like Egya Koo Nimoge$sa Simons, Afro Moses, and Okyeame
Kwame, | felt | knew a lot about the topic. | waswever humbled when | started the fieldwork.
For instance, before starting the fieldwork, | ithd impression that | had better knowledge in
rhythm in rap because, apart from Okyeame Kwangeother artists | had come in contact with did
not demonstrate enough knowledge in rhythm in damet Black Moon, Black Shanti and
Kawastone in Tamale and they proved me wrong. B&tthnti taught me how rhythm in rap was
used for the purpose of emotional appeal. In Kupfaigine of the Bradez and Macafee were very
conscious about the effect their rhythm createithénaudience. Lord Kenya and Joe Frazer told me
something new about rhythm in rap. | then reviseg motes and started using unstructured
interviews, instead of the semi-structured typéntdrview | was using, for more information and |
operated more from the constructivist's point oéwj constructing meaning based on what the
practitioners tell me and not what | knew (Schwar2®00). This also proved that the qualitative

instruments of research had their checks and badanc

My being a researcher from the university also geieed some level of bias on the part of my

informants against me. Some of them were suspi@busy intentions and would simply withdraw
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from the interview even if | explained in clearéstms what my intentions were. For example,
Boakye Yiadom at Pocalous Recording Studio woultp$y not talk and allow any picture of him

to be taken by me. Meanwhile he sat throughouwtha@e period of discussion.

1.4.6 The researcher

It is important to note that the comportment of tlesearcher could influence the flow of
information (Denzin and Lincoln, 2000; Spradley/729Wax, 1960). It is against this background
that |1 developed two kinds of philosophy that gdidee way | presented myself. First, | would
wear jeans and T-shirts and use their kind of laggu In some sites like God First Recording
Studio, | played music with them (Spradley, 1976ntana, 1977). They were so happy with me
and opened their doors for me at any time. | magttlsat this kind of self presentation depended on
who introduced me and whom they took me for. IngRmes Recording Studio in Kumasi, however,
the style mentioned above could not work. Flame& tme there and introduced me as a lecturer
from KNUST who was interested in what they werendoil was amazed at the kind of instant
attention | got. Everybody stopped what he was glaind gathered around me. | therefore took it
from there and maintained my status as a lecturagrvertical relationship (Becker, 1956). | was
aware this was a practice most researchers ingudenzin and Lincoln would not subscribe to,
but on that occasion | felt it was an experimentttvdrying. |1 was also very conscious of the fact
that if | did anything to let them feel inferiorwas not going to get their support for the exercis
(Peil, 1082). 1| lectured them on the concept @nling of the musician for about thirty minutes
and they were very happy. Contrary to my anticgratthey rather became very attentive and when
it came to their turn, they were very forthrighttvtheir opinions. The point was that they seemed
to harbour a lot in their chest about the unfavblg@osition they found themselves in the affairs o

the country and seeing me as somebody of the oldrgion, they decided to pour their hearts out,
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as if to complain. They spoke passionately aboutersaconcerning unemployment in the country

and the failure of the old generation. In any case, research like this, sincerity was the tasget

if they would be very sincere to me because theudht | represented the other generation,

someone whom they could confide in, then | did sex the reason why | should stop that style of
self presentation there. | have to say that fordtier sites, | used the egalitarian approach. The

guestion therefore was who were the informantspanticipants?

1.4.7 The Participants, informants and how they were reached

In all the sites — Tamale, Kumasi, Accra and Ta#tora | had two kinds of informants or
participants: performers and audience. The perfsmere generally the youth who were engaged
in hiplife and the old who belonged to the highlifadition. If I met one of them, just within
seconds, he could use the mobile phone to calldbeof the group. This snowball selection of
participants (Creswell, 2003) was very helpful tigbout all the sites. In Tamale, Moon and Shanti
would use their phone to call the rest and madegthvery easy for me. They also offered to serve
both as assistants and translators, a serviceasitoilthat which Abd alMalik ben Lahcen gave to
Rabinow (Rabinow, 1977). In Kumasi, Okyeame Kwanmel &lames played the same role.
Okyeame Kwame went with me to Accra and doubled filitator and assistant. Indeed, | had to
prepare Black Moon, Black Shanti and Okyeame Kwéonéhe fieldwork the same way | prepared
my permanent assistant, Margaret Quaisie (Mrs).dkoradi, KD, a sound engineer, could easily
link me up to most of the musicians. He would egerto the extent of giving the biography of the
musician and this facilitated questions relatingpimgraphical details. | could therefore access the

musicians in Tamale, Kumasi and Takoradi withowt groblem.
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| however had to pay attention to views presentetimake sure they were original views and not
group thoughts. If | felt the view given was infheed by the one presented by someone else, |
would ask a lot of questions till the participantrendered the group view and gave me his personal
one (Peil, 1982). | tried to watch closely the bdatyguage and the role they intended to play in the
interview (Potter, 1997; Silverman, 2000). Any atfe to play the superhero too also brought my
attention in the direction of further checks beeatigere was the possibility of facts manipulation

on the parts of informants.

| also need to comment on my audience participdntmost cases they were straightforward and
made no attempt to hide or exaggerate any facdldudience which was part of a live show and
that which was picked on the street and these vi@rerarious reasons. | wanted to have the
reaction of audience members who were not undenthuence of either the charm of the artist/live

music or alcohol and that was why | went to theedtto sample opinions. | also wanted the opinion
of participants who were involved with the performe. | sincerely believed this could offer me the
opportunity to examine the degree of emotional exwlent in performance, how lyrics resonated

with their personal circumstances and the degrebarige in consciousness.

1.4.8 Sites

The sites for the study were also carefully setéctechose the first four cities in Ghana: Accra,
Kumasi, Sekondi-Takoradi and Tamale. What inforrtied selection was the fact that hiplife, the
Ghanaian version of global hip hop, is principatyurban culture. The cities therefore serve as the
hub that holds the spokes of hiplife movement togetind any research of that genre has to start
with the cities. Again, no research had been camdutchroughout Ghana. Most researchers

believed that because it is an urban phenomenwestigations in Accra and Kumasi were enough,
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and this is evidenced by the kind of artists thatehpreviously been discussed in hiplife research.
No mention is made of any artist from Tamale argtoGhanaian urban centres such as Takoradi. |

therefore selected the major cities all over thentxy to fill that lacuna.

| hasten to add that in all these sites, | woulklit\all manner of places: schools, churches,
mosques, market places, shops, streets, hotelss ahd live shows, “trotro” and taxi stations, work
places, national cultural centres of the regions), al the Musigaoffices in the regions. Highlife
and hiplife covers both the old and young genenatso | would speak to people from all walks of
life: professionals, market women, pupils and stisleacademicians, young and old ladies, young
and old men, truck pushers, “trotro” and taxi drsyeand so forth. This, coupled with the fact that
the cities selected were evenly spread all overcthmtry gave me a broad spectrum of people to

speak to and that gave a fair representation gbdipelation | had to cover.

1.4.9 Interviews

| conducted focus group interviews, dyadic, muétiphd even telephone interviews.

1.4.10 Focus group

Some critics find the practice a bit cumbrous juggirom its potential of yielding large volumes of
data. They also complain that it could take a lortgee than other forms of methodology. Other
critics even doubt its reliability and validity (ki and Miller, 1986, Silverman, 1998, 2006, Seale,
1999, 2007). The answer to the first criticismhatta study covering the entire nation like the bne
was engaged in certainly required large volumeaté @oming from all parts of the country to be
able to produce results and findings that coula lb@r representation of the entire country. Irt,fac

it was part of my research design to use an ingnirthat could produce a large volume of data,

® This is the acronym for Musicians Union of Ghana.
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which the focus group methodology could do. In ttege therefore, time was needed both for the
interviews and the analysis. The criticism thas ttmethodology is time-consuming was irrelevant,
for the success of this research hinged more oarniwunt of data | could generate over a period of
time and how over this period of time, | could imsemyself in the culture of the sites of these

data to be able to do proper analysis.

There are further reasons for choosing the focasgmethodology for a work of this nature. The
discussion or the debate in a focus group profferddgh quality of data because of the inherent
self validation mechanism involved. There was meoltality as participants took turns to express
their views and in some cases, participants chgdlénthe views raised by other participants
(Krueger and Casey, 2000). In my interview with Neawet al, they challenged each other as to
who was the best rapper at that time. There wast argument that ensued and as a researcher, |
was not so much interested in who was really tlst tzgper; | was more interested in opinions that
would have otherwise been kept away from the intgrvAdmittedly, they were not professionals
or experts as we might expect them to be for adagoup but on that occasion, playing the role of
the audience of hiplife, they were exercising tisginse of judgement which was very germane to
the inquiry. Again, a point by one participant wagher developed by another and this facilitated
the construction of social meaning (Silverman, J0@yen the argument itself was part of the
social interaction among the practitioners thatmied part of my enquiry. This is succinctly
summed up by Blumer in his observation that thei$agroup is used for “A small number of such
individuals brought together as a discussion asduee group” and continues that this is “more
than any representative sample” (Blumer, 1969). édweer, focus group interviews offered
members of the hiplife subculture the voice of tiegacy and this strengthened their sense of

having a common interest and concern. In the irgerwith Awensem et al, the moment the issue
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of unemployment came up, they all became more@asted in the discussion because it was a

problem that affected all of them.

Perhaps what | found most influential using thistimdology was the fact that it had the potential
of correcting certain inaccuracies that would hgeee unnoticed in other quantitative instruments
like the survey methodology. In the quantitativevey methodology, there have been instances
when respondents have intentionally given incoreerdwers and since the methodology does not
have enough check systems, the inaccuracies gaiceoand this can affect the results of the
study. In the ethnographic approach as we finchendqualitative methodology however, some of
these inaccuracies are revealed as the interviegrggses. For example, interviews with KNUST
Architecture students and the students of LaboméoBeéligh School give fluent testimony to this.
At the beginning of the interview, | would ask whheir music preferences were and it happened
that students who would claim not to like hiplifie lboth occasions happened to have provided more
essential information about hiplife than those wkomed to like it. The implication was obvious:
they were pretending. There was and there istl#linotion, perpetrated by the old generation, that
hiplife is immoral and the young who associate vitittho not show signs of good upbringing. Even
though it is a myth, it is a belief that is widesad in the country. A lot of the students would
therefore create the impression of good upbrindgingimply distancing themselves from it in a
work like this and would pretend they preferred ggdsmusic, when in reality, hiplife was their
preferred choice of music. They were thus wellinfed because they listened to it all the time, and
that was why they could give better informationhoplife. The focus group discussion would give
them away because by the time the interview sesgauid end, it would have become clear who

was a hiplife fan and who was not. In a quantiasurvey, they would just give the answer and
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that was all; nothing would indicate that that wlas wrong answer. This takes us to the kind of

interviews conducted.

1.4.11 Unstructured interviews

| started with semi-structured interviews. It diot iake me too long to realise that the informants
and the participants had more to provide than whaad put down as an interview guide. As
indicated earlier, Black Moon and Black Shanti lgioiua lot more to the research than what | had
put down as questions, so | had to resort morbgaihstructured interview. This was to be enable
me explore a lot more on the field. | also realigkdt the unstructured interviews made the
interviewees feel very much at their ease. In Giost Recording Studio in Kumasi and New Image
Studio at Takoradi, the artists were so eager tritute that | sometimes found it difficult to
control the interview. Moreover, the interviews riteelves raised other researchable topics. Two
young musicians in Tamale hinted at the failuréhef old generation of Ghana to take care of the
youth, and Awensem was able to put this in cleleguage. This opinion was corroborated in

many interviews all over the country.

1.4.12 Dyadic interviews

| interviewed artists, sound engineers, producer$ ather people who were considered more
established in the music industry. This includedCMann, Jewell Ackah, K. K. Kabobo, Azigizar
Jnr., Reggie Rockstone, Okyeame Kwame, Obour, JegeF, Guru, Zapp Marlet, Morris
Babyface, Abraham Ohene Djan and others. | didsthk following reasons: | wanted

a) their personal opinion on the topic,

b) to check what had been said about them, and

c) to establish the historical development of hipltiearing not only from those who witnessed

it but also from those who created it.
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1.4.13 Multiple interviews

There were times, due to the information | was iogKor, | could not have enough participants to
constitute a focus group. | had two or three pigndicts. For example, when | was looking for what
constituted stardom in hiplilfe, it was not easytimg together all the array of stars that | cofiradl

in Kumasi. With the limited resources | had, | wasde to get Okyeame Kwame and Stone of
Bradez and | later got Andy Dosty to join the groupould easily control the group and the

discussion was very successful.

1.4.14 Telephone interviews

On a few occasions, | had to resort to the telephas a means of conducting interviews. This
happened when | needed instant answers or readboas ongoing phenomenon concerning the
research. For example on the issue of dissinge thvere occasions when | heard a song that was

" Okyeame Kwame, | would call him to tune to thaitisn and offer me his instant

“dissing
reaction and comment. | did this because | neededers that were not premeditated. This was
how | could get to the subterranean meanings of dhgoing process. And indeed he was

sometimes so emotional and yet could not counteat wias being said for reasons of the persona

he had put out there as part of his branding: drdlgman. | also interviewed Charles Amoah on

the phone, using the same strategy to elicit tleelee information regarding “dissing”.

1.4.15 Transcription
| recorded all the interviews on either a digitadwe recorder or a cassette-tape recorder as social

records available for the academic community. d &aent on to transcribe them to serve as records

not only for the academic community but for theilfetion of analysis, relying on it to identify

® This is a hip hop term which means to be disrefigo the other person.
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sequences of related talks and using it to exaimime speakers take on certain roles and identities

through their talk (Silverman, 2000).

1.4.16 Participant observation

| observed closely what the participants and infomta had been telling me by visiting them in their
houses, attending the live shows of some of thethemtablishing a very close relationship with
them. This made the fieldwork very interactive ahdt alone had its own way of generating
information on the work. It got to a point wherbdd grown so used to some of them that | could
almost predict what they were likely to say or daxtin their shows. Apart from the fact that it
indicated | had reached the limit of what | wantecknow from them, it was also an eye witness
testimony, validating what they had told me. Instbiase, | assumed the role of an observer-as-
participant (Silverman, 2000). There were momeritad to go beyond the role of an observer-as-
participant to that of a participant-as-observelvédman, 2000), playing the lead or the bass guita
with the St. Peter's Cathedral Gospel Band. | dig to have in-depth knowledge about the
stimulus that could trigger certain specific reacs from the audience and being just an observer
would not have given me that opportunity. Throulis imethod, | was able to identify shareable
cultural materials that could stimulate the religimotional response of the congregation in that
church. | was able to describe from the point efwif the performer - composing the song, being
part of the group which was playing — playing theitar — observing the way the
audience/congregation was reacting to these spepiapared signals in gospel highlife. | was also
interested in observing the congregation resporgbgpel highlife. | also wanted to see whether it
was the same enthusiasm the British in the Normathdlic Chaplaincy in Birmingham respond to
gospel rock in church or even the way the Britisthie Gospel Life Church, a Pentecostal church in

Birmingham, respond to gospel rock music. | mustthés research was not only in the Catholic
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Church of Ghana. | extended it to the Presbyte@harch of Ghana and other churches too. This
role has sometimes been looked at with a cynical with the reason that the participant-as-
observer could bring his talent and limitationshe exercise and in that case the result could be
reached only through his eyes, reducing the ex@toi® mere subjective enterprise. | was aware of
this therefore |1 was very specific with what | wedht looking for shareable materials. That was
selective observation. In other sessions of obsieryal had to withdraw from the band so that |
could properly observe other processes. Other medses like Angrosino (1992) had played similar

roles in their researches.

| went to clubs, funeral grounds, entertainmeghts and live performances. At the Sports Stadium
Entertainment Centre, Jubilee Park in Kumasi, Aherkfotel and May Spot in Takoradi, the
Zanzibar Night Club in Accra and other entertaintnentres in other regions where | conducted
the research, | did not only observe the performarthe stage but mixed up with the audience and
observed closely their response to the performérsvas particularly interested in the
performer/audience relationship, the emotional@asp of the audience and the degree to which the
culture became shareable materials between therpef and the audience. | was therefore able to

cover any available space that | could find indabservational process as a researcher.

1.4.17 Ethical Considerations

| looked at issues of permission, privacy and miitfud would always inform the informants or
participants well ahead of time and seek permisdi@iso had a letter of introduction from my
department as a way of introducing myself and thwgse of my visit (Peil, 1982). The offices of
Musiga in all the regions | visited were contactedt before | started any fieldwork. | would

identify myself and explain the purpose of my warkd made the officials understand the risk and

22



legal implications involved. | would do the samethe individual informants too and make them
aware | was recording the interview. The informasttsuld always show willingness to talk before
| started recording the interview. | was also gaitr about the right of privacy of my informants
and protected the identity of the individual whaformation given had the potential of making the
image of the giver vulnerable. | was also concergalit mutuality. This meant that | would try to
do something in return for information given. | viddake them for a lunch, buy them toffees and

even give them tips if they requested it.

1.4.18 Analysis

The analysis has four main levels: the text, pemforce, what people say about texts and

performance and my interpretation of all that,dwling a close examination of fieldwork materials.

First, the work is primarily textual analysis ofphie lyrics of contemporary Ghana. Texts are
words which are performed and the performance ¢sm lze categorized under various genres.
These words of hiplife are however part of a liviexperience of the performers and audience of
these genres so we look at the living experiendbexde people on one hand and on the other hand,
look at how music is created out of the musicaditghe rhythm that the use of these words used in

their natural linguistic environment create.

Second, | look at how the texts or the performamoesments on themselves. This metatexts study
reveals how the texts and the performers indicate the performance or the text should be seen.
Through the use of “braggadocia” and “dissifhdiiplife provides enough metatexts and we are

instructed as to how we should handle those péati¢exts as genres.

"“Bragadocio” and “dissing” are forms of praise prgevhich migrated from hip hop to hiplife. Thisrist to discount
the fact these practices originated from Africaleést in their modern contexts, they are re-cdotdized in the
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Third, | also take a close look at what performether players in the music industry like the
producers and audience generally say about andoiatehiplife; the way hiplife reflects their
experience as social beings. Some of what theywasdbased on evidence and other things were
hearsay. Sources like adverts, newspapers, and lvegre always consulted as part of the means of

consolidating the veracity of what was said.

Finally, | looked at interpretations that came apking at levels 1, 2 and 3 as stated in this secti

This involved the results and findings of the gap@nt observation, following dominant themes
and recurrent patterns throughout the data. Indeesdjlable literature makes it clear that
description and interpretation are separated hyrabreath in qualitative study (Wolcot, 1994) and
so both methods of presentation were used withoytdagscrimination against any of them, having
recourse to a semiotic structuralist style of iptetation (Leach, 1978and deconstruction theories
(Derrida, 1976)to help bring out the socially subterranean megsin the texts. These texts were

transcriptions and translations of hiplife songs.

1.4.19 Limitations

| had problems with funding and this affected thieation of stay in some of the sites. The problem
| had in Accra however was not related to fundiAgcra was quite a difficult terrain and as
reported in my diaries, | had to trek long distantte meet artists and the situation even got worse

when Okyeame Kwame left for Kumasi after the secemk, for | had a lot of difficulties

American society and it is the re-contexualiseciagr of this kind of poetry we are talking abowBrdgadocio” is self-
praising and “dissing” is the inverted form of “ggadocio” when you praise by condemning the other.

® This is the study of signs and symbols in theitien to cultural interpretations. For further désy, see Edmund
Leach,Culture and Communication: The Logic by which Sylsiace Connected

° See Jaques Derridaf GrammatologyHe deconstructs the works of major writers likenfan Jakobson and Levi-
Strauss. He deconstructs these works showing tlemces” or the conflicts inherent in texts whiamtribute to the
meaning of the texts, cracking the story open asitiing its tranquillity as John D. Caputo wouplat it.
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accessing the artists. Mizbell, for example, faited on three occasions. Obrafour did the same.
Tiny, Edem and Hammer called me to meet them aKtiteka International Airport only to see

them fly to South African without a word to me.

1.5 Theoretical considerations
Hiplife lyrics, unlike traditional poetry, are wign and memorized. | could therefore consider

hiplife lyrics as text and as performance at th@eséime but when | used it as performance, text

was inclusive.

| was guided by two factors: the performance oflyiies of hiplife as aesthetics and as expression
of social realities. | drew on A. B. Lord and Hawel{’s contribution to performance theory when
considering hiplife lyrics as aesthetics. Lord @soMilman Parry’s definition of formula as “a
group of words which is regularly employed undex #ame metrical conditions to express a given
idea” (Parry quoted in Lord, 1960: 30). Lord mensosome of the formulaic expressions as
“repetitions”, “stock epic”, and “stereotyped pheas Others are parallelism, balancing, opposition
of words and he concludes that these are what ‘eggdate as melodic, metric, syntactic and
acoustic patterns” (Lord, 1960). Perhaps Haveloekeb captures the aesthetic nature of these
elements when he observes that these patterns bs@mi‘art’ in our modern sense of the term, it
cajoles through pleasure the ear” (Havelock, 19B8% creating virtuosity in the performer who

casts his hypnotic spell on his audience and thtbems into ecstasy.

Again, these formulaic patterns serve as memorg foiethe memorization of the hiplife written
text which becomes detached from its immediateecdrdand entextualised in oral performance. It
is interesting to note that the written text waelit detached from the culture before it was degdch

again for oral performance. Indeed, we can talkwad main ideas here: entextualization which
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involves rendering a text detachable from its imiatedcontext (Urban, 1996: 21) and the cultural
template which is given a material form in sucocessnoments of performance (Urban, 2001). The
audience who recites the lyrics with the artist mngpes the lyrics from the head, using the same
cultural template or formulaic patterns just assdtee artist, exactly the same manner traditional
poetry is memorized. Thus memorization of hiplggttis unique in certain respects. This, however,
does not mean that every recitation or memorizaigothe same as the other because while the
cultural template in the form of formulaic patteatlows memorization, it is further nourished by
the individual artist's sense of creativity at segsive instantiations, thus no two hiplife

performance occasions have the same performance, (1960).

These patterns have functions other than aesthdiiesy are also “interpretative frame within

which the message being communicated are to bersindd, and that this frame contrasts with at
least one other frame” (Bauman, 1977: 11). Theyigeothe genre called hiplife which has its own
conventions and we can only appreciate it followihg conventions as we see spelt out in the
metatext of “dissing”. The metatext and other pagewhich help to interpret the lyrics are the
metacommunication. We detach the pattern from theadiate context of the society and the
pattern provides the nexus of the group (Haveld®&82), the nexus of the community. This is
when the lyrics carry the narrative of the commyritere we see the position of the woman, new
values and attitudes, the social stratification amabilization, the moral responsibility of the old

and various ideologies of the youth in the conterapoGhana.

1.6 Summary
The historical development of Ghana has left itprints on its music. The new contemporary

music of Ghana, hiplife, presents new values, uaktis, cultural behaviours and socio-cultural

realities which are integral part of the historickvelopment of Ghana. We see such emerging
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Ghanaian culture in the performative structurehbiplife, a contemporary musical genre that seeks
to recontextualize old cultures in new ones aneifpr cultures in local ones (Shipley, 2009;
Osumare, 2012). The study of the textuality of eamgorary lyrics like that of hiplife which
explores the lived experience and the ideologyhef Ghanaian youth can therefore best be done
using the qualitative research method. In the wcepter, we will look at the extant literature on
African hip hop, region by region, and look at #went to which this research contributes to this

literature.
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CHAPTER TWO
LITERATURE REVIEW, HISTORY AND CULTURE OF HIPLIFE

2.0 Introduction
Every culture has its antecedents and this chdmsically shows that hiplife is not an isolated

cultural development in Ghana. It has its histdremad cultural antecedents, internal and external
connections as hinted in chapter one. Even thohghethas not been much literature done on the
internal development of hiplife, a lot of work hasen done on hip hop’s external connections and on
parallel hip hop genres across Africa. This chafiterefore starts with a review of writings on hip
hop in Africa in general, continues by looking lag thiplife lyrics in a spoken, written and musical
word continuum, and finally turns to certain int@rnhistorical developments, including the
precursors of hiplife and cultural antecedentsiphife where we look at the hiplife culture and the

hiplife art as community memory.

Initial studies on hip hop appeared confined to W& where it started (Hager, 1984; Toop, 1984;
Pearlman, 1988; Halberstam, 1989; Rose, 1994) Mgdton hip hop as a commercial art in the US
have influenced writers from other regions whiclvéh&xperienced the spill over of this cultural
revolution and this includes continental Africatdrature on hip hop or rdpin Africa can be
grouped into two major categories: that which d@pshop as constructing social change, and that
which sees it as expressing culture (which mayuthelsocial change). Various works on hip hop in
Africa have indicated that rap or hip hop recorguhe African socio-cultural text to straddletbot
traditional and modern worlds (Gross et al, 19%) de Merwe, 1989; Mazouzi, 1990; Moulard-
Kouka, 2005; Auzanneau, 2002; Ntarangwi, 2009; &mgR008; Stephens, 2009; Journo, 2009;

Stroeken, 2005). We also have an appreciable vobfmerk indicating that the African hip hop or

19 The words hip hop and rap are generally consideoedo have separate meanings and the two findgbkes inextricably linked
in the study of hip hop in Africa. It is therefarenvenient to use these terms interchangeablyisrsthdy.
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rap carries the social narrative of the people ahdresses burning social issues through expressive
cultures which include the linguistic and other g®m structures like fashion, body language and
other generational signs (Tarek, 2001; Auzannead)22 Akinde, 2007; Hohlhagen, 2007,
Ntarangwi, 2009; Samper, 2004; Nyairo and Ogud®32&nglert, 2008; Stroeken, 2005, Diab,

2010).

2.1 Literature review
The organization of this literature review adoptsegional approach, grouping continental Africa

into five zones: North, West, Central, East andtB@drica because even though we are dealing with
hip hop as a genre, each region has something eitdgaffer to African hip hop. It must be pointed
out however that selected countries from variogsores will be represented and the term African hip
hop is used to represent all African contemporanysiocal arts related to American hip hop,

notwithstanding their regional names.

2.1.1. Pioneering works

North Africa, especially Algeria, enjoys a verylritiip hop culture. Writing on how European
cultures are now being influenced by Islam throumgigration, Gross et al describe the early
influence of rap on Maghreb culture, offering aorigus analysis of the manner in which rap has
been infused into traditional Maghreb music caltad (Gross et al, 1989; Mazouzi, 1990). The
history of rai, specifically in Algeria, dates battkthe1930s. It deals with social issues likeorsl
liberation struggle, wine, love and the pleasurenairginal life (Gross et al, Parales, 2002). In a
country known for its strict moral and religiousastlards, rai certainly takes on a resistance

dimension (Pareles, 2002; DeAngelis, 2003). Thénkgilof Cheb Hosni during a live televised
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concert in 1994 by Islamic fundamentalists, who saivas anti-Islamic and pro-West&tnfor
allowing himself to be kissed on the cheek on stéi@areles, 2002, DeAngelis, 2003) and
subsequent killings of rai singers and produceke ltdone very little to stop the rai movement in
Algeria®?. Today we still have rai superstars like Cheb KHalCheb Mami, Chaba Fadela and Cheb
Sahraoui, even though some of them have relocatBdance for safety reasons (Gross et al, 1998).
The artistes do not only resist the status quo.pBaplike | AM and Human Spirit mix reggae,
Nigerian highlife, African American rhythms and Aranelody (Gross et al, 1998) making a fluent
statement for globalization, a “cultural interantiog, interaction of ideologies” (Bakhtin, 1981:
29). This has helped the society to produce diffekinds of people, that Adil Jazotfliclassifies
into four categories, the assimilationists, thosewompletely conform to the French culture, the
delinquents, known for crime and violence, the etmationalists who conform to an Arab or
Berber socio-cultural universe and the hybrids whibrace both Arab and French cultures (Gross
et al, 1989). Clearly, rai has brought in its trail cultural flow and an irreversible social
transformation in Algeria which is even exportedotber Maghreb regions and France, and this

may even serve as a historical antecedent to #sept political unrest in that region.

Another country worth mentioning in terms of suclsaxial transformation is Egypt. Hip hop is
believed to have been introduced to Egypt by Shalddalel Rahim (Loza, 2004; Grippo, 2006,
Veash, 2002). It is a fact that Abdel Rahim introeld ghetto culture into public discourse but the
hip hop group MTM are known to have produced thst fauthentic taste of modern hip hop in

Egypt (Loza, 2004). Indeed, another Egyptian top group, Mad Skillz Empire (MSE) believes

1 The interpretation of rai in Algeria depends oa $ide of the divide one belongs to. Outsiders trgk rai as modernisation while
Islamic fundamentalists see it as disruptive ajutious to their social order. DeAngelis explaihattFrance prevails over the
Algerian government to loosen up its grips on oaithe former reason.

12 For further reading on how Algeria becomes a Idonshe dramatisation of the conflict between isimand Western worlds, see
Nasser Al-Taee, “Running with Rebels: Politics, litlgnand Sexual Narrative in Algerian Rai.”In Echéml. 5, Issue 1 (Spring
1993), www. Echo.ucla.edu

13 See Gross et al.
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street culture even exists in traditional Egypt@rture citing examples of pre-Islamic poetry
featuring poets who used poetry to criticise onetlaer and concluding that that might have been
the origin of MC battles (Loza, 2004). The groupgNam Masry with their mixture of traditional
instruments like the “oud” and “ganum” do not catugé the only metaphor of cultural ecumenism
going on in Egypt. Emmanuelle Amira, a female rappkinternational repute, who combines
traditional and Western cultures, is a symbol ¢ tultural hybridity and change in a transforming
patriarchal society (Diab, 2010). Even though ¢hadistes are seen as socially disruptive by the
elite whose open disapproval is registered in tlagrides they inundate the Egyptian dailies with
(Grippo et al, 2006), the hip hop artistes, repnaag the youth culture of change, simply seem

unstoppable.

West Africa is another region where hip hop serassan instrument of social change. Even
though the change in this region may not produoéert generational and political confrontations
as we find in Algeria (Gross et al, 1992), this nlasm of youth expression still maintains its
subversive nature and serves as the “voice of diheehess”. Like its North African counterpart, hip
hop in West Africa is a combination of traditiorsald modern cultures (Gross et al, 1992, Grippo,
2006; Atia, 2001; Moulard-Kouka, 2005; Stephen®)@®0vhlami, 2004; Akindes, 2007; Perullo,
2005; Osumare, 2012) and this is made even modemvin Senegalese hip hop where the ancient
Senegalese praise poetry by the griots (Diop, 18@@Bnara, 1992), makes rap easily accessible and
most amenable to the youth culture there. The rapiperefore present the past through an idyllic
lens of positivity (Moulard-Kouka, 2005: 237). lact, Moulard-Kouka sees Senegalese rap as a
hybrid of oral and written texts (Moulard-Kouka,@0) 234; Zegnani, 2004): it is also seen as a
literary text production which starts as an indiadl enterprise and ends up as a collective one

(Moulard-Kouka, 2005). The manner in which she uses her subject is mentally stimulating,
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pointing out that hip hop or rap is a fertile dite linguistic investigation where neologisms, loan
words in street French, code-switching, simplificatof Wolof morphology, syntax and lexicals
can easily be studied (Moulard-Kouka, 2005: 234}2&he concludes that by its very congenial
nature, that strand of street French in rap carestthe unofficial lingua franca in Senegal for
occasions that do not require standard Frenchaglitibnal or classical Wolof (Moulard-Kouka,
2005). Apart from being an instrument of expresshe changing and newly developed linguistic
structures in street French (Moulard-Kouka, 20@%; 2Auzanneau, 2002), hip hop also maintains a
very lively relationship with politics in SenegaDJ Magee reveals that it played a very significant
role in the change of regime that replaced formmsident Abdou Diouf with President Wade.
Similar roles of hip hop have been recorded in Gatvbere the President Ali-Ben Bongo was
known to have been on stage rapping, an attemgeltchis political persona and message to the
youth in the country and in Kenya where Gidi GidajMMaji’s “Unbwogable” was adopted by the
opposition parties. This was a move which seemdutht@ struck the right chord in the electorate,
leading to the ousting of Arap Moi who had beemfiice for more than twenty years (Ntarangwi,
2009: 76-77; Nyairo and Ogude, 2005). We can alsation Benjamin Mkapa, the President of
Tanzania’s adoption of Prof. Jay’s “Ndio mzee” tarw his ministers to avoid giving unrealistic
promises (Ntarangwi, 2009). To reinforce the pcéditiappeal of hip hop, we could cite further
examples from the US experience. Russel Simonsagaled the hip hop energy in mainstream
politics, the kind Conrad Mohammed and others hgetting the youth of 18-24 years into civic
activism, and Queen Latifah’s “click and be heapddject that registered more than 60 million

youth in the months leading to the 2000 presidéatextions (Kitwana, 2002).

Hip hop has not lost its political appeal in lvd@past either. This time, it is used as an agency fo

peace building. For a country that has experieneadin recent years, coupé-decalé, the equivalent
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of the US hip hop in Ivory Codét provides rhythms and lyrics primarily meant todsnced to,
not to be meditated upon. The lyrics appear apalitand this is calculated to turn the people’s
mind away from political confrontation in the copn{Hohlhagen, 2007). However, according to
Schumann (2012: 539, 552), there is a related ygahre in Ivory Coast, zouglou, which
articulates the grievances of impoverished schaop-@uts. In certain circumstances, zouglou
voices direct criticisms of the government.

Central Africa is also experiencing an emerging &dwibrant hip hop culture. Countries like the
Democratic Republic of Congo and Congo (Brazzaviddl have very interesting hip hop
landscapes but one country in the region that tatest the apotheosis of the hip hop culture is
Gabon. Gabon catches the eye of Michelle Auzannéauprovides a detailed linguistic analysis of
hip hop and comparing Gabon to Senegal, he disspesth amazing clarity, the influence of 1
on the French language. Such influence, accordingim, creates a hybrid that becomes the
nativised form of French (Auzanneau, 2002; Mouldaika, 2005; Kachru, 1982). He postulates
that this nativization is the result of urbanizatihat seeks self expression in combining tradation
and foreign cultural forces. Urbanization in suchomtext, expresses the new and hybrid culture
through language (Auzanneau, 2002). He finds adegugport in Moulard-Kouka (2005: 236).
These findings have been corroborated by their Efgtan counterparts (Perullo, 2005; Stroeken,
2005; Englert, 2009; Ntarangwi, 2009; Nyairo andu@g 2003; Samper, 2004 ; Journo, 2009;
Samper, 2004 ) and even other writers in West Afiidio may not specifically have hip hop as

their field (Bamgbose, 1971; Sey, 1973; Bokamb&2i&achru, 1982).

East Africa has a comparatively more robust liteion African hip hop. All the writers seem to

engage in matters of youth identity: how anti-hegeynideology constructs youth identity. In

14 Coupé-decalé is an amalgamation of various loaaffareign rhythms and it uses rap as well. Sinégtihe most popular
in lvory Coast, we use it for our analysis.
15 L1 stands for the mother tongue language of agyodpeople.
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Tanzania, the major preoccupation of these writeh®w hip hop is used to create public space for
youth identity (Perullo, 2005; Stroeken, 2005; Engl2008; Nyairo and Ogude, 2003; Ntarangwi,
2009). Alex Perullo points out that hip hop is theus for discussing matters like unemployment,
inadequate social infrastructure, Aids and manyenmssues that directly affect youth survival and
almost all the writers (Perullo, 2005; StroekenQ20Englert, 2008, Ntarangwi, 2009; Nyairo and
Ogude, 2003; Samper, 2004) are in unison on thheyTalso speak of the combination of
traditional and modern cultures and that this hdibrifinds expression in a regional collaboration
between rappers of Kenya, Uganda and Tanzanigkibgedown the tribal and national barriers and
exporting cultural flow and mixtures across thedaos in the sub region (Ntarangwi, 2009). Again,
it is this hybridity that configures the new yowgkpression which redraws the Tanzanian cultural
lines within the context of power relations, sepiatathe identity associated with the dominant
power (Hebdige, 198% from the identity which is not. We could referttee generation which is
not closely associated with the dominant powerhasnew generation (Foucault, 1977; Stroeken,
2005). Stroeken proceeds with an interesting dethatethe anti-hegemonic culture of the youth is
immunized through the concept of “keeping it real’street philosophy that seeks legitimization in
jettisoning the traditional moral grounds and dreata new one on which the accuser and the
accused are located on the same moral groundsictheser is as guilty as the accused (Stroeken,
2005) as we find in “dissing” (Rose, 1994). Thih@w hip hop, a hidden transcript (Scott, 1990),
subverts the dominant power (Hebdige, 1987). Ehdglewever counters Stroeken’s position with
the reason that hip hop is mainly an economic pris& that separates the economic successful
artistes who are the superstars, from the lessessftd who are underground rappers (Englert,
2008). Her persuasion is premised on the grounds lilbngo flava, the Tanzanian variety of

African hip hop, means surviving the harsh Tanzaeieonomic realities with the brains.

'8 This is a term used by Hebdige to refer to theidant power of the society.
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This same anti-hegemonic ideology is practisedhgy Kenyan rappers. They mainly interpret the
“normalizing” power (Foucault, 1977) to be thattbé colonial master and unlike artistes in most
parts of Africa, they align themselves with the giheration who fought against the colonial powers
(Samper, 2004). This has created a platform fomthe@ enter the public sphere hitherto occupied
only by politicians, opinion shapers and scholargl d@hrough its subversive operations, has
introduced youth identity a syncretic culture coisipg the traditional and modern cultures

(Ntarangwi, 2009: 20-43). Hip hop thus registerkiral of presence that generates a new kind of
literary energy in poetry which demonstrates thenglexity and fluidity of contemporary urban

cosmopolitan experience in which different ethmioups co-exist. This development helps to erase
ethnic allegiances and its accompanying prejudibgs,hop thus assuming the role of a verbal

metaphor of Kenyan social hybridization (Journd)20

Again, East African writers on hip hop are also@aned about the epistemics of feminism in that
region, considering feminism’s anti-hegemonic s¢amc the modern world (Ntarangwi, 2009;

Lakoff, 1975). This is evidenced in Chameleone’sativh mia” which attempts to break the silence
over stronger women whose good works are hiddentdueceived attitudes of the ‘normalizing’

(Foucault, 1977, 1990: 30, 39) or the public traps¢Scott, 1990) in Uganda (Ntarangwi, 2009). In
addition, Ntarangwi says that hip hop has helpdaréak the silence on sex in the public spacetand i
has also helped remove the social stigma that sodAIDS patients thus paving the way for better
health care for victims of the scourge (Ntaran@@09: 68-93). He comments on the cultural flow

there and states further that hip hop also serwescanduit for foreign culture in Uganda.
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One African hip hop genre that makes no secret tathmucultural flow of foreign origin is South
African kwaito. It is a contemporary black dancesmuan amalgamation of American hip hop,
European house music, other international musicSandh African traditional music which relies on
computer and synthesizers for its production (S#@ph2000; Steingo, 2007) It appropriates modern
entrepreneurial strategies like capital manipufatixd culture, commodity aesthetics, consumerism
and materialism (Magubane, 2006; Stephens, 2008). Eeading through the lenses of Hegelian
dialectics, Steingo proves that kwaito’s seemingedéering of political power is to make a political
statement of freedom and peace (Impey, 2001, Mhla@®04; Steingo, 2007; Coplan, 2005;
Stephens, 2000) which is the new direction for {#gsdrtheid South African politics. Steingo states
further that kwaito is a powerful political levem@nd while its clandestine power over the youth
goes unnoticed, hip hop also plays both a restaciind liberating role in the lives of the women:
objectifying them and at the same time creatingnagefor their self- representation in post-
Apartheid South Africa (Impey, 2001; Steingo, 200&hd as in East Africa, and to some extent
isolated cases in Egypt, the women in South Afhiage entered the public space, expressing their

world view and making their voices heard.

Available literature on African hip hop thereforearly demonstrates that hip hop constructs African
youth identity in variegated ways. Its influencess powerful that even in the face of Islamic
fundamentalist killings in Algeria, the youth aretermined to maintain their new-found identity
(Gross et al, 1992; Mazouzi, 1990). In other cdastlike Senegal, Gabon, Kenya and South Africa,
the hip hop identity plays a very catalytically rafgcant role in voting (Ntarangwi, 2009: 77,
Steingo, 2007; Stephens, 2000; Waterflow, 2008 pidgAfrican hip hop uses languages based on
the sociolinguistic energy of the people, creatuagious varieties from the “norm” of the native

speaker (Bamgbose, 1982; Bokamba, 1982; Sey, 1Mdd8|ard-Kouka, 2005; Auzanneau, 2002;
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Journo, 2009; Krachu, 1982; Englert, 2008) and $leisres as the most appropriate instrument to
express contemporary syncretic experiential realithat Africa is currently undergoing.

2.1.2. Observation
Sophie Moulard-Kouka posits that rap in Senegal liybrid of written and oral texts. She predicates

her position on the following facts. First, rap teestart with writing, an individual enterprise fare

it reaches a collective audience where it assuteewal character. Second, rap demonstrates lterar
resources by referring to radical writers like GieAnta Diop, Senghor, Aimé Césaire, and even to
the print media. Third, rap uses story telling dheatrical techniques, and she cites Pee Froisse’s
“Afrika for Afrikans” text, which divides into actand scenes. My data contain all the elements in
Moulard-Kouka’s submission, especially the factt treppers write their lyrics and perform them
without reading the written work, but even thougip ris mainly an art that thrives on hybridity,
evidence from my data does not corroborate hetipoghat rap is a hybrid of written and oral texts
the written and the oral texts co-exist in a cantim'’ and there is no hybridity even though they
mutually influence each otheFor starters, even though the typology of the tewtitten or oral —
has been a subject of huge debate in literaryesdréGoody, 1977; Havelock, 1982; Ong, 1982;
Soyinka, 1976), there is enough evidence thatasexnediation for knowledge record keeping has a
better potential of pointing to whether a text raloor written. Oral and written texts have their
separate means of keeping records of knowledge d¥%04977; Havelock, 1963: 61-68;
Tonkin,1992; Ong, 2000: 57) The pioneering workAofB. Lord showed that the poetics of written
text is different from that of the oral (Lord, 196@ack Goody, similarly, is very clear that the
structures used in oral text poetics are mainlynidas that serve as memory cues in cultures which
do not write down information (Goody, 1977). Theitten text can be logically and rationally

ordered, while the oral text cannot (Goody, 197iAgQ982). Even though there has been a lot of

7 In the next section, | demonstrate that this contin, in the case of hiplife, extends to the musiaad, the hiplife lyric, a
phenomenon that has not been paid much attentionest African hip hop and music literature.
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criticism by scholars like Finnegan (1988) of tlea of a sharp divide between oral and written
modes as claimed by other writers like Ong (198%) &oody (1977), my data overwhelmingly
provide evidence of formulas and formulaic struesuthat discernibly tilt more towards the oral,

even though the formulas are in the written form.

The position adopted therefore is that even thaighrappers write down their lyrics, the text
produced is written, on one hand, and oral, oncther, but certainly not a hybrid. Lord explains
that the “use of writing in setting down oral texles not ‘per se’ have any effect on oral traditio
(Lord, 2000: 128). It is a means of recording dmeltexts “are purely oral” (Lord, 2000: 128). This
is what reinforces my position that writing is ordymedium for keeping record of what is to be
performed orally. Let us draw an analogy here: atev is kept in a pot, it still remains water and
not a mixture of water and pot. The two are sepagatn though they co-exist. A mixture of the
two, as Moulard-Kouka claims, is analogous to arisitional” text® (Lord, 2000: 128). The
guestion that Lord poses is “whether there can Begle individual who in composing an epic
would think now in one way and now in another,g@trhaps, in a manner that is a combination of
the two techniques” (Lord, 2000:129). He is quiclkahswer that “I believe that the answer must be
in the negative” (Lord, 2000; 129). He is complgtaivare of the possibility of a “writtef” text
that is oral in essence. Lord calls such a texXtaatograph oral”, explaining that “the singer would
follow his usual oral style” (Lord, 2000: 129). Heiminates the debate further that a text that is
written for the purpose of performance “was just omore performance for the singer, one more in
a long series” (Lord, 2000: 124) and that perforogars what brings life to the otherwise lifeless
and fixed text. We however have to note that eveugh Lord talks about oral texts that are

written down after composition or performance (Lo2®00: 128-130) and that hiplife texts are

'8 | ord explains this to be a combination of evideat#teracy and illiteracy in the same text.
' The argument is that such a text is in essenceairone.
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written down before performance and are discardwg the artistes get into performing mode, the
difference does not change anything in our analysiss true that writing down a text before
performing it has the potential of changing cerf@atures of the text/performance, but in the case
of hiplife, the core structures of both the writ@md performance texts remain “oral”’. Even though
the text could be written or oral, depending on haum look at it, | focus more on the orality of
these texts. From the literature available, itesyvclear that the preponderance of the work done
African on hip hop is urban-centred and pays mtsn#on to features associated with modernity
in the genre. While this work also pays attentionthe modern as an aspect of syncretism in
Ghanaian hiplife, it brings to the table a deepetarstanding of the oral or the traditional aspdct

Ghanaian hiplife through linguistic analysis of tegts.

On the issue of identity building in African hip foBirgit Englert challenges the widely held
position that African hip hop constructs youth itign(Stephens, 2000; Auzanneau, 2002; Samper,
2004; Nyairo and Ogude, 2005; Grippo, 2006; Moukadika, 2005; Perullo, 2005; Stroeken,
2005; Hohlhagen, 2007; Akindes, 2007; NtarangwD90She asserts that African hip hop rather
operates on the basis of neoliberal and economisiderations that allow it to reach a larger
audience. Even though there is some evidence idatayto support her position that hip hop makes
attempts to reach a larger audience, a close extionnof my fieldwork materials, the texts, the
performances, opinions of people on the texts aropnances and my interpretation strongly
indicates that Ghanaian hip hop constructs yowghtity and supports the widely held position. The
data clearly demonstrate that hiplife is the platf@f Ghanaian youth expression and ideology and
that as a resistance culture, it sets them apmart the dominant power or the “normalisation” of the
dominant culture (Hebdige, 1987). As a resistangkuie, hiplife has the underground and

superstar polarity (Englert, 2009) but both of thexspecially the underground rapper, are very
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subversive, demystifying taboos and revising valokethe dominant Ghanaian culture, attacking
authority (Impey, 2001; Journo, 2009; NtarangwiQ20and providing agency for a change through
consumerism, commodity aesthetics, cultural comiiradion and neoliberalism. This results in a
syncretic modern culture (Stroeken, 2005; Hebdi@87; Adorno, 1984). The youth, it must be

added, through hiplife publicity stunts, createcgpim the Ghanaian society (Journo, 2009).

Again, on the question of resistance, feminismdiad appropriate ally in hiplife because they all
oppose the dominant culture, hiplife or the yougjaiast the old or authority and women against
men or patriarchy (Rose, 1994: 146-182; Impey, 20This notwithstanding, the observation is
that hiplife offers women agency for self-expreasimn one hand and commoditizes them for

commercial purposes on the other (Impey, 2001)aaadysis of my data makes that very clear.

Finally, there is not enough literature on hipli¥&e so far have two main ethnographic accounts on
hiplife which have recently been published by Haldsumare (2012) and Jesse Shipley (2013).
Interestingly, the fieldwork for both researchexslusively centred in Accra. We are yet to have
fieldwork on hiplife that covers the entire countmhis research fills that lacuna. Again, the study
of Ghana’s contribution to African hip hop is comgasely limited, and it is this limitation in
African hip hop scholarship the whole of this resbaseeks to address. Furthermore, since we have
discussed the hiplife lyric as a textual phenomemdentifying this phenomenon as having more of
oral orientation, it is fair to talk about it inrtes of its orality as the musical word in its masic

environment.
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2.2 Hiplife lyrics: the Spoken, Written and Musical word Continuum

The Hiplife lyric is in a spoken, written and muaiavord continuum, what Lord refers to as “a
continuum of man’s artistic expression in wordsbdidl, 2000: 130). Various reasons have been put
forward for this peculiar nature of the musical djathe lyric. Linguistic theories as a framework
of analyzing lyrics, especially those of hiplifeeue to be approached with caution. Samuel Levin
warns that the “techniques of linguistic analysasdnbeen developed to deal with ‘language as used
for ordinary purpose’™ (Levin, 1965: 257). Levin gofurther to buttress his position by using the
example, “the stone looked forlornly at the suring landscape”, which to him, fails the test of
any existing syntactical rule in the English lang@aimply for the reason that the sequence of
inanimate noun and a sense verb does not featumayirsyntactic rule of the English traditional
grammar (Levin, 1965: 259). He finds adequate stppaecent linguists like Arnold Zwicky who
opines that, “folk poetry is composed, learned, padormed according to unconscious canons of
what ‘sounds right’, rather than by adherence tplieit formulated rules” (Zwicky, 1986: 69).
Other researches on the differences between the mystem and the linguistic system have been
done with researchers emphasizing the poetic fomatf language (Lotman, 1977; Jakobson, 1987:
117-266; Hymes, 2001: 187; Banti and Giannatta®d®4: 290-320), the poetic syntax and its
relationship to real-time (Smith, 1968; Sinclai§72), the syntax and the poetic line (Mitchell,
1970; Tarlinskaja, 1984) and the deviation of po&irms from linguistic well-formedness (Peters,
1948; Brook-Rose, 1958; Baker, 1967; Fairley, 19irgjuding the process of metaphorization
(Cureton, 1980b; Halliday, 1985). These poeticuisgc transgressions, which in effect constitute
the creative force of the poetic system, are naul to the English language. Researches in
African hip hop, especially in Senegal and Gabomyveh revealed interesting linguistic
transgressions made for the sake of creativityhan goetic system (Auzanneau, 2002; Moulard-

Kouka, 2005). Poetic language in most Ghanaianuaggs have similar linguistic transgressions
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and the caution given to the study of English msetising conventional linguistic rules is equally
relevant in the study of hiplife lyrics. These ddions notwithstanding, linguistic theories areres

gua non in this analysis because “there are alstiqpases of linguistic facts, and it is this realm
that we can properly speak of ways in which linggisan contribute to the study of poetry”

(Zwicky, 1986: 64).

Combining conventional linguistics with Levin’s appch to the study of poetry therefore offers a
better framework for the study of hiplife lyricsnaultilingual practice, which by its very nature of
hybridity, presents “deviances” in its poetic langa. As pointed out earlier, this is where Samuel
Levin’s contribution, courtesy of his concept afguistic structure in poetry, becomes relevant. We
must however clear our minds of certain seemingrvagions with regards to Levin’s approach so
far as hiplife poetics are concerned. Levin is simmes criticised for using an unscientific approach
for isolating the categories he suggests (Hell8631139). Again, there is the perception that his
examples are drawn from the English language andGi@anaian languages. Furthermore, his
examples are mainly from written and not oral prgeflLevin, 1965: .256-260). These reservations
do not affect the relevance of Levin's approachots analysis in any way. The fact is that
examining the phonic and the semantic with regardbkeir syntagmatic or paradigmatic positions
is possible in oral as well as written poetics lilamguages. As for the issue of nonverifiabildly
criteria for isolating the categories, Levin talkgreat pains to address that in his bdodllege
English (260-265). Levin is therefore relevant to thisalgeis in the sense that he sees the
relationship between sound and meaning of poetrfoesurrences of phonically or semantically
equivalent forms in equivalent positions eithertagmatically or conventionally defined” (Levin,
1963: 50). He states that “two forms may be eqemdland he assigns two categories to this

concept; Type 1 or positional which is “in respextthe linguistic environment(s) in which they
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occur” and Type 2 or natural, which is “in respcsome extralinguistic factor” (Levin, 1963: 29).

The echo pattern in Derba’s hit track “Derba” isl@ar example:

1. Boy bi [ se oteetee me A@e boy wants to harass me
2. Mefa lzebi a naotaataa me He houndsaherever | go
3. Ama seisei demeho kyere me | am nowlyeahder siege

The vertical echo of “me” in lines 1-3 and the kontal echo of Steetee” and‘otaataa” in lines 1
and 2 are not accidental. The vertical repetitibthe sound “me” and the horizontal repetition of
similar sounds Steetee” and‘otaataa” are selected to create rhythm in the lihasks to a system

of pairing that is made possible due to the faet $ounds are positioned with the intention of
creating phonological similarities. And it is thégmological similarities, whether in vertical or

horizontal position, that help to construct thethimyic patterns in the rap.

Such a combination of position of sounds and tredated phonological characteristics, as seen in
this example, create a rhythm that makes meaning ¢woup of people. Levin goes further to
explicate extensively the relationship between plhmgical and semantic process in meaning
construction in poetry. But what is more importantfar as this analysis is concerned is the fact
that this sound and meaning relationship can beneed to the relationship between the phonic
structures in instrumental and lyrical sounds. Tikidecause, like the example offered above,
rhythm constitutes an intersection between language music on one hand and language and
instrumental rhythm on the other. This offers amfeavork in which harmonization of lyrical
rhythms with instrumental ones as seen in thefeiglzonto rhythm become possible. This kind of
harmonization of vocal and instrumental rhythmgrgjected to the neglect of chord progression

and other instrumental devices which have the paleaof submerging the beauty of the above
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combination. Louis Heller (1963: 140) has seen pliential in Levin’s approach and recommends
that Levin’s concept “could apply to many typesmofisic...rhythm for instance, is basically a
positional matrix parallel to meter of a poem, apitch is the correlation of phonological
equivalences”. Linguistic theories and Levin’s agwh to poetry, therefore, find easy
accommodation in hiplife lyrics analysis becausegythoth serve as convenient tools to disinter the
Ghanaian social meanings, especially from the pets@ of oral poetics. This works better in
relation to Ghanaian hiplife than the notion of xtore of oral and written poetics, as suggested by
Moulard-Kouka (2005), for “The written techniques..not compatible with the oral technique”
(Lord, 2000:129). Obviously, Levin’s approach ig waly applicable in written works but it cuts

across the alleged oral-literacy divide.

2.3 Highlife: a historical antecedent to hiplife
Hiplife is another stage in the popular music aaniim in Ghana and since highlife immediately

comes before hiplife in this continuum, it is prope go back to it as a historical antecedent to
hiplife. This will give a larger picture of hiplife present phenomenology and epistemics with
regards to its origin. From this angle of thinkihgrefore, we need to start with the question, “Wha

is highlife?”

John Collins and Paul Richards quote Yebuah MesSaékplanation that “Highlife started as a
catch name for the indigenous songs played at ttlabs by early dance bands...the people outside
called it the High Life as they did not reach tha&ss of couples going inside who not only had to
pay a then relatively high entrance fee of 7s 6datsp had to wear full evening dreSs{Collins

and Richards, 1982: 124). This is corroborateddhnMiller Chernoff who postulates in addition

that highlife is an umbrella term that was coinedhe 1920s (Chernoff, 1985). Another account

20 yeboah Mensah was a leader of the Accra Rhythmie€ica, formed in 1914.
21 See John Collins and Paul Richards, “Popular muosigest Africa”.
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also holds that highlife is Africanizing the useWgstern instruments like the guitar and concertina
introduced to the littoral regions of Ghana by kibe seamen while the indigenous Ghanaians sang
the traditional songs like “adenkum”, “ashewa”, &&s, “kununku”, “gome”, “kpalongo”,
“borborbor” and many others to these newly intragiiénstruments (Collins, 1996; Chernoff,
1985). This development culminated in the first ocmencial recording of highlife, “Yaa
Amponsah”, by Jacob Sam, in 1928 (Collins, 1996)vel Ackah, one of the leading old highlife
musicians still in business testifies to highlif@ppropriation of local genres, saying, “whenever
you are talking about highlife...we have ‘adenkun@sode’, ‘ashewa’, ‘konkoma’... So it is the
thing [sic] that the Westefhguys used to play when they were having funeradsiawas there that

the big bands started using it [sic]”.

George Gansah, popularly called Penche, who stgolaging highlife from the 1950's, also
confirms Collins’ observation, adding “Sometimese wopied from ‘asafo’ and other traditional
music”. Clearly, there is every indication thatlgdrighlife was a mixed bag of creativity that kept
the traditional roots of Ghanaian songs and mixesnt with foreign influence that came its way.
This sense of creativity and innovativeness wasiptesbecause highlife is basically a recreational
genre and due to its flexible nature, it was amknabany Ghanaian traditional music (Chernoff,
1985). This sense of innovativeness transcended#rtben popular genres to the very traditional
genres like Nwonkro, for the sake of which “EfuasBamuch like other highlife innovators, has
been credited with revitalising this traditional siwi form by expanding its musical range and
leading it into new social venuéd’(Chernoff, 1985) By the same token, highlife hlael potential

of taking on foreign rhythms. Even the old highlifeusicians experimented a lot with foreign

22 The reference here is that of the Western regi@@hana and not Western in the sense of pertatoifurocentric
traditions.

23 Maame Efua Basa transformed a traditional geneeNiwonkro to a very popular genre fit for all odoas. In my field
work, | recorded nwonkro by the late Maame EfuaaBagroup which performed during Good Friday sersiat St.
Peter's Cathedral, Kumasi. The synchrony of thettexy used with the one that Catholics use on Goilhys was very
remarkable. For more on Maame Efua Basa’s workCéeenoff, “Africa Come Back”.
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rhythms as evidenced by what C. K. Mann, who didnie trade from the 1960s said that “we have
jazz and we have highlife but when highlife becataace band, we wanted to play highlife like
jazz”. He pointed out other foreign influences hatttime as blurro, rhumba, chachacha and

quicksteps, thus syncretism can be traced rigint fitee embryonic stage of highlife.

Highlife’s syncretic and flexible nature, as sudggdsoy various definitions and explanations above,
facilitated its association with trade (Collins aRithards, 1982: 112-118). Indeed, contrary to
popular belief, John Collins and Paul Richards epimat the “lineage systeff’does not have as
much influence on the community (Nukunya, 1992na&schant capital and postulate that merchant
capital, which started long before the Black matostact with White man, but which certainly
reached its paroxysm during the contact with that&man, has a more transforming influence on
the community due to its potential of forging iratetion between people of different cultures.
Nketia, tracing the history of Ghanaian traditiommbmming seems to support this concept of
mixture of cultures saying, “there was culturalenaiction that resulted in the borrowing and
adaptation of cultural items, including music” (Nike 1992: 6). Trade and music became
intertwined and the two supported cultural flowGiana and that resulted in social changes. For
most people in Ghana, changes that affected belvaiexpression were a “disorder” but ironically
the musicians happened to be one of the agentengifpe to help manage this disorder. Highlife
therefore, played a double role as an agent ofgdhand at the same time “an agent of affirmation
for traditional values” (Chernoff, 1985: 167) aridnanaged this social role by reflecting current
social experiential realities (Mensah, 1970; Barh@75; Van der Geest, 1980; Yankah, 1984;
Asante-Darko and Van der Geest, 1983; Chernoff5198s pointed out earlier, the artistes did so

through entrepreneurial approaches of innovaticegtwity and self-promotion.

24 Nukunya defines the lineage system as group gilpen a locality who trace their origin from a comn ancestry.
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Again, another entrepreneurial concept that wasptedo by the highlife musicians was
specialization. Keeping in touch with the peoplguieed some form of association with the kind of
class that patronised the art. Music could be tegtriowards either rural or urban communities.
The dance bands, which evolved from the brass bandstly constituting the ballroom dance
orchestras, orchestrated local songs and spedaliserban tastes (Collins, 1996) while the guitar
bands, which also evolved from palm wine highlds, the name suggeStsspecialised in rural
tastes (Chernoff, 1985; Waterman, 1986, Collins96)9 The coastal guitar styles like “yaa
amponsah” and those inherited from the Liberiamsga “dagomba” and “mainline”, spread inland
and became influenced by the “sepereéivahd this development in turn created the “odonsmn”
the Ashanti blues. These became the staple of ultargbands (Collins, 1996). The dance bands
gave us virtuosos like E. T. Mensay, King Bruce,KCMann on one hand and the guitar bands
gave us Jacob Sam, his nephew Kow Mensah, E. KmRyaho introduced concert party in 1952

(Collins, 1996), Nana Ampadu, Obuoba J. A. Addafd enany more on the other hand.

There is however a very interesting trend in ali ttevelopment. The influence of highlife on social
transformation has a boomerang effect: social toamation also influences the development of
various genres in highlife for as people change,génres of music also change, contingent upon
the socio-historical circumstances prevalent at tthree in question. Highlife presents quite an
interesting exemplification of such developmentsthe 1970s, factors like the economic hardship
and easier visa requirements to some Western cesitivhered to make some Ghanaian musicians
migrate to the West. A group of Ghanaians callethi®s exported the Ghanaian brand of highlife

to the UK and called it afro-rock. Kofi Ghanaba®uy Warren went to the US and practised a

% palm wine is the main alcoholic drink used farreation in villages in most parts of Ghana. Irétiere comes with
little surprise that the palm wine highlife wenétivay of the rural people.
%6 “seperewa” is the equivalent of the European tyrthe Senegalese “kora”.

a7



brand of highlife he called afro-jazz. Other muans like Okukuseku, Snr. Eddie Donkor even
went to neighbouring countries like Nigeria andgtiseed the Ghanaian brand of highlife there.
During the same period, other musicians came badkhana and practised a brand of highlife
heavily influenced by Western and Nigerian rhythi®@&ukuseku’s “Yallo Sisi” and Snr. Eddie
Donkor's “Na Who cause am” are a clear imitation Nifjerian pidgin and rhythm. Clearly,
highlife’s influence on cultural flow as a resufttbe artistes’ sense of entrepreneurship cannot be

contested.

In the 1980s, still within the same entrepreneysaiadigm, things took a different turn. While in
the 1970s, highlife was being exported to Westemantries, the 1980s saw the importation of
Ghanaian highlife from the Western countries. Gimanmigrants in Germany developed another
brand of Ghanaian highlife in Diaspora called burgighlife. The name of this genre of highlife
came from the fact that George Darko and his grstapted this experimentation in Hamburg,
Germany. Soon after George Darko’s seminal “Akoe Bsofo”, Ben Brako and Jon K. followed
the same trend from the UK and Sloopy Mike Gyamfi &hikencheese responded in like manner
from different parts of Europe. The most endurifhghese musicians, staying in Europe but plying
their trade in Ghana, have been Daddy Lumba andaMazheampong. Internally, the country
started experiencing the blossoming of gospel musich provided women the platform to enter
the entertainment public space, hitherto considarethle preserve (Collins, 1996: Collins, 2002).
This period gave us local gospel stars like Tiwad Kofi Abraham. Again, the flexible and the
syncretic nature of highlife allowed zouk, regg&enky, calypso and other forms of foreign

rhythms to be part of its staple.
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Highlife in the1990s was also not insulated agdinstvagaries of genre change. This was the time
some Ghanaian youth staying in the UK or the USdgelcto come back home for good. The likes
of Panji Anoff, Reggie Rockstone, Abraham OhenerGgame back well immersed in hip hop, the
prevailing world music at that time. They firstrégal with English raps but for the sake of looking
for a wider audience, they morphed themselvesTmtdrappers. Even though Twi rap is reported
to have been there before Reggie Rockstone’s grbteeking “Maka a maka”, he was the one to
have popularised Twi rap and raised it to commeéstatus, marking the dawn of another major
musical experience in Ghana. In all these new dgweénts, the traditional components in the

popular music are kept intact.

Indeed, it is clear from the development of highlihat there is a form of intertextual dialogue
(Bahktin, 1981) between highlife and the world ordt and that as the global culture changed,
especially with respect to migration, highlife iig usual chameleonic character, also changed in it

outlook. It can be said that hiplife, even thougbraduct of cultural flow, evolved from highlife.

2.4 The hiplife culture
Chapter three treats the beginning of hiplife asimin detail. It is therefore enough to consider

hiplife as a cultural phenomenon at this stage. Aikeory of hiplife shows that it evolved from
highlife and highlife also evolved from traditionalusic. We have so far been looking at the
historical antecedents of hiplife. We now turn t® ¢ultural antecedents and look at how hiplife
builds on traditional culture. | say for emphasiatithe main philosophy of the hiplife culturehsitt
we do not repeat the past; we recreate it. Thigrésnised on the fact that there is no perfect
repetition and that all repetitions are improvisasi (Hallam and Ingold, 2007; Lord, 2000: 14,

123). For the purpose of explaining how the héliulture recreates the past, | draw on Lord’s
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theory of oral performance and Urban’s concept eplication within the context of
entextualisatioff. Lord observes in the Yugoslavian oral performaticat every moment of
performance is another moment of composition anddserts that “an oral poem is not composed
for but in performance” (Lord, 2000: 13). This thiare means that the poet “is not a mere carrier
of tradition but a creative artist making the tteai” (Lord, 2000: 13). The operative expression
here is “making tradition” and by implication anyne there is performance, the tradition is
evolving. Lord’s contribution to this work is th#ttere is nothing like complete repetition of the
same performance on two different occasions. Thestipn is how does one performance inform
the other performance of the same genre or, betiér how does the culture evolve through
tradition? We will answer by looking at Urban’s cept of replication. The text can be carried over
from one context into another, a “process of reimgerl given instance of discourse a text,
detachable from its local context” (Urban, 1996).Z2lhe decontextualised text is therefore one
detached from the original setting (Urban, 1996).iBplication, one performance at one time is
not the same at another time because as the tianggeh; the context too changes. The second
performance is therefore a re-creation of the érst. By inference therefore, the hiplife cultsai

re-creation of the traditional culture.

We have so far been using the concept of re-creatigoerformance as a metaphor of time in
hiplife but the same concept is applicable in tikerdl world too. But then one would ask if the
traditional oral performance does not do the sarhe.traditional oral performance also re-creates
during moments of performance but the differenaéas while the traditional oral performance like
adowa, kete, kununku and others re-create the wiftsin the context of the traditional culture,

hiplife recreates the past within the global cuwtudiplife receives a lot more external materials f

27 put simply, this means taking a text from its ioad) context and placing it in another. But as weveon in the
discussion, the definition will assume a more camplature.
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its re-creative and regenerative process thanrddecounterpart because it does not only look at th
traditional culture but other cultures as well (fragwi, 2009). We therefore agree with Krims
(2000) that cultural identity is not only a tie tvisome pure and distant past but also a matter of
continual appropriation, revision, and creatiorthe present with the future in mind. Identity is
therefore evolutionary and dialogic (Stokes, 1994) should note that even though hiplife

receives external materials, this work is morehendontribution of the traditional culture.

2.5 Hiplife: an art of community memory
We have seen that the past is recreated to creagevadentity. One of the means by which this

evolutionary and dialogic identity is constructadthrough community memory. Hiplife espouses
the Akan philosophy of time (Gyekye, 1985) “as relithat grows” (Hallam and Ingold, 2007)
while making things stick (Barber, 2007). The Hmpliart transcends time and space using
memorialisation to construct new social space otréate new things within the time continuum
thus creating a new culture to suit contemporan@itarangwi, 2009; Samper, 2004; Englert,
2008). We will first deal with how the craft of lhile looks back using memorization techniques
which Lord calls a special means of compositionr@.®2000). These techniques are formulas that
are used as templates upon which new ideas aredrite new artistic experience. In this chapter,

we will first talk about the formulas before we akeabout how they are used as memory cues.

Hiplife uses linguistic repetition as formulas. R&pon indeed comes in variegated forms but we
will concentrate on acoustic repetition like rhythafliteration and vertical acoustics as paralielis
and echo. Indeed, during my field work, a lot gbpars would simply tell me they “rhyme” as
substitute for saying they were rappérdet us start with the acoustics. Acoustics iis trontext

means signs that appeal to the ear and acoustditrep refers to signs of this nature which are

28 Some rappers call it rhyme but we should difféetatbetween rhyme which is the repetition of thme sound and echo
which is the repetition of similar sounds.
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repeated regularly for special effect. Rhythm ie thain craft in hiplife and will be analysed in
detail in chapter 4, but for the time being, ieiough to know that unlike in stress language where
the rhythm of speech is measured in meter, it iasmesd in terms of alliteration in Akan, which is
a tonal language. Rhythm in this sense is the rausgpetition of a particular consonantal sound
and its variants. The variants could be differeahsonants but sharing similar phonological

characteristics. For example, in “M’asan Aba” bg tkkyeame, Okyeame Kofi says:

Asem a ato me | am in trouble

Obi nka bi ma me Somebody should come to my aid
Okyeame ato me, me ne me Nyame Okyeansdgeft between me and my God
Me ara megye to mgyo, marushe ati | accept; | have rushed

Horizontally, the bilabial sonorant /m/ repeats.afky horizontally, the alveolar voiceless plosive
/t/, as in “ato”, “to” and “ati”, is the plosive viant of the bilabial voiced plosive /b/ as in “Gbi
Vertically, there is an echo of “me” in the firsirée lines and this is echoed horizontally in Bnas

well. The rappers call it rhyme but technically rdhaés a difference in the acoustic dynamics in
stress and tonal languages, and we need to exéneisgmost care in order not to make it sound as
if the two are the same even though they are mdsallhese repetitions and echoes create a sense
of continuum, not only in sound, but the track upamch the time of the music is running: the
rhythm. Line 4 is a structural parallelism reinfiowg this sense of continuity. For some of us, these
repetitions create a sing-song effect and pleases#in (Okpewho, 1992) but for the artist, these
repetitions are formulas which allow him a freewfl@f time and rhythm and subsequently of

performance too.

Another form of repetition is putting the same ideadifferent sentences. In Omanhene Pozo’s
“Ky enkyen bi edi me ewu” (Somebody has destroyed me), he is trying taldish the cause and

effect in relationships:
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Mese aboatka wo a, maame say if the ants bites you, mother

Na efiri wo ntoma mu It is from within your cloth

Mframa kebo wo dan mu nso a If the wind blows your room

Na efiri wo mpoma mu It is from through your window
Dtan neodada nyinaa nsomakoma mu Both hate and loeadrthe heart
Enti suro nipa na gyae saman So fear the living more than thadle

Here he is piling up semantically parallel struegim order to make contrasts: paradoxically, it is
the creature closest to your skin who bites yowyrywn window that lets the wind blow on you,

and love and hate co-exist in the same heart. lonesto three set out these ironical contrasts in a
series of parallel structures, each example matkiagsame point, and line 4 offers an explanation

and draws a conclusion from them.

Again, the hiplife art takes advantage of the sgtitastructures of the language to create repatitio
It uses connectives in the form of additives, canjions and even call and response, and this finds
resonance in the traditional story telling techeigu which additives and conjunctions string up the

story into one continuous piece. In “Esi”, Kontiledists the number women he has met:

Mehyia Christiana, Christie | have met Christina, Christie
Juliana, Julie Juliana, Julie

€ne Faustina, Fausti And Faustina, Fausti
Rosina, Rosie Rosina, Rosie
Ansaana, Cecelia, Sesi And then, Cecilia, Sesi
Agyei, Felicia, Fili Agyei, Felicia, Fili
Abigail, Abi Abigail, Abi

€ne Comfort, Connie And Comfort, Connie
€na,ena 3x And, and, 3x
Mariama, Meli, Mariama, Meli

Agyei, Caroline, Caro Agyei, Caroline, Caro
Veronica, Vero Veronica, Vero
€na,ena 3x And, and 3x

He is listing the names and obviously needs thetisdcconnective ¢na” for that purpose. As he

keeps on listing, he strings up the list wittn&” and reinforces this continuity with the calldan
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response technique in which the full name is echoetie short but informal and more endearing
form as used in Ghana. He uses this syntactictateito create a string of names into one piece
while he emphasises the relationship through the afsthe short forms by way of call and

respons®. Kontihene is also linking the past to the predgnhaving recourse to traditional names
like Mariama and Meimuna on one hand and Felicegil@ which are foreign names on the other.
Interestingly, the Ghanaian culture has “domestifabr “akanized” these foreign names to short
forms like Rosie and Sesi, and these borrowed namgeslso a link between tradition and modernity.
The call and response technique, with the respons@ng from the co-singers or the audience,
presupposes that he does not only use the conegdttiink the names into one piece but also uses i

to link himself to the audience into one piece;¢batinuum has moved from temporal to spatial.

These formulas, however, are more than mere coiovenby which the art can be judged (Bauman,
1977). They are also memory cues. Like the Homérieek who shares a Hellenic world of an
“over-all body of experience” (Havelock, 1982: 19®) participates in, the Ghanaian youth resorts to
memory not only for recalling the past but as a mseaf socialization. This generates a strong link
between community memory, socialization and persodh What is memorized belongs to the
community and the one doing the memorization, t@aler, not only shares in the knowledge of the
community but is part of it, the known; the knovwiepart of the known (Havelock, 1982: 197-214).
In hiplife, therefore, every performer owes hisgogrhood to the hiplife community and every single
performance is an expression and affirmation of tmagined community. Performance, through

memory, is therefore a means of keeping group igyesutd tradition.

29 While on the field, | observed the audience wqald the co-singer on the CD to shout out the respo
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Memorialization is where the past coalesces with finesent in hiplife. Formulas are not the
invention of hiplife; they are in the oral tradni@f almost all the Ghanaian languages. Formulas ar
also found in American hip hop, but there is aad#hce between the formulas in hip hop and hiplife
even though they are all inspired by African oraldition. While hip hop uses the African oral
tradition by entextualising it in the English lamge, hiplife maintains the original African lingtics
tools because it still uses the oral but not wrig@etics (Lord, 2000: 129-131). What is intriguing
about these patterns is that they are pleasiniget@ar and manage to stick in the memory in a more
durable manner and faster too. They remain indhg term memory as memory cues and can easily
be recalled. For example, it is easier to recalrthythm of a song in your first year in the seayd
school than the text of your Geography notes. foisthis reason that for most of us, we may not
recall the name of our class one teacher but Weetall the nursery rhymes he/she taught us. What
hiplife does is to fit words, thoughts and idea® ithese patterns so that whenever the patterns are
recalled, they in turn key out the words, thoughtsl ideas attached to them. This was the
observation by Lord of the young Yugoslav learniogbe an accomplished poet (Lord, 1960).
Through this process, the lyrics are easily meneadrizoth by the artist and the hiplife community as
well. Indeed, Krims report that Ice Cube would eatlve did not dance to hip hop music but we
listened and participated in “the message” (Kri2¥)1). The structures make it easy and they can
recite a whole text without a bat of the eye. Mezing “written” hiplife lyrics is even easier. Agai
through this process, the formulas which belonghto past are re-invented in the present to make
them look modern. An example is the way Kontihemeasiup traditional names with English names
using Akan connectives to create rhythm out of nigture. Thus memory becomes a collective

process and used for collective identity.

55



We will now turn our attention to how the linguistiepetition is enhanced by the spatial repetition
collective memory. We commence with how the tradituses spatial repetitive art to complement

verbal art and then see how hiplife appropriatesttaditional setting for its modernity project.

We first go to the chief’s palace for such a stutlye space in the chief's palace, from the drawings
and various insignia, emblems and other forms aditional objects hanging on the walls of the
palace to clothes and sandals of the chief, hisrgldnd the linguist, including the linguist’'s §taifre

all a cornucopia of signification that forms an uitign history of the people. Michelle Gilbert
presents a graphic description of how the finiatam of the staff of the Asonahene of the Akwapim
traditional area carries an image that depictscagyb serving as a warning to the Omanhene of a
bitter rivalry between them. This painful but unak&ble past is epitomized in the proverb carried by
the image and constitutes a “threat containing wepful unspoken reference to history” (Gilbert,
2010). The kind of pattern in the chief’s cloth¢@uld be the “edinkra” symbols or other desigms, a

all social narratives. For example, the chief aavéts a case between two brothers and wears the

fabric of the “edinkra” symbol “fufurefu needkyem mmireku”, comprising two lizard-like creatures
sharing the same stomach. The proverb for this symsb“fufurefu ne @nky em mmireku, wonyina

efuru baako naasoaredidi a na wrefom”, literally meaning that these lizard-likeeatures share

the same stomach but fight over food. This paralarative in the form of proverb is calling for
unity between the two feuding brothers. We are kieading purely with semiotics. The sandals, the
cloth, the ornaments the chief wears are all semsagns that reinforce the message he has for his
people on the occasion. This is an entire field th@eds investigation. But for the purpose of
community memory, the space of the palace, in aufdib his costume, communicates the past to the
people who make the necessary link to the presenfufure references. This community memory

expresses a philosophy of continuity, in the sesfsthe past linking up with the present, which is

56



expressed in the aesthetics of the signs. The thése folds in the chief’s cloth signify contirtyi
The lines on the linguistic staff also carry thdiow of continuity. The lines on the sandals of the
elders also connote continuity. In fact, they dreepetition that indicates continuity of time frothe

past, to the present and then a search for theefutu

The palace aesthetics is adopted by hiplife. Tihie the palace aesthetics are modernized to it th
taste of their modern fans. In chapter 7, we wikcdss how hiplife uses these motifs to
commercialize hiplife fashion. But in the meantiri&t,us concentrate on body movements and stage
décor. First is break dancing: we will use the -atdckwise windmill break dance for this
illustration. The dancer gets in a hand spin pasitivith the left arm on the side of the stomach,
keeping his legs spread apart and balancing oteftiarm. He raises his left leg and turns his body
with his left hand firmly rooted on the ground, athis rotates his legs. Using the shoulder as a
support, he keeps the legs spread and wide aparblld the body around 360 degrees, repeating this
process over and over till his legs hang in thespiinning anti-clockwise. The rotation of the basly

a continuity process as a result of the repetibbrthe moves described. He does this for some
seconds, stops, and then reinitiates the sami #netbreaks and the moves become another pattern
Rose observes that “in hip hop, visual, physicalsical, lyrical lines are set in motion, broken
abruptly with sharp angular breaks, yet they sostadtion and energy through fluidity and flow”
(Rose, 1994: 38). Thus the body movement buttre8ses/erbal art of repetition that signifies

continuity, what Rose calls “flow”.

Second, let us consider another visual art in thkféy, which was copied from hip hop, the graffiti

One of the techniques of graffiti is to have a dhdckground and through the use of layering

method, you add all the other colours, which arestigobright coloured lines, to the dark
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background. This also signifies the journey from giast (dark) to the present (bright). In the White
States of America, it reminds the African Americafigheir dark past and that is why they use it to
defy authorities. Graffiti also constitutes the mprotest instrument in American hip hop apart from
the verbal artistry. Thus, they use it in defacargl disfiguring state property and monuments. In
Ghana, they are not used in defying authority gerbsit they are part of the designs we see in hip
hop T-shirts. The difference in use or interpretaiis because Ghana does not share exactly the same
historical background with the African Americanshbwever forms part of the hiplife paraphernalia
of remembering the past and re-inventing it for saé&e of modernity. Even the hiplife recording
technology is also appropriated to express thipbphy of continuity through repetition in the rior

of looping or repeating the same beat over and thweugh the use of the computer and layering one
sound on the other to simulate live group perforceagain, sampling in recording is using pre-
recorded sounds on the computer and the old poeded sounds, which in comparative terms are
formulas, are used to reconstruct new beats fotreamjis. There is nothing completely new in hiplife
the past is re-invented in an innovative mannasugh a collective memory process which has been
modernised. It is now clear that memorialisatiomd annovation go hand in hand, for through
memorialisation or ‘making things stick’ (Barber®q), we re-invent the past for the present. Even in
the traditional oral poetry, there is innovatiormemorialisation, though such innovations, as dyea

stated, are within the remit of the tradition analstty go unnoticed.

2.6 Summary
Hiplife, like juju music, is a metaphor of sociader portraying a modern image but well rooted in

tradition (Waterman, 1990). This is especially bisiin the use of orality, as seen in the histdry o
highlife in connection with hiplife, the hiplife ture and hiplife as a community memory. Clearly,

hiplife is a culture that presents the social riaweaof a changing Ghana and it does so by linking
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the present with the past and offering a framewvibdt enables us to follow the modern Ghanaian
social order.

In the next chapter, we continue investigatinghipdife culture, turning our attention to the cukil
production of hiplife, that is, what goes into f®duction of its performance within the crucibfe o
Ghanaian culture. We also continue with the histdrbackground of hiplife by tracing its very
beginnings, when it was started as a mere enteraihactivity by a group of young people, to the
time it became a culture with its ideology. We ajsay particular attention to the principle of

shareability of such an ideological thrust in thyife cultural production.
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CHAPTER THREE
CULTURAL PRODUCTION OF HIPLIFE

3.0 Introduction
The previous chapter examined hip hop literatur@fiica, dividing Africa into four zones; North

African hip hop which represents youth resistar@@msés et al, 1989; Mazouzi, 1990; Pareles, 2002;
DeAngelis, 2003; Veash, 2002; Loza, 2004; Grip@@Q& Diab, 2010), West Africa, where more
emphasis is placed on the cultural hybridity of hgp (Camara, 1992; Diop, 1995; Auzanneau,
2002; Moulard-Kouka, 2005; Hohlhagen, 2007; Shipk§07), East Africa, where youth identity is
most prominent (Nyairo and Ogude, 2003; Samper42B@rullo, 2005; Stroeken, 2005; Englert,
2008, Ntarangwi, 2009) and South Africa, whereuwralt flow of foreign origin features very high
in studies of hip hop (Stephens, 2000; Impey, 20@htambi, 2004; Coplan, 2005; Magubane,

2006; Steingo, 2007).

This chapter narrows down the discussion to then@iaa hip hop, hiplife, and examines its
cultural production, when cultural production medmsking at hiplife culture as a text (Ricoeur,
1981), a text that goes beyond sounded speechxghaite various semiotics of “gesture, posture,
facial expression, other embodied resources suginyscal distance, stance, movement or stasis”
(ledema, 2003: 39; see also Leeuven, 1996: 34;ttJand Kress, 2003; Kress and van Leeuven,
2001; Goodwin, 2003: 29) as found in any expressiMéure. It also looks at hiplife as a socio-
historical development of a verbal art (Bauman,7t9), having its own cultural conventions that
make it a Ghanaian musical genre (Bauman, 1977:40), interrogates the hiplife text as

performance that presents it own interpretive frgBateson, 1992: 177-93). In this chapter, the

terms hiplife cultural shareability, conventions imterpretive cues are used interchangeably
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because they all represent the hiplife culturaltrabs template re-concretised in successive

instantiations.

3.1 Hiplife cultural shareability
Hiplife cultural shareability, in this context mesathe performer sharing the same cultural meanings

with the audience. In this case, convention, thlaich informs the performer, is the overaching
concept and shareability determines where convergia, what the most appropriate convention
for a period is or which people form part of theneention. This is the central theoretical concept
that grounds the analysis of hiplife cultural protion. In this academic enterprise, | draw from two
main ideas from Greg Urban: entextualization antaméture. These two concepts may be closely
related to each other but they need to be distiiguai to help us develop a clear picture as to the

way hiplife culture started and developed in Ghana.

As stated in chapter one, entextualization is witienphysical setting — immediate context or the
social environment — is stripped off (Haviland, 8998). The text becomes detached. As stated in
the chapter one, hiplife culture or performanckase considered a multimodal text (van Leeuwen,
1999: 125; Kress and van Leeuwen, 2001; Goodwi@32R9; Jewitt and Kress, 2003; Baldry and
Thibault, 2006) and in this case, a text detachabla its immediate context of traditional culture,
from the Ghanaian cultuf®of palm wine music (Collins, 1996) to the higteliéulture in recent
Ghanaian history* This type of culture therefore lacks physicaligchuse it “moves through space
and time, yet has no Newtonian mass ...communicatea fndividual to individual, group to
group ...the ghostlike journey of our thing (or isthings) takes place along pathways” (Urban,

2001: 1).

%0 The term culture is used in the sense of the &frmlilture that prevails during the time of a pautar musical genre
31 1t must be pointed out that even though hiplifeswge most fashionable musical genre at the tintessfarch, highlife
was still doing very well in Ghana.
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The second idea borrowed from Urban is the metaulof hiplife, the culture about the hiplife
culture (Urban, 2001: ix). Hiplife cultural circdian, the process that spreads the new culture by
presenting ways of learning about it (Urban, 2Q182), as part of hiplife metaculture, becomes the
framework for looking at hiplife as a cultural pess. This includes its production and how it has
developed to its present stage. This framework gmtsstwo main concepts: replication and
dissemination. Replication “is an attempt at repaighbn, at relocating the original instance of
discourse to a new context — carrying over somgtliiom the earlier to the later one” (Urban,
1996: 21). Any physical performance of hiplife iseplication of the traditional culture even though
it is not exactly the same form as found in itgoral context. Again, every hiplife live performanc

is an attempt at giving materiality to the detacheplife text. The detached text, the abstract
cultural model or template to be re-concretizeduccessive instantiations, is expressed, as said
earlier, in material terms through replication. $&grocesses circulate hiplife patterns in a social
network that tells members of the hiplife communityich portions of the culture are to be dropped
and which portions are to be added. What is todukea is what Urban (2001: 57) calls the “new
and better, yes, better — with respect to the @llelement they come to replace”. The secretisf th
cultural journey, he continues, “is in the mixtwkoldness and newness that makes the journey
possible” (Urban, 2001: 1). These cultural filtgriand additions — that which construct hiplife
modernity - occur at the moment of performance. f@selt of such a process is the hiplife cultural
shareability that informs the setting, the performied the audience of live hiplife performance. Let
us note here that every live hiplife performancéherefore a single creative event, different from
the other (Lord, 1960: 17; Bauman, 1977: 137). diseussion of hiplife replication also brings to
mind the relocation of the US hip hop to Ghana,dhkural penetration of the US hip hop culture

in Ghana, and the huge influence it has on thefé@ipllture.
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The introduction of electronic gadgets and accéssdras however made hiplife production more
complex - it is more than merely physical represton as we find in story telling. There is no
replication, at least not in the sense explainesv@bThe computer in the recording process, the
play back of the CD as a sounded text, the musidab, the television, the internet and a lot more
mass media facilities “make it possible for dissauto be disseminated without necessarily being
replicated” (Urban, 2001: 171). Most night clubattplay hiplife do not need the physical presence
of hiplife artistes. For the purpose of this warnle call it the hiplife play back event. We mustéer
draw the distinction between fully live performandp synch performance and hiplife play back
event. For example, the student listening to heptih his phone is a play back hiplife event. Club
goers mostly enjoy a play back hiplife event. Inthése cases, there is no physical presence of a
performer. On the contrary, when you have the p@ayspresence of a performer whose
performance is mediated by electronic gadgets, @ahave in lip synch performance, you have a
live performance. The fully live performance alsses the agency of the physical presence of the
performer but the difference between the lip sypeHormance and the fully live performance is
that while in the lip synch performance, the perfer relies on electronically mediated voice,
which in many ways presents a cleaner but contrixade, in singing/rapping, in the fully live
performance, the performer uses his natural vaicginging/rapping, giving his audience a better
feel of his personal artistry, a good combinatidrbody moves and vocal creativity. The main
difference between the two hiplife events, livefpenance and play back event, is that while every
live performance instantiates the hiplife non materulture creatively, the playback is exactly a
copy of a live performance and there is no hiptifeativity, at least not from the point of view of

the performer whose work is now fixed on an eledtralevice. This lends more credence to the
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fact that culture in its pathways through the wdfldds a transient home in biological organisms”

(Urban, 2001: 211) and not in inanimate objects 8kectronic devices.

What is common to both live hiplife and playbacleets however is dissemination, the vehicle for
the non material hiplife culture and “the extermation, or making public or intersubjectively
accessible” (Urban, 2001: 42). Dissemination theeefmakes hiplife performance or event
physically accessible, enabling it to travel beyamdtain boundaries and thus strengthening the
hiplife culture. This chapter, which seeks to destmate the role of the concept of shareability in
hiplife cultural production, is divided into two @®ns: the first is the historical development of
hiplife, its very embryonic stage, that is, theerplayed by a culturally significant city like Kusia

and live performances in three major cities in Ghan

3.2 Hiplife historical development
Before Twi rap started in Kumasi, there had beeneshistorical antecedents to the hiplife ideology

of mental strength worth paying attention to.

3.2.1 Historical antecedents of hiplife

There have been many changes in youth consciousntss history of Ghana but it is those related
to the political developments that have been wideported (James, 1982: 86; Shillington, 1992;
Adu Boahen, 2000: 136-154). Kwame Nkrumah was knoevibe a leader who galvanized the
energy of the youth against Western imperialisrm@la 1982: 56) but when we talk of a Ghanaian
leader who has had the most significant influenceh@ youth consciousness and whose influence
still persists, it is Jerry John Rawlings. He tqudwer in 1979 and senior military officers were
executed by junior rank officers (Shillington, 19%5). Rawlings won huge admiration from the

youth because he “had defied established autho(®iillington, 1992: 59) and for once “the
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ordinary down trodden commoner had stood up anedidfis exploiters” (Shillington, 1992: 87).
Indeed, his political ideology and governance sbflgpower to the people” (Shillington, 1992: 89)
has dealt a huge psychological blow to the Ghantaditional concept of authority. During his
time as a leader of the nation, the youth weresmdlivio demand accountability from their elders,
thus the age-old concept of social hierarchy that the old as an unquestionable power become
vulnerable and subject to contestation. Taking patvehe age 32, he himself symbolised youthful
mental strength which here means the courage toaménjustice, to challenge injustice, the
intelligence to circumvent difficult problems arftetbravery to face the future. All the exhortations
and non-verbal cues he gave to the youth wereftirertaken for the need for mental strength as a

major means of survival.

3.3 DJs who started hiplife in Kumasi
Closely related to the concept of mental strengtslyncretism. There were DJs who were enacting

these two values in the hotels and clubs by animatiese sites with the latest rele¥s@hey
really helped to construct the shareable culturbiplife as an incipient Ghanaian musical genre.
Their success in this cultural enterprise residgethe fact that they developed a huge following for
themselves, a sign that they succeeded in constguthie right interpretive cues that made it
possible for them to share the same cultural mganiith the audience. Most notable among these

DJs were Bombaata, Wofjay and Loving C.

3.3.1. Bombaata

He was known in private life as Kwabena Adjei bigkpd the name Bombaata, obviously to take
advantage of the huge popularity of the US-basqd Hap artist and DJ, Afrika Bombaata.

Bombaata was the permanent DJ in Dimlite, a popelldy in Kumasi in the early 1990s, and he

32 Wofjay and Loving C explained that patrons werthi clubs and hotels just to go and listen to aest song in town
from abroad. The craze for latest songs helpeeighlen the youth’s search for foreign culture.
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was known to have started the English rap compastin 1990 to satisfy the taste of the youth
especially students who were looking for foreigateéain music.Loving C, privately known as
William de Bordes and here represented as WB, drnheo pioneers in organizing English rap
competitions in Kumasi, when asked who initiaté tEnglish rap competition in Kumasi
enthusiastically replied:

WB: Initially, it was myself, Bambaatta. Bambaadtad Jimmy they were older than | was. We
were students and we were more in tune with whathveg@pening within the students’ world
but they were out of school. So we said that lgtutghe students together to organize rap
competition or something and let us see how credhey would be. So we remember, |
remember very well in those days that we told th&testants to stick to their own lyrics. They
were supposed to write their own lyrics and naany other...It was in English

Bombaata took advantage of the search and quefiteojouth for foreign culture and mental
strength. The question is: why were the youth clamng for these values? Urban (2001: 57)
explains, “the items come to be evaluated, ovee tithrough internal dialogue and debate, as new
and better, yes, better — with respect to the rlltelements they come to replace”. Barfour, 17,
Emmanuel 16 and Reggie, 16, make it clear that pinefer the American culture to that of Ghana
because it makes them more confident in life —aavsbf mental strength. They lament the seeming
lack of confidence and productivity in the Africanlture and Barfour, BF, sums up their frustration
by saying:

BF: When you watch hip hop stars, they would, iideen you watch them, you will see that
they are confident in what they are doing so youldidike to be like those people.

Bombaata did not only identify this metaculturalakesation on the part of the youth but also
provided expression to such metacultural perspechy flavouring these competitions with
“wannabe” shows. These were look-alike competitiong/hich; for example, rappers were to rap
and perform like 2Pac or MC Hammer. Wofjay followach.

3.3.2 Wofjay
Known in private life as Wofa Adjei, he shortenad hame to the pseudonym Wofjay to make it

more appealing to his audience, who were more desptowards big names in the American music
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industry. The name itself was a hybrid of local dockign components: the local Wofa (Uncle)
became, “Wof”, was added to the adulterated formAdjei, “Jay”, which had a foreign appeal
following short forms of names of artistes from th8& namely Micky Jay for Michael Jackson and
Teddy Pee for Teddy Pendergrass. Such types ofditybconstituted cultural interpretive cues for
the youth of the time because his name had botil lnad foreign appeal. He started DJ-ing way

back 1976. Then Loving C came next.

3.3.3 Loving C

William de Bordes was known in entertainment asihgvC. This was the time when turning
initials into nicknames was in vogue for names mistes like Pee Tosh for Peter Tosh and Bee
Marley for Bob Marley. Loving C got into DJ-ing it991 and became the resident DJ for
Nsadwaso, the night club for City Hotel. He wastdasthe mode of Grandmaster Flash of the
United States of America: handled the turn tabi tlde scratching, cutting and rap (Rose, 1994) in
between and on the rhythm being played. Again, |be affered that sense of innovativeness of
youth self expression. Another point of attractweas his branding: wearing the tie, supposed to be
a foreign symbol, which had the colours of Gharaay fin it, clearly a local symbol against the
background of a foreign one. All these combinatiohsymbols were calculated to have a good
cultural shareability. He and Wofjay succeeded umihg these English rap competitions into
another major inter-school competition apart fréma inter-school sports festivals. Let us also have
a look at how these cues influenced the selecticites.

3.4 Sites where Twi rap started in Kumasi
The search for a conflation of local and foreigttures by Kumasi youth that endeared the DJs to

them drove the youth to sites which could offemthilhe same interpretive cues of modernity as
offered by the DJs. These sites were the hotelschutid in Kumasi. In the mid to later parts of the

70s, clubs and hotels like Oldtimers, Sphinx, HoelKingsway, all located at the business centre
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of the city, Adum, positioned at important intecs in a socially heterogeneous urban community

such as Kumasi, were entertainment centres. Le¢xasnine how these entertainment centers

influenced the development of hiplife by havingd@se look at Apatadsesase.

Apatakesecase was located at the Kumasi Cultural Centre. The nanfdkan meant “under the big
hut”, reflecting its traditional setting. The ed#i itself was a modern building, located at thé tai
end of the open space of the Culture Centre whemnrgpfrom the Quarshie Aidan Hall. It was not
the modern architecture and spacious nature tivatigés uniqueness: it was the surroundings. The
surroundings were preserved as an old Ashantigéjla cocoa farm with a cottage where cocoa
beans were being dried on the left, a villageatiire followed, then a cluster of huts on youhtjg

all depicting real village life in a cocoa growiragea. This setting provided a rare idyllic and
nostalgic feeling about the innocence of the olihge life of the Ashantis. The blend of this

nostalgic recreation with the modeApatakesecase building reflected the hybrid traditional and

modern life of the Ashanti at that time, and thadtvided a unique setting for an art that conflated
the tradition and the modern. Clearly, hiplife ist m sudden break from the past as most of the
participants who represented the old generationldvbke to make us believe. It is certainly a
transition from the past to the glomour of the préswhich in itself is a shareable culture of

modernity.

3.5 Performance of English rap competitions and the beginning of Twi raps in Kumasi
The same shareable culture of syncretism thatctdttathe youth to these sites facilitated a

transition from English raps to Twi raps by the gatitors. The competitors were representing
their schools and rap competitions became an dgterms inter-school sports festivals. Students,

past students and friends of the schools wentdadp sessions with the same competitive spirit
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they approached the inter-school competition witth he winner could be carried shoulder high by

his fans throughout the streets of Kumasi.

The competitors started having their own challenged this was where the need for mental
strength, presented earlier as a cultural intek@eatue, came in. They were now not allowed to
sing songs by other artistes. Rapping in Englishecavith its own challenges because the audience
were expecting the rapper to represent his scimogbod English and whenever the rapper became
a bit infelicitous with his language, you could hé@m the rival audience, “webu”, meaning he
had broken the neck of the language. The rivalenadi group would do everything to disturb the
confidence of the one on stage to prepare a fabteiground for their representative. Again, in a
city known for its links with traditional roots, ¢hEnglish language used on such an occasion to
some of the students was an opportunity to exphesaselves as elites. The exercise was therefore
a really thrilling one. Amidst these contestatiamsl heckling from hostile audience members when
the English language fell on the wrong side of pramation or grammar, the spirit of mental
strength, inherited from the PNDC regime of Rawdir{§hillington, 1992) bubbled to the surface.
The idea of the embattled artiste’s ability to virgatthe storm by facing his critics without being
shaken added a lot of energy to such occasionseXample, Ras Kwesi revealed that when faced
with such challenges, Shimole, one of the bestestahts, would babble something like “Tdn&o

the b to thec to thed to the€’ to tumultuous applause from the entire audiemeeluding those
who wanted to intimidate him. Shimole was advergsyood performance here because there was a
conceptual congruence between his performancehang@drformance situation and the embedded
interpretive cue that created the performer-audieitinity was the show of mental strength; being
tough. Ras Kwesi added that Shimole would contiougse such phrases repeatedly but he did it in

a manner that would make one think that he hademré long rap. Such phrases too were devoid of
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grammatical technicalities so his adversaries ctialde nothing against him any more. That was

what hiplife was all about: being tough.

Other challenges included the fact that the rappere beginning to sound too imitative. This, in
addition to American English syntax, pronunciatiamd accent problems of the rappers started
undermining what non aficionados would have desdilas excellent performance. American
English rap, according to Wofjay, started losirgappeal and what made matters worse was the
fact that it was becoming more and more difficoltselect who was the best rapper. Meanwhile

according to Okyeame Kwame, who was very activeuch competitions, there was one rapper

from Takoradi who would add humour to his perforegnsinging “medze nkwases maaba,

nkwaseasm maaba...” (I have come to fool around), and hedhdge following. At this time, the

English competitions were becoming boring and thenlmer of patrons was dwindling. The

contribution of the competitor from Takoradi sigedl to the organizers that Akan rap had the
potential of pulling back the audience who werengng less enthusiastic. And as indicated earlier
they and the DJs, notable among whom was Bombataduced it as a means of increasing the
competitiveness of the competition and restorinthenaudience the kind of enthusiasm they had at
the beginning of the competitions. This was in 198part from appearance, composure and rap
attitude, Twi rap became a major marking schemeherjudges and if you wanted to stay in the

competition, you had better developed Akan rap tiiecause of the locality had become mainly
Twi rap. Again, the use of Twi, against the backaeb of hip hop beat was another interpretive cue
of modernity — the mixture of old and new. Mosttlhé judges had sixth form education and had
mastery in the English language. Some had even dterature in English and Ghanaian language
at the sixth form level and as indicated by Lov@dgn an interview, they were very interested in

clarity in diction and poetic devices. Indeed, thdges’ marking scheme was based on the oral

70



structures of Ashanti traditional court poetry, tastified by Shipley inLiving the hiplife Their
names - for example, Akyeame (the linguists), Nanarfthe elders), Akatakyie (the nobles), all
signifiers of expertise in the Akan court spokemglaage - indicated their affiliation to court pgetr

and constituted another cultural interpretive*tue

This experiment yielded more than the desired epiea for apart from increasing the dwindling
number of patrons to these competitions, it nheéeyouth in Kumasi discover a kind of culture
they could call their own, a situation very simitarthe development of Azonto dance at the time of
research. The concept of having an art they coaldl their own was yet another cultural
interpretive cue®*The Twi rap identity, later to be christened hipliby Reggie Rockstone,
constituted a space in which the complexity and fibality of youth’s contemporary urban
experiential realities could be expressed. Withhipehop base thus broadened in Kumasi, Reggie’s
initiative was hugely welcome to the rappers in Kasmbecause they quickly moved onto the
national platform and displayed the art they haenblearnessing localf. This was why most of

the early superstars of hiplife were from Kumasi.

3.6 Hiplife superstars in Kumasi, 1996-2010
After Reggie Rockstone’s initiative, which was wsess, mainly in urban areas, Mark Okreku

Mante, a business man, started producing the lifedord Kenya, Joe Frazer, Akatakyie,
Omanhene Pozo, and the Akyeames, all from Kumasi,tarned them into artistes of national

fame. By advertising these rappers at the nati@val, that is, in both urban and rural areas, Mark

33 Regional hip hop’s link with oral traditions issala common feature in Senegalese and Kenyan hip $ee
Moulard-Kouka, 2005 and Journo, 2008.

34 East Africa’s hip hop literature also has a similavelopment (Perullo, 2005) and in Kenya whengcah publishers and

founders of literary projects had failed to makateat with the new generation, hip hop literatueedme a new literary space where
local experience could be expressed in a mannengmsunique to Kenya (Journo, 2008).

% Indeed, Ghana is not an isolated case in theofdraditional roots in hip hop cultural productisnAfrica. Similar local influence
on hip hop has been reported in East Africa (Perald05; Stroeken, 2005; Journo, 2008; Birgit, 2008North Africa (Gross et al,
1989; Mazouzi, 1990; Pareles, 2002; Grippo, 200@)even in other West African countries like Sehega Ivory Coast (Moulard-
Kouka, 2005; Hohlhagen, 2007).
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Okreku Mante became one of the first Ghanaian lessimen who succeeded spreading the hiplife
shareable culture nationwide. These artistes wilreniplife superstars nationwide at the time of

writing.

3.7 Hiplife underground rappers in Kumasi, 1996-2010
There were other rappers from this tradition whaemeot and have not been as popular as the

superstars mentioned above. Indeed, this catedamgppers, if linked with their economic status
(Englert, 2008), poses a challenge to the defimittd the Ghanaian underground rapper. In this
section, we intend to use this terminology as baitigtically not as popular as the others butimot
the Journo sense of not being economically supasothe superstars. My data indicate that this
category presents artistes who are more interéstéek hip hop culture than the money associated
with it. They use more subversive materials andresg a more subterranean level of
consciousness, “habitus” (Bourdieu, 1977) manifessymbols relating to mental strength or
toughness that allows them to confront the sociest. us look at the lyrics of “Osama” by

Kaboom, one of the underground rappers in Kumatsieatime of research:

Osama may mo den? Osama, what have | dongot
Mongyae me ma mennwene meho o  Leave me alone

Osama may moden? Osama what have | dongou?
Ewurade e, mereto bomb o My Gain detonating a bomb

This piece relies on irony, contrast or double nmeganOsama rhymes wittb§aman”, the ghost in

Akan. One meaning is related to terrorism and theros about the dead so both meanings evoke
fear. While we could take that on face value to m@&sama bin Laden, it could also mean a ghost
who is not at peace with himself because of whatlithng say about him. The irony here is he is

about to throw a bomb and yet he says we shoulet [eem alone. Again, the meaning of the irony
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comes out of the double meaning of the ghost arir@sOsama is being huntedut in this poem
he is hunting other people and indeed, that isféog implying that he is strong and can do

whatever he wants to do even if you involve hinaismear campaign.

Again, the underground artistes usually move irugso | will use the Bomso underground rappers
as an example. The Bomso underground rappers wierargy a communal group that thrived, as a
group, mainly on a specific version of hip hop &adie culture and while superstars like Obour,
Sydney and the Akyeame love to blend the traditiand the modern culture, these rappers would
like to make us believe they had just arrived friva US and had nothing to do with the local
culture. This group comprised Peewee, Kaboom, MeeaGeorge, KC and Flames and they came
from different vicinities in Kumasi but had decidexstay together as a family and even though a
rapper like Flames, a son of a reputable libraimatine Medical School in KNUST, would visit his
family every now and then, he spent most of higlpative time with his new-found family. They
ate from the same dish, slept together and movgdther. The first time | met them in their
“ghetto”, | would have wondered if | was in BronXew York, had it not been for their false
American accent. Pictures of 2Pac, Jay-Z, GuruRurftl Addy were boldly displayed on the walls
in the room. Loud sounds of 2Pac’s “Gangster’s thaed was blaring from speakers in the room
and they would join 2Pac’s rap in the song whenéwey desired to and sometimes would all shout
a line in a chorus, throwing their hands in the mrthe manner of the American hip hop artistes.
They were all dressed like American hip hop artiBtsewee wore a blue basketball jersey with
white stripes on the sleeves, the number 35 baldiiten in yellow. The jersey was tucked into
hanging blue jeans with a white belt on. The hobkhe belt was exactly like that of Jay-Z as we

saw in his videos or any other US hip hop artise Belt was not on the waist; it was on the hip and

% This song was recorded before Osama’s death ih.201
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the jeans were rolled up midway between the kneetlam ankle. He had black sandals on his feet.
Kaboom had a black hip hop T-shirt with a graffiéisign in front, black jeans and sandals. Perhaps
the most hip hop of all of them was Macarfee. Hd hablack sleeveless shirt, open buttons,
showing chest hairs and revealing a shining neeklanging in between the two breasts. He had
oversized shorts we call “nicker boka” coming riglotwn to the knee. And this was matched with

black boots.

We have so far been talking about hiplife cultyredduction, the culture the performer shares in
common with the audience because of shareabilith@fcultural situation. In the discussion that
follows, we demonstrate more clearly the importaoteultural shareability within the context of
the performance situation of a cultural interpretivame (Bateson, 1972:177). We also show that
good performance is a conceptual congruence betpedarmance and its cultural situation and
that bad performance is that which is tangentiahto cultural situation or a conceptual mismatch
between the performance and its cultural situatidonceptual congruence here means when the
interpretive cues are properly constructed in perémce and conceptual mismatch is when the
interpretive cues are badly constructed. To be tbbeemonstrate good performance in hiplife, we
need to see the performer in live performance, ihan live recording, both audio and video and

live stage performance.

3.8 Live performance
This is the second section of cultural productiémiplife. It examines the concept of shareability

that governs the relationship between the perforamel the audience on one hand and audience
response to the performer on the other, all withexconfines of evaluating performance (Bauman,
1977: 11). This performance is the result of cohe@pcongruence or mismatch between the

performance and its cultural situation.
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In this section, it is only the live stage perfomoa which instantiates an occasion of the physical
manifestation of the hiplife mental script that lias response of a live participating audience anot
live studio audience used in measuring standardsfiMt deal with live video and audio recordings
of underground artistes before we go to the livéewi recording of the duo, Bradez, hiplife
superstars. We will also examine how good knowledfyeultural shareability plays out in the

dynamics of the hiplife market.

3.8.1 Live hiplife video shooting of Scizo, Kumasi

| had to meet TA Scizo, an underground rapper,.@@ $m at Pocalous Studio, Tafo Nyiaeso in
Kumasi, which stood opposite the famous Tafo conityuremetery and contrary to speculations
about the foreboding aura of cemeteries and theuirens, the vicinity was quite lively,
occasionally presenting some modern buildings amdesuncompleted ones. Pocalous Studio was
located in one of these uncompleted buildings, e ground floor. The video shooting was

supposed to be carried out on the roof top.

The two main actors or musicians looked a bit défifie in what they wore. They were all dark in
complexion, and of average size, but they did really complement each other in artistic
expression. Scizo was well dressed but did not bavéip hop appearance. He had ared cap on to
match a red tie, the two contrasting with his wisite't and boots; he wore a light blue pair of gan
and looked too gentle for a hip hop person. Hisneay on the other hand, had the appearance of a
real hip hopper. He had a pair of trendy dark glassucked his white polo shirt into a pair of

brown jeans and had brown Timberland boots to match
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The gadgets for the recording looked simple. Theyewa camera and its tripod, a cd player, an
ipod fixed to the cd player and a loud speakeryhere only going to lip-synch and even though |
was told the practice was called miming, | realisedt they were singing and sometimes were

going off tune to the very music they had made.

It was time for the real shooting. Scizo was thetfto go on set. The cameraman cum director
signalled Scizo’s partner to join Scizo. The norbe¢ cues were the first to catch my radar. Let us
first look at the proxemics. They sang and dansg@dk by side. Scizo’s partner usually moved
around a defined area in front of him and withirs fimited area, he was making hip hop moves,
not break dance or any of the intensive energy e@grtbough, while making sure he did not bump
into Scizo. | rather found this idea a bit resivietand uncharacteristic of the hip hop tradition.
Scizo was also too conscious of his limited arethwaas doing a lot of hip hop moves too. Perhaps
the most interesting of the non verbal cues waskthesics. Scizo’s partner advertised sinuous
movements involving the body and the hands andadveuén bend down in a posture suggesting he
was polishing his shoes, very symbolic of the antiicephilosophy, telling it as it is: polishing
shoes is meant to be a job for the lower classdea that resonates well with the ghettocentric
culture. Both of them would throw their legs uptla# same time and his partner would be holding
the crotch, a typical gesture of most hip hop trtiedicating masculinity and male supremacy
(Weitzer and Kubrin, 2009: 8). At one point, Scstopped suddenly, folded his arms and presented
a very serious face - one would take him for Pufidg or any of the US hip hop artists, and the
syncretic nature of the art came to the fore. Was part of a cornucopia of hip hop meanings
recapitulating mental strength in the face of agages, and at the same time expressing battle
readiness for any confrontation. The cameramaom@e points would also tell them to gyrate, an

act redolent of sexual act, reflecting the titlehed song “Mmaa” (women).
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The observation | made was that neither the seaalirector nor the rappers gave any clear idea
about their target audience let alone offer anylyaisof it. The symbols or cultural interpretive
cues were too general and sometimes conflicting. é&d@mple, the symbol of gyration and
polishing of shoes were quite ghettocentric butately these symbols were irrelevant to the theme
of love of the song and the dress of Scizo wasgemtle for hip hop appearance. Again, in one
breath we had a symbol of mental strength and wothen that of restriction or limitation. The
cameraman was the director, the make-up artistezcamputer animator and in charge of montages.
This one man crew concept might have worked welttie budget but certainly not for efficiency,
especially in terms of minute details that went thafre to the audience. Again, apart from holding
their crotches, the rest of the movements had ngtto do with the theme of women falling over
men as suggested by the theme of the song. Forpealmoking serious is part of hip hop symbols
but within this context, there was no need for avslof battle readiness. In short, the mobilisation
of shareable culture in Scizo’s music video wadyathnaged, and when | met him again in 2011
at the Faculty of Renewable and Natural Resour®ddJ&T, he was on his masters’ programme.
Obviously music could not offer the opportunities tead hoped for and he was lamenting that the
video was a failure in spite of the investment heipto it. | observed a similar scenario of theeli

audio recording of Kobbie Wailer's “Wone me hem@ébu are my queen) at Takoradi.

3.8.2 Live hiplife audio music recording by Kobbie Wailer, Takoradi

New Image Recording Studio sat on a hill in Lagosvii, Takoradi, and commanded a beautiful
view of the busy vicinity. Little wonder the studioo was a very busy place that morning, bristling
with musicians, hiplife, gospel and high life muaits. | went there as a researcher, a participant

observer, but | had worked with the engineer ospgl song in Kumasi before so he was happy to

77



have me around. The hiplife musician, 24 years whbse work was to be recorded was already
there and introduced himself as Kobbie Waliler,xa daiver and an underground rapper at the time
of research. He spoke English with a false Amermerent and claimed he had been in most parts
of Europe, explaining, “My music is a hybrid of W& hip hop and the Ga traditional ‘jama’.
The title of the song to be recorded was “Wone ®m@dm” (You are my queen). He explained he
preferred the “jama” rhythm because he had stage@iccra for some time. One could conclude
that his music fit into the cultural situation oytridity of cultures (Coplan, 1985; Bame, 1985;

Waterman, 1990, Collins, 1996).

The mention of the “jama” rhythm needs further coentary. The rhythm is a celebratory music
used for social entertainment among the Ga, abeédame associated with hiplife from the early
2000s to 2008 before the crunk craze took oversanid had already entered the syncretic equation
of hiplife and constituted a major hiplife culturaterpretive cue. But the question as to which

section of the hiplife audience the “jama” rhythrasndirected towards was not answeréd.
The recording started with a rehearsal. Kobbie thgked KD to sample Rex Omar's “©ge

wu"*8, Sampling is a major hip hop practice (Rose, 19®):and in Ghana it is a local syncretic
practice which conflates the instrumentation of gdaires like high life and modern genres like rap,
a practice that runs to the very core of the dediniof hiplife. In this case we have two cases of
syncretism; foreign influence in the form of Westéiip hop music and “jama” rhythm and local

influence of a mixture of old and new genres. GleaKobbie was searching everywhere for

37 The “jama” rhythm is the exact equivalent of Iva@gast’s zouglou, which was also used for “animdtmmcelebration
and was appropriated by university students aredt lsécame a kind gdopular music in the late 1990s and early 20@0s
expressing the voice of the “sacrificed generati@€e Schumann, 2012: 552 and Kohlhagen, 2007.

% This is the usual practice in hiplife. Like hipghsamples from funk and soul music, the hiplife itiass sample songs in
highlife and rap in them.
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innovation or the popular through syncretism and finactice is not new, given that high life was

also a product of such syncretism (Chernoff, 19883).

A lot of the recording process at this stage haddowith feeling one’s way through the sonic
landscape of the song in question. The engineer, Wd3 virtually navigating through a complex
acoustic web for the right sonic effect for the gorl must again point out that | had worked with
the engineer before, so he asked me to contributeetprocess. This implied changing my position
as, and perspective of, a participant observer ttulla participant and even though a full
participation, because of its potential prejudiciebults, is sometimes frowned upon, | took that
opportunity for it was going to provide a leverageobserve as an insider, to assess better the
strengths and weakness of the artiste being olseAtethis point, | suggested a bass line to the
engineer and he found it useful. Then | also sugge® Kobbie to use the nonsense phrase “geh
geh, geh geh, geh geh”. He was pleased with thdtse3he engineer went ahead to programme a
sax line to support the rhythm as is normally dame€jama” rhythms. The sax line suddenly
achieved a greater level of animation when | suggethat he should syncopate the middle portion
of each phrase. He then worked on the tones dhdhes. Meanwhile, he played the song over and

over to make sure that all the parts were promanhchronised.

The last stage in the recording process was theomme over and harmony for the chorus. Kobbie
was asked to go through the first voice. | realisedhad no idea about the key he was using for the
chorus for the engineer continuously had to briimg back to his key saying, “This is your key”.
He also had no idea about voicing, timbre and hreantrol. Once in a while, he would tell the
engineer to delete what he had sung and would etem mid-way and shake his head in

disapproval of his performance. Clearly, he did pagpare even though he lacked the skills for
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good performance. Kobbie was able to sing the thaide but found the second voice an uphill

task. KD had to go to his rescue.

Admittedly, Kobbie Wailer had some bright spotshis live performance. He had syncretism of
both local and foreign influences and these co@d/éry powerful cultural interpretive cues. He
however lacked a precise idea about what his tamgeience was, whether he had a hiplife
audience partying at the beach or during an outidg@eremony, a hiplife audience in schools and
universities or even older people who liked hipli@#early, audience analysis based on the cultural
situation was not done, and for most hiplife audesnin Takoradi, there was going to be some sort
of mismatch between performance and the cultutaason of the song. Just like Scizo, the cultural
interpretive cues were there all right but theyaveot properly managed. Perhaps these were minor
challenges as compared to his performance skilésattist’'s claim to mastery, that which makes
him/her “accountable to an audience” (Bauman, 197): This is where | benefited as a full
participant, for when | was contributing to thearting process | had a particular standard in mind
which | used as a measuring rod and | could saehthavas only a neophyte and failed woefully to
demonstrate mastery. Another observation, not sechs as a full participant, was that the
performance situation, which was based on the @llaituation, was not a fixed phenomenon but
fluid, changing from place to place, time to timedeculture to culture. The fact that the “jama”
rhythm was popular in Accra at that time did notessarily mean it would be popular in Takoradi.
This reinforced the position of Leach that “theistit representations of common objects follow
widely different conventions in different culturegl.each, 1976: 121). Consequently, when |
checked in 2011 from KD, the engineer, how Kobbsssg was doing on the market, he told me
reports from Kobbie indicated producers were ngieedo invest in the song. This may be due to

the fact that his cultural shareability was bad.
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Now let us turn our attention to a professional kydhat which demonstrated good understanding
of the cultural situation and properly defined pregformance situation. We have the duo, Bradez,
consisting of Stone and Kunta, the two youngerhma of Okyeame Kwame, whose “One gallon”
in 2007 made them the toast of the entire hiplifdi@nce in the country, including the old, to do
that for us. For the purpose of this exercise, seduheir latest song in 2009, “Simple”. Here, we
see that the success of hiplife performance depemd$iow well the interpretive cues are
constructed, that is, how appropriate performaade the context of circulation (Urban, 2001: 218)

when context of circulation here refers to the privg shareable culture of modernity.

3.8.3. Live hiplife video shooting by Bradez, Accra

| went to Laterbiokoshie and was directed to andsmpg storey building, climbed to the first floor
and was ushered into a studio which had a veryepsidnal ambience about it. | was struck by the
brightness of two lights standing at the oppositaers of the stage which had white cloth at the
background, red cloth covering the other sidesiefwalls and in the middle of the studio was the
camera, a huge black object, majestically seatati®three-footed pedestal and gracefully looking
where the musicians were supposed to be on setarheraman stooped down over it with one eye
squinted and the other fixed on the viewfinder, Hrete were members of the crew in charge of
monitors, lights and make-up. The studio had cHaira studio audience which was not for
participating in the live recording but for helpitige production to evaluate the signals in the

performance.

Kunta was in a white jacket with blue trimmingsddslue stripes on the sleeves. The jacket was

open, revealing a beautiful black T-Shirt with @tafdesigns at the background. He wore black
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jeans and a white pair of boots to match the wjaitket. The dark glasses made him look more
confident, re-contextualizing the Rawlings legadyyouthful mental strength. Again, Stone, the
elder of the two, sported a white jacket with nechinings and red trappings on the sleeves. He also

had black jeans and white boots to match the whdiieet. He was also wearing dark glasses.

The first stage was for the artistes to pose ferddimera. Stone revealed that the dark glasses were
a metaphor of the mental strength needed in frbttieoenemy but they also used the same symbol
“just to make us look good”, another re-contexuzagiion of ghettocentric symbols in fashion for
the hiplife community. Another cultural interpregicue was the informal looks of the middle class
youth in the country as depicted in their posemn&had this to say about it: “Young people most
at times, no matter where we come from want torée, fyou know” and dismissed any suggestion
that they were copying the West. It was his turiéoon set so | turned to Okyeame Kwame for
further information. Okyeame Kwame added that, “Wiyeu are looking at the same target my
brother is looking at; university students and Waking class, the young working class, you are
looking at bright colours; you are looking at ndwings; you are looking at attitude”. He further
explained the intended effect of this approach,e{fare looking for people to buy that concept so
that they will maintain the most important partfep hop, which is being real”, reinforcing the
authentic hip hop philosophy, this time re-contaksing it in fashion for the youth. He went on to
offer explication for the means of attaining thesals: “to choose the technical producer ...who
runs a TV programme called 4-Syte TV and has thstiypouth audience. He continued that “most
of this producer’s crew are below 25 and they ustded what is going on in the head of the
youth”. Such careful selection of the productioeverfurther boosts the chances hiplife values

becoming desirable to the taste of the hiplife camity. It is also part of the pathways through
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which the hiplife culture flows across time intatdte (Urban, 2001: 268), that is, once hiplife

becomes commercially viable.

The next to be on set were Okyeame Kwame and tegysdreet-wise girls with revealing dresses,
advertising sinuous movements and climbing all dver while he was making efforts to distance
himself from them. This was quickly contrasted watiother scene featuring a tall girl with a very
beautiful feminine presence, sporting dimples ondieeeks when she smiled and wearing simple
jeans and yellow top, a real pictorial represeatatf the theme of the song, “Simple”. While she
was taking various poses, Stone and Kunta werebiplithe director to make gestures of admiring
her, subtly introducing the element of power insslalistinction which chooses the noble and

bourgeois-looking girl to represent the middle slesther than the sassy looking girls.

This hiplife cultural production had the cultunmaterpretive cues just like the other recordingst th
were a failure. The influence of the American cadtas an expression of Ghanaian sense of
modernity was there. Again the influence of the Aigan hip hop culture — gestures, postures and
costume — was also very obvious. This performarae thark glasses, informal looks, bright
colours, the search for new things, attitudes tegi¢ct current socio-cultural realities like theeal

for mental toughness, a hybrid influence of Ghamaiast revolution ideology and that of American
hip hop and other symbolic representations. Butattheantage of this production over the others
was its ability to direct these symbols at a pet¢asget audience: students and the young working
middle class, the bulk of the hiplife audience. M@eo symbols were in consonance with the
symbols of the lyrics; “teddy bear”, “body curvestelebrity” which is the diction of carefully
selected middle class images incarnated in thelsigig with dimples. The use of good English in

the rap and clean hip hop beat also provided theesaffect. One striking characteristic of this
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production is the attention to details in selectihg target audience which Okyeame Kwame
attribute to “knowledge and association; knowingatvitou want, having a good understanding of
the market segmentation and presenting to thersigimals they want to see”. In other words, good
audience analysis and proper management of symtaiionunication and, in the context of this
research, a conceptual congruence between hipéféonmance and its cultural situation is
indispensable here. The validity of this analysisupported by the audience response expressed
through various nominations and awards that thislpetion has received. The song received five
nominations from Chatter House, Ghana Music Awatlds:Best Song of the Year, Best Afropop
Song of the Year, Best Rapper of the Year and Besite of the Year, all in 2009. In the same
year, the song and the video received the Best YAfesain Song from Africa Music Awards in the
UK. The song and the video had a similar awardautl$ Africa in that same year and Sun City, an
award house in Nigeria, singled out the video far Best West African Video for 2009. Clearly,
this live recording was a huge success becauseotiwept of cultural shareability was handled with

the closest attention to detail.

Indeed, it is the audience behaviour that detersnivbether there is congruence or mismatch
between performance and the cultural situationiartie next performance to be discussed, a live

stage show, we are offered the opportunity to Wlliwe audience behaviour.

3.8.4. Live hiplife stage performance, Kumasi

This segment demonstrates the relationship of peence to the occasion and how it contributes to
the cultural theme of the occasion, when occasieans any event invested with a cultural theme

as in the cultural theme of mourning in funerakbeation and conviviality in birthday partying. In
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a similar vein, the hiplife cultural theme of therfprmance occasion is a very significant parhef t

hiplife shareable culture and the success of tlvasion depends on the matchability between the
interpretive cues and the theme of the occasionantiow the performer and the audience co-
construct the hiplife cultural identity as expressm the occasion. Indeed, the hiplife theme and

identity the occasion presents are the produdiseobverarching hiplife cultural situation.

| went to the Sports Entertainment Center, a hugtofey hotel behind the Baba Yara Sports
Stadium, a modern architecture with a plush swingnmaol behind it, a bar on your left, furnished
with expensive tables and comfortable chairs thaided well with the tiled floor. The aroma from
the kitchen was irresistible. Certainly, the cerfiegl all the senses could feed on but the moment
the sounds started, the soundscape imposed itsétieosense of the audience, the functioning of all
the other senses were arrested and all attentisrreddrected to the source of the sound throbbing
from the giant speakers on both sides of the stagkihe stage became the centre of attraction. The
senses were therefore reduced to sights and spernidrmance on stage and music and this was
going to be the perception, which through cultunérpretations, could elicit audience behaviour

(Merriam, 1955; Blacking, 1973; Feld, 1982, 1994rio, 2008).

The audience was basically youthful, of about 18Ggears, and all dressed in hip hop fashion, the
men with Timberland boots, jeans, baseball cagsgvsless T-shirts, petty coats, bandanas and
other hip hop paraphernalia, and the women wertheir usual spaghetti dresses, revealing and
bright in colours. The first to mount the stage Wadoom and his partner and they were all in hip
hop outfit. He was shouting slogans like “Yeah,hyegeah”, “Put your hands up, put your hands

up” and “Say 000”. The response was not encourabutgthere was an instantaneous response

when he shouted, “éfeto afa b” (We are going to throw things there, we are pagshere or our
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bottom will pass thefd). This was a double entendre with misogynistic nmations and the

audience fast caught the cues and reacted favquiatdm nowhere, there was electricity in the
atmosphere and Kaboom was right on top of his ga#eewas speaking through the microphone
and not doing a lip-synch performance and whentdwtesl rapping, it took some few seconds for
some of the audience to get into an evaluative \betig having been co-opted into the rapper’s
timing, joining at two main points of entry and noig a call and response pattern of the
performance. There were those who were doing éditation with him and others who would wait

till the middle of a line and join the rest of tee. Then it got to a section of the performandew
he would rap a line and there was a thunderousonsgp“Meto faa #' (I passed there; | threw

things there; my buttom passed there). Indeed Kabaod the audience were co-rapping and the

audience were lost in excitement.

What was going on was a definition of good reladlip between performance and the cultural
situation. The fact was that Kaboom had playedttlisk to me before but | had neither heard it on
any radio station nor seen the album on any shdilfttere we were with the audience rapping
along, a clear sign of positive evaluative behawibthen got to know that he had a section of the
audience, a select group, who were his core fadgslay knew the track and some of them were
underground rappers themselves and one participaitt, “the guy just nailed it”. Another

participant added, “We are hardcore hiplife fanstl maeedless to say the performers on the bill for
the show were enough to select their own audiendeaghardcore underground rapper like Kaboom
was most likely to attract hardcore hiplife fans,group members who were well immersed in the
hiplife culture. We are talking about a culturettBaught to break free from the clutches of the

dominant culture which consigned them to permasghbrdination. Of course, it could not be said

% This is a literary devise of double entendre wiith third meaning being close to the first, alsekual connotation.
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that every member of the audience was a hardcetidgehian but judging from the response of the
audience, the majority of them were. The spontasieesponse influenced the others to get into that
frenzy but by and large, Kaboom and the audienceemded in dramatizing a detached text, a
mental script they shared in common. This scriptressed through a physically spontaneous flow
of lived hiplife experience, a platform that offdrinem the freedom of self-expression, a successful
celebration of hiplife predicated upon shareablglifiei cultural interpretive cues. The most
significant cue that did the magic was the misogymicontent, linking the performer and the
audience through the cultural interpretive framehiplife. Through misogyny, the audience were
able to exhibit the deviant behaviour of jettisa@nthe propriety of language concerning sex, one of
the instruments of domination by the dominant aeliFroucault, 1990: 10), strategies of hegemony
that make them conform to the norm (Adler, Meudlad Laufer, 2001: 186). So the participants in
the performance not only provided hints of theisiseance to and subversion of gerontocratic
authority but expressed their sense of autononwedis Their response was more of the appeal of a
cultural ideology, partly inherited from the Rawgs uprising which contested the concept of
Ghanaian authority at that time (Shillington, 1992; 55, 59) and partly inherited from the hip hop
culture, a culture that seeks survival by resisthng established culture (Rose, 1994: 18; Kitwana,

2002) than a musical one. It was a response basgdan cultural shareability.

This interpretive frame is what constructed thentdg of the occasion, which all members,
performers and audience shared; that identity tifedred them the opportunity to express
themselves freely on issues that could be an alaiimim on other platforms, that identity that
allowed them the same good feeling of being youthina that identity that set them out as special
and gave them a culture they could call their owiile the participants were shouting and rapping

along in excitement, the performance morphed int&irel of mob psychology, a collective
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effervescence or contagiousness of consciousnagghi{&m, 1915: 324) which Plato refers to as
the non-rational of “fluctuating sentiments with ialin we feel but never think” (Havelock, 1982:

26). That meant that the performance therefore emtmd in mediating the cultural situation,
making them lose individual consciousness and ngakiem adopt that of the hiplife culture for

that moment. The sight and sound of performancetl@diudience response, in affinity with the
cultural situation, were used to construct thew veorld (Blacking, 1973; Feld, 1982, 1994) and
each participant developed a “psychic wholenessutiir artistic expression” (Turino, 2008: 4) and
perceived his/her “world to be what his/her cultlrackground suggests” (Leach, 1976: 121). And
what this cultural background suggests or instridiban, 2001: 179), in other words, what the

hiplife non material culture instructs, construitts hiplife cultural identity.

It was this new world or new identity they wereatehting that the next performer came to change.
He was also in hip hop fashion; he mounted theestgd started doing American hip hop,
compromising the idiom of the occasion by rappmd=nglish. The electrifying atmosphere during
Kaboom’s performance quickly thawed into a cold;dhey were just looking at him, detached and
unaffected. And while the point of entry of Kaboenperformance was to join in the performance,
this time “the point of entry” was to clap him ot&way, away, away”. Their reaction emanated
from the fact that he had taken away what made ttadhhiplife their own, Twi raps. The occasion
was supposed to conflate the traditional and thdamo cultures. The modern culture was in the
form of the hip hop beat, the modern setting — awing pool, tiled floors, beautiful four storey
building — of the performance occasion and the bexiyression including what they wore. The
traditional culture was supposed to be in the fafmthe Twi language, the inertia culture to be
harnessed by the modern culture (Urban, 2001:th8)space that the idiom of the Twi language

provided for them to play around with meanings. ftiag in American English surely robbed them
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of such an opportunity. And what made matters warae his false accent, killing the philosophy
of hiplife authenticity, which was not to be corddswith that of the American hip hop authenticity
on that occasion. That certainly reflected Leadwuscept of the symbol that no two symbols ever
mean the same in different cultures (Leach, 1926).1The performer after Kaboom disrupted the
flow of lived experience of hiplife, breaking thiythm of their new world they were celebrating
and like the cultural production of Scizo and Kahhiis cultural interpretive cues failed to registe
a smooth blend with those of his audience, causimgismatch between performance and the

cultural situation and this disconnectedness cahiseperformance to collapse.

3.9 SUMMARY
Obviously data from my field work could not captaeery hiplife cultural interpretive cue but the

ones captured clearly demonstrate that culturalestdity (Urban, 1996: 21, 2001) that manifests
through cultural interpretive cues or symbolic commication that locates participants of hiplife
performance in a particular evaluative behaviouhés crucible of hiplife cultural production. The
goal of cultural shareability of a mixture of oldiseand newness, especially a new-found mental
strength, guided the operation of DJs who statiedyenre, the selection of sites for the genresat i
incipient stage and the dynamics of performanc#) bee recordings and live stage performances.
It is cultural shareability that determines the cess or otherwise of performance. It is quite
instructive to note that while good performance eat@s from good shareability, the successful
cultural symbolic communication of the hiplife awke or interpretation of hiplife cultural
interpretive cues, bad performance is the faildreuttural symbolic communication of the hiplife
between the performer and the audience. In the cieegter, we move from the investigation of
hiplife cultural production to the dynamics of sduproduction in hiplife and we point to the

primacy of Akan phonology, a major cultural intexfive cue and resource for hiplife rap art.

CHAPTER FOUR
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THE DYNAMICS OF HIPLIFE RAP LYRICS: THE CONSTRUCTION OF
VERBAL RHYTHM

4.0 Introduction
We have seen in the previous chapter that hipl@gopmance is best seen through the performer-

audience interface and we observed that factotsptteenoted the performer-audience cohesion as a
unit were located in a cultural situation (Merriai®55; Lord, 1960; Bateson, 1972; Blacking, 1973;
Bauman, 1977; Feld, 1982; Havelock, 1982; Yank&B91 Waterman, 1990; Diop, 1995; Rose, 1996,
Ntarangwi; 2009). Hip hop in particular present® tmajor cultural situations that we need to pay
attention to if we have to appreciate it as a caltdevelopment. They are hip hop globalizatior, th
global culture of hip hop, practised in all cornefshe world, from Japan to Tanzania, and hip hop
localization, the local culture of hip hop, the imwl vernacular hip hop, inspired by the local
tradition. In Ghana, as elsewhere, the global lwp tulture is the other side of cosmopolitanism as
expressed, among other things, in fashion (jeareakers, base ball caps, spaghetti wear, femdie tig
and revealing wear, boots, sleeveless T-shirtsiapnmusic and in swagger, the show of confidence.
Indeed, these manifestations of the hip hop culturarious parts of Africa have led critics to ibgk
that the American hip hop culture has heavily iefloed that of Africa (Gross, 1992; Stephens, 2000;
Mitchell, 2002; Samper, 2004; Moulard-Kouka, 20@toeken, 2005; Grippo, 2006; Kelley, 2006).
They believe that hip hop in Africa generally bavoits performative structures from those of the US
hip hop and that African hip hop is informed laggély global realities (Ntarangwi, 2009: 20). This
position is contested by other critics who beli¢gvat local hip hop in Africa only fronts the US hip
hop culture as a medium of expressing the substaldcal culture and that globalised hip hop isyonl
being used to create space for local identitiesn(B#, 1999; Auzanneau, 2002; Condry, 2006;
Kohlhagen, 2007; Perullo, 2007; Journo, 2009; ®yip2009, 2013).

This debate is not restricted to critics of glolbg hop; it is a current debate among hiplife

practitioners in Ghana, especially in the area ipfife rhythmic expression. The artistes’ own
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opinion on this question falls into two main grou@s one hand, there is a group of hiplife artistes
who believe in the globalization of hip hop andtttiee Akan rap shares similar linguistic structures
with that of the American English hip hop. On thbery hand, there is another group of hiplife

artistes who believe in the localization of hip hapd that the Akan rap is an original Ghanaian
cultural form, a re-contextualised and modern wersif the Akan drum text. This chapter strongly

endorses the position of the second group. Indhépter, | argue, in the first of the two sections,
that Akan rap and the US English rap do not shiaguistic structures and terminologies like

rhythm and rhyme as some artistes would like uel@eve. | also argue in the second section of
this chapter that Akan rap, even though may haee b#luenced by certain external factors, has its
origin, to a greater extent, in the Akan tradiagbdrum language and conclude that Akan rap is

more of a local development than a global one.

4.1 Spoken Akan language
There are quite a number of languages used irfdgtid so the first question we need to address in

this discussion is why we isolate the Akan langufagehis analysis. The Akan language is one of
the Kwa group of languages in the Volta basin ira&) that is, apart from Ga, Adangbe and Ewe
(Dakubu, 1988: 1)it gives us the following ethnic groups with theespective dialects: the Asante,
the Fante, the Ahanta, the Guan, the Bono, the iikyke Akwamu, the Kwawu, the Akuapen, the
Sefwi and the Nzima (Dakubu, 1988: 53; Adu Boal#00O0: 1), most of them being mutually
intelligible or being similar to each other (Dakiild988: 5).The Akans form about half or at least
45% of the entire Ghanaian population (Adu Bual2&@0: 1) and this is confirmed by figures from
the 2000 National Population and Housing Censusl%9and statistics of the 2010 National
Population and Housing Census which puts the p&genat 45.3%. In addition to this huge
percentage it commands in the overall Ghanaian lptpn, it constitutes the second language of

most of the non-Akan language-speakers (Dakubug)198kan is also used in schools, churches
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and market places of certain non-Akan speakingsaiieakubu, 1988: 55) and is the “most widely

studied and documented” (Dakubu, 1988: 57) languigthe country.

It therefore comes as no surprise that the higliftural community has adopted Akan languages as
the most widely used linguistic expression. Apaostrf some very isolated use of other languages like
Hausa, Ga and Ewe and Dagbani, Akan constitutegethaining huge proportion of hiplife songs. In
investigating the verbal dynamics of hiplife ragerdfore, the Akan language imposes itself as the
foremost area of inquiry, especially in the atterrgpfind out similarities and dissimilarities betsve

hiplife rap and the US hip hop rap.

4.1.1 The differences between the Akan hiplife rap and the American hip hop rap
The Akan hiplife rap and the American hip hop renich uses the English language, may on the

surface look alike in terms of rhythm. For examg@eigizar Jnr. believed he started rapping because
“I was doing Grand Master Flash... | will be rappiagit; Curtis Blow and | would be rapping to it".
He explained that he would be constructing his Algmin line with the art of Grand Master Flash and
Curtis Blow. K. K. Kabobo also revealed, “Becaudetlzat time | was enjoying U-Roy”, he
constructed the Akan version of what he heard ftbiRoy on the grounds that he at that time wanted
to have a different kind of brand from the big nanre Ghanaian highlife like Papa Yankson and Pat
Thomas. For Reggie Rockstone, the English language“what they spoke to me” at home and that
was what got him into rap. He even believed heday® English language to the extent of dreaming
in it. These are the artistes who started thefriplit on a commercial basis and they make yoeweli
that hiplife rap is inspired by the English langeay that the English language in the American rap
can easily be restructured into Akan rap. Againmieet the expectation of the listening public that

hiplife is inspired by the American English langaagome hiplife artistes like D-Black, Asem and
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Trigmatic manage to simulate the American Englisbeat on Akan words. However, the belief that
hiplife is inspired by or follows the English larage needs interrogation, especially considering the
fact that rap, whether in English or in Akan, akghmic art greatly relies on the syllable of therd.

The study of the syllable as sound unit therefaveggus a conceptual framework to study sound not

only in speech but also in rap.

The syllable as a phonic or phonemic unit has wffe phonological significances in different
languages. A comparison of the way it functionsEimglish and in Akan will help us understand
whether the linguistic factors producing rhythmEnglish rap are the same as in Akan. This means
that a clear distinction has to be made betweemttteical structures of the two languages. Acawgdi

to Banti and Giannattasio (2004: 300), “phonolopgredevant units that undergo metrical regulation
are not the same in all languages”, sometimes weh &vhen they belong to the same family. The
syllable as a phonological unit may constitutedtress as the key feature in English, the vowajtlen

in Latin and the tone in most West African langusalijee Akan. In English, the concept of stress give
us loudness, duration and pitch. The word “preteasda verb has “pre” as unstressed and “tend”eas th
stressed. The stressed syllable is the loudegngfdr duration and of higher pitch in contradidimT

to the unstressed syllable “pre”. The concept @sst in the English language also has a grammatical

function, spelling out the difference between wolasses as in “object»bdjikt] as the noun form,

the stress on the first syllablepflj ekt], as the verb form, the stress on the secondidgli&tress also

features prominently in the sentence in English.dd@d have contrastive stress as in “The pemis
the table”, that is, it is nainder it. In short, stress in English is a key featune gherefore we call

English a stress language.
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The same syllabic concept however does not exidtenAkan language. The phonological sequence
that constitutes the key feature in an Akan wdkd fpapa” is not stress but tone, high or low, @ns

that tonal structure that gives the meaning andesiomes the class of the word in Akan. For example,

the Akan pronunciation for father in English isifid], the first syllable is a low tone and the second is

a high tone; the word for “good” is “papa”dpa] in Akan, two syllables with high tones; the wdad

“fan” is “papa” [papa], two syllables with low tonesAgain, “bra” [bra] in Akan as a low tone

syllable is a verb form meaning “come” while “bra% a high tone [l is a noun form meaning

“menstruation”. Unlike in the English language #fere, loudness, duration and pitch are determined
by the Akan tonal structure. The Akan tonal strustas seen above, also has semantico-grammatical
functions just like the English stress. Clearlyfdoe we even get into any serious analysis, welsse
while the phonological sequence serving as theféatyire in the English language is the stress,ahat
the Akan language serving as the key feature istdhe. Therefore, equating the Akan linguistic
structures to those of the English language wilabmeasurement exercise with the wrong yardstick.
The fact that the key features of Akan and Enghsé drastically different constitutes the main
dividing line between the performatory structurdsttee Akan rap and the US English rap. In the
ensuing discussion, a lot more attention is paithéodynamics of Akan rap but as we move along, we

make the necessary reference to the US English rap.

This enquiry on localization of hiplife now moveway from the key features of the two languages
and mainly hinges on the study of the Akan tones Ththe most phonologically relevant unit in Akan
that undergoes metrical regulation, and is thusnthe ingredient in verbal rhythmic construction in
Akan rap. Looking at the Akan tone is the key te tklationship between poetry and music in this

study.
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In the Western literary tradition, a lot of workshbeen done with regards to the relationship lestwe
the spoken word, poetry and music, referred tchapter two as a continuum. We have already cited
the examples of poetical structures that producsicality. There have been studies of syntactic
parallelism in poetry (Jakobson, 1987: 117-266;ihe¥962), how syntax constitutes the poetic line
(Mitchell, 1970; Tarlinskaja, 1984), and constragtcreativity through deviation of poetic formsrfro
well-formedness (Peters, 1948; Brooke-Rose, 1958keB 1967). An insightful discussion of
particular relevance to this study, however, ig tifdBanti and Giannattasio. They refer to poesyaa
special kind of “speech”, a poetic discourse, gsospd to ordinary speech or plain discourse, (Banti
and Giannattasio, 2004: 306). They argue that tetipdiscourse uses the “discourse-like featufes o
music” like “musical phrases and periods, syntaatid strophic structures, refraining, punctuation
markers such as breaths and rests, and so on upch wiso the so-called pure, i.e, instrumental,
music is mainly based in several cultures” (Bamil &iannattasio, 2004: 295). This, in addition to
Levin’s concept of coupling (Levin, 1963: 140) whiwe referred to in chapter two, not only goes
beyond the Western concept of poetic discourse dmrtveniently relates poetic discourse to
instrumental music in all cultures. Levin’s ideas,one hand, and those of Banti and Giannattasio, o
the other, greatly inform the analysis of Akan payetry. Interrogation of the localization of hipphim
Ghana, hiplife, therefore goes beyond looking atdlferences between the US English rap and the
Akan rap for even though the Akan spoken word dedpoetic word all depend on the tone, we still
need to investigate the differences between thdra.réason is that the tone of a syllable of a viord
the spoken environment may not be the same asyllable in the poetic environment. Such a study
requires a good knowledge of the Akan tonal stmechwt the Akan tonal structure is such a hugectopi

and that we simply do not have enough space tercevery aspect of it. We will select only the
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aspects of the Akan tonal structure that is germtar&kan rap. They are the Akan tone bearing unit,

syllable type, high and low tones, downstepped togie, downdrift and gliding pitches.

4.1.2 The Akan syllable as the Tone Bearing Unit (TBU)

Linguists have offered various definitions of thdlable, the most popular being the motor theory
which relates the syllable to bursts of chest p(&etson, 1928). For a comprehensive definition of
the Akan syllable however, we draw on Catford’s tabation which posits that languages have
natural rhythm organization based on the emissfdimed imitator power burst and that each burst
has a single peak (Catford, 1977a). In Akan, thekpgeere refers to the tone bearing unit as idextifi
by the native speaker (Ewen and van der Hulst, 288)L This concurs with the widely accepted view
that the Akan syllable is the tone bearing unit g B®f the word (Dolphyne, 1988: 52; Abakah, 2005:
110). In that sense the mora, the phonologicalthait determines the syllabic weight, and the bidla

in Akan are almost synonymaus

4.1.3 The Akan Syllable Types

The C syllable type is a tone bearing consonarttdhaurs in word initial, medial or final position

which has [+ sonorant]. For example, we hava.ma / “children” (Abakah, 2005: 111) anddkn”/
“enter” (Dolphyne, 1988). The V Syllable Type is@ltone bearing. We have for exampe/

“mouth” (Abaka, 2005: 112) andi// “listen” (Abakah, 2005: 112; Dolphyne, 1988: 5Zhe CV

Syllable Type is also another instance of the Alcane bearing unit. It is a combination of a constna
and a vowel to form a syllabic unit or a phonenoicet. We have for exampléd/ “ go” and Ha/

sleep”. We should note that we do not have the @i@kde in Akan and even though it may occur at

“0 Catford builds on Stetson’s concept of chest muiisehe production of the syllable and adds tivénti concept,
meaning that each pulse has a regular time spaee ®qthe others.
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the surface structure like irfrg” (call) and ‘pra” (sweep), the first consonant still carries a [+

sonorant] feature in its matrix in the deep streetand therefore registers as CVCV,.v¢"/ and

/pi .ra/ respectively (Dolphyne, 1988: 54; Clement, 2000: 140; AbakabQ32 112; Marfo, 2005:

47).

4.1.4 High and Low Tones (Enne a ewo soro ne enne a ewo fam)

We begin with what constitutes pitch since it istcal to the tonal structure of the Akan syllaldle.
Akan, pitch “refers to the musical level on whicka@und is said” (Dolphyne, 1988: 52) while pitch in
English is an accented syllable which “may be sealion a higher pitch than the syllables surrougndin
it, so that the listener can easily identify it...8ugyllables are said to bear pitch peaks” (Ewen and
Hulst, 2001: 58). Lass (1993) also describes thehpas a phonetic syllable that produces a single
peak. They both take inspiration from Catford’satggion of what constitutes the pitch in a syliabl
(Catford, 1977a). We do this comparative studyrpleasise that stress languages operate different
phonological systems from tonal languages like AkarAkan, once again, we have two main types of
tones, the high tone which is caused by a fasatidon of the vocal cords and a low tone which soal
caused by a slow vibration of the vocal cords. €fwee in the Akan name “Koff* [ko.fi ], we have
two syllables, the first syllable carries a low@dmecause the vocal cords are supposed to vildrate a
slower rate while the second syllable enjoys eefastte in vibration. Let us now graphically re@nmets
the two types of tones with two parallel lines, thpper case dash under or the symbpbh the high
tone and the lower case dash under or the symban the low tone. The basic tone melody is also

represented by H to signify high tone and L whildoatands for low tone.

*1 Kofi is the name given to a male child born ordBgi.
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Unlike other researches which investigate hip hiyte 9y allowing individual artistes to speak for
themselves (Edwards, 2009: 63-92), this researbfests excerpts of rap text to critical analysis t
find out how the texts reflect what artistes sagudlihe rap art. Placing the spoken text and thedipo
text side by side puts us in a better position moleustand the transition from the Akan spoken

language to Akan poetic language.

For this purpose, we choose two textogB” and “Hwe n’asa” from two hiplife artistes who have

enjoyed the most glittering careers in recent tinsaskodie and Okyeame Kwame respectively. Let us
commence our analysis by dividing this section imto: the first is on the two texts as spoken texts
and the second is on the two texts as real rap.teXVe here produce the two texts and we proaeed t

look at them as spoken texts.

(4) a. “"Hwe n’asa” by Okyeame Kwame

1. Hwe n'asa Look at the way she dances
2. Ne ne kasa Look a t the way she talks
3. Hw e m'asa Look at the way | dance
4. Dped okta She loves docto r
5.S ¢ ohyeda de ne hyada When she wears h er shada
6. Ne ne kaba na mayada And her kaba, | go crazy
7.Nkankas e makaakyer enos e Especially when | have told her
8. DOnonkoanamep ¢ She is the only one | love
9. Enti onsan ns o me nhw ¢ So she should give me a second chan ce
10. Na onsan nhunus e nokor e nkoa For her to see that | am truthful

na meka

(4) b. “Boga” by Sarkodie

1. Wodwene se eda fam. Gyae nipa erebre You think it’s easy. Stop, we are suffering

2. Obi te Canada de e obedi koraa oser ¢ Somebody is in Canada and has to beg
Before the hands go to the mouth

3. B ogas bebree na entaa nka nokor ¢  Alot of burgers 42 do not tell the truth

“2This is a Ghanaian local parlance for Ghanaiars lave travelled outside. The idea started withr@ten immigrants
in Hamburg, Germany, in the early 1980s. They daltemselves Hamburgers and the name was lataeskdrto
“burgers”. They came back advertising affluentdifgdes in Ghana.
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4. Anka wobehunus ¢ amannone koraay ¢fo You will see that life abroad is not
as

Kyer &% pleasant as it is made to seem
Just give me a break

Let us start our analysis of the Akan tonal strietas presented in these rap texts which, fordke s
of our study, we first look as spoken text, the vitawill be said in spoken discourse but not in rap

discourse.

(5) “Boga” by Sarkodie

(5) a. Wodwene [Wdzini] HH H, or

(5) b. Canada  &na.da] HLL,or

(6) c. Nokog [no.ké.re] L HH,or

(6) “Hwe n'asa”
(6) a. n'asa drsa’] HH, or

(6) b. Nkanka  [ka.nkd] HHHH,or =~

(6) c. akyek h.kyere’] HLH

Indeed, unlike the English stress patterns whi@iarasymmetrical relationship, that is, they have
unequal levels at varying pitches with each otheth its suprasegmental features like word stress
carrying a different pitch on each syllable analpas in sentence stress heavily influenced by déxic

grammatical and attitudinal considerations (Gimsk#80: 258-60, 285), the Akan tonal patterns, that

*3 This Akan word expresses disgust, thus the whisla that migration in certain aspects could beusising as described
by the artiste.

99



is the high and the low tones, are in contrastive-level relationship; they are polarities. In faict
the 1950s, it was believed there was a mid tondkan but the modern concept on Akan tonal
structure is that there is no mid tone as previobslieved and that it is now considered to be pért

the high tone. (Dolphyne, 1988:55).

4.1.5 Downstepped High Tone

It is important at this stage to keep in mind thigh tone in Akan is at one end of the tonal canim
while low tone is in the other. Downstepped higheioconsidered to be more appropriate in Akan than
the older term mid tone (Dolphyne, 1988: 58), isther manifestation of the complex nature of Akan
tones, but for the purpose of this analysis it lew one of the high tones is said with slight fall

pitch (Dolphyne, 1988: 58-59). This fall is nowherear the low tone and that means it still remains

high tone said with relatively lower energy. Letha/e an example from “ga”.

(7) a. Gyae, nipa €e €
This otherwise rap text presents an instance ohdtapped high tone when you consider it in terms of
speech text. The second syllable in “Gyae” is satt slightly lower energy and it becomeg%&], H

Hbut ~\

4.1.6 Downdrift (Fam-ko)
“Boga” by Sarkodie

4 / /7 /7 Ng N\ /S

(8) a. Waodwene se eda fam

Gyaé nipa erebre

N oD N NN s N
Obi te Canada dec obedi koraa osre

Bogas bebree na entaa nka nokore”
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7 N / / /
‘Anka mobéhu se amannone koraa'ye fo, kyere

This rap text also gives us an instance of downhidnfe consider it as a speech text. We see thatta

from the situation given in (7) a in which the higime is said slightly lower, we also have dowridrif

and the H is also said slightly lower than the Hr'his phonological phenomenon spreads throughout

the sentence and the i slightly lower than B and “there is a gradual drop in the pitches ofttigd

tones from the beginning of the utterance to thd €Dolphyne, 1988: 57). The lower high tones are

called automatic downstep.

4.1.7 Gliding pitches

Gliding pitches are another instance of mid-tomespioken Akan.

“Boga” by Sarkodie

(9a) Wodwéné se edaf am

Treated as spoken language, this text clearly gesvian instance of gliding pitches. The difference
between this and (7a) is that this has only a singlvel as opposed to the double vowels in (7ag. Th
examples from (5a), (5b), (5¢), (6a), (6b), (6@)k)(and (8a) clearly indicate that Akan is a regist

tone language of high and low tones on level pdche (9a) and (9b) high-low tones occur on two
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vowels or a vowel and a sonorant and specifically alling pitches which occur on the vowel in
conjunction with “8” (that), a short vowel which cannot be treatechatouble vowel which are two

separate tone bearing units. Short as the vowélese is a glide from a high tone to another shgh
lower in pitch high tone. We observe that all thestances of downstepped high tone, downdrift and
gliding pitches in the text provided are types atl tones which do not exist in English. It is now
obvious that Akan rap, which has tone as a key plogical feature, and American hip hop, which has
stress as the key phonological feature, do noeslivaguistic structures so far as rhythm is conedrn
Azigizar Jnr. might believe he is imitating the Esly rap of Curtis Blow and Grand Master Flash. K.
K. Kabobo might believe he is copying the Patoigaraanother variety of English, of U-Roy, and
Reggie Rockstone might believe he is transposiadgetiglish rhythm onto Akan rap. But these are all
mere assumptions. The fact is, unknown to themy thae successfully recontextualised and
modernized a traditional poetic code that now seasethe foundation for Akan linguistic creativiity
other Ghanaian youth who have come after them.ndilasi development occurs with comparing
rhyme in the English literary tradition to that Akan rap. Let us now look at the other school of

thought from some hiplife artistes that the Engtishcept of rhyme is applicable in the Akan verse.

4.2 The use of the term “rhyme” in Akan rap art
As seen above, the differences in the key phoncdddeatures in English and Akan problematize the

complexity of the tropology of Akan rap and shovattisubstituting English terminology for Akan
literary devices, especially in the study of Akap,rcould amount to oversimplifying issues. Another
problem apart from the one treated above is theoifige term “rhyme” by certain Akan rappers. We
have already mentioned its use in connection witarArap in chapter 2 but it is now appropriate to
revisit the use of this term in hiplife from a difént perspective. The objective of this invesiayats

to find out how appropriate it is to use the temmytme” for any description, literary device or cept
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in the Akan rap. As we did with section 4.1 anditalisubsections, we compare the term as useckin th
English literary tradition to how it is used by sermiplife artistes and evaluate if indeed the Esiygli

concept of rhyme exists in the Akan literary tremtit

Most Ghanaian rappers substitute the concept ofigfndhyme for Akan rap. In trying to explain his
art, Joe Frazer, a hiplife superstar, postulatat theing a professional lyricist, you have tomte/to
your audience”. Kakape, a Kumasi underground rappéhe time of the research, in a focus group
discussion of Lazio et al, when asked if his ars wap simply answered, “I rhyme”, equating rhyme to
rap. This short sentence kept resonating in dismusswith underground rappers like Macarfee,
Kaboom and others. Andy Dosty also explained raerms of rhyme and Okyeame Kwame, the most
popular rapper in Ghana in 2008 and 2009, the tifrthis research, in explaining his art offered the
following explication, “the relationship betweeretrhyme schemes and the distribution of the rhythm
are my chest pulses”, associating rhyme with rhydma even went further to cite examples from Jay-
Z's rap. These observations by the artistes seeetho the thinking of Tricia Rose who makes us
understand that the rap art is synonymous to ‘hgme” and “that to perform someone else’s rhyme
requires that references to its creator be rewritfRose, 1994: 87). Rose in jettisoning Ong’sioot

of formula as a mode of thinking in oral culturefides American rap rhymes as not being the “fixed,
rhythmically balanced expressions” (Rose, 1994 g8ibting Ong, 1982) but that “in a rap the rhymed
word is often in the middle of a long sentence, podctuated short phrases are worked against the

meter of the base line” (Rose, 1994: 88).

| do not dispute Rose’s definition of rhyme but ew@ough internal rhymes also exist in English
poetry, rhyme is basically a terminal sound devidét in her defence, it seems that the rappers have
re-invented the conventional concept of Englishmywhich puts more premium on vertical identical

sounds and have terms like the slant rhyme, offndgr oblique rhyme when the sounds involved are
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not identical (Heffernan et al, 1987: 717). Agawhen Rose describes the vertical distribution of
rhyme as a terminal sound device, it turns outaméar-rnymes and not the conventional concept of

rhyme. She uses the example of Rakim’s rap in “Dbabk any Further”:

(17) “Don’t Look any Further” by Rakim

Thinking of a master plan

This ain’t nothin’ but sweat my hand

So | dig into my pocket all my money’s spe

So | dig deeper — still comin’ up withtlin
The word “plan” does not fully rhyme with “hand” @meither does “spent” fully rhyme with “lint”.
These are near-rhymes because rhymes in Englissupp®sed to have identical sounds (Heffernan et
al, 1987: 717). The point, however, is that negnmas or imperfect rhymes, known in the English
poetic theory as assonance, are accepted formersifigation in the English literary tradition bers
they form part of its taxonomy of rhyme schemeshStonventions rarely appear in Akan poetry but,
be that as it may, they do not have explicit taxop@s we have in the English tradition. The absence
of such taxonomy is evidenced in the Ghanaiaralitehistory where writers like Gaddiel R. Acquaah
in the pre-independence period failed to make amatgliterary impact by using English rhyme
schemes in Akan versification. This validates N&viéson Tagoe’s (2006) observation that texts in
Ghanaian literature thrive on certain social, histd and linguistic conditions. No wonder such
writings could not travel beyond their time, becauke lines looked too contrived for Akan
versification. Again, it was clear in chapter tvat we do not have this practice in the Akan laggua
and that the closest equivalent in the Akan languaghe concept of echo explained in chapter 2. Fo
the purpose of this analysis, we may have to g& bathe text we used for that analysis and restate

the salient points raised in that chapter in cotioeavith the use of the term “rhyme” in hiplife.

(18) M’asan Aba by Okyeame Kwame
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Asem a ato me | am in trouble

Obi nka bi ma me Somebody should come to my aid
Okyeame ato me, me ne me Nyame Okyeansdgift between me and my God
Me ara megye to mgyo, marushe ati | accept; | have rushed

We have already emphasized that technically theee difference in the acoustic dynamics in stress
and tonal languages and there is the need to eretiste utmost care in any attempt to equate a
development in one to the other in order not to enidlsound like the two are the same, even though
they may appear similar.

We continue to dichotomize the phonological strreguof the English and those of the Akan
language, as already discussed in this researcugport work done in chapter 2 as seen in the
preceding paragraph. We observe that the defintifosyllabicity differs; while consonants can be a
tone bearing unit (Dolphyne, 1988: 52; Abaka, 20080) in the Akan language, it is not so in the
English language.

All these points raised in this chapter constifoésh supporting details to serve as further poddhe
point already raised in chapter 2 that American tagng the English language operates separate
phonological structures from that of Akan rap arsthg American rap terminology interchangeably
with that of Akan rap could amount to a rash gelima@ion that risks robbing Akan rap scholarship th
necessary vitality for further investigation andolxing certain subterranean meanings in the sifidy
Akan rap. It is against this background that tieisearch buys into the thinking of Kofi Agyekum in

attempting to find appropriate terms in Akan or‘Akanize” terminologies used for the purpose of
stylistic analysis (kasasu raps enmpens enmu) in Akan (Agyekum, 2011: 15-32). The issue has got

to do with which language is used in naming thei@=vin stylistic or discourse analysis. Even thoug
we have the English or other European names foreusal linguistic concepts like speech sounds,
consonants, vowels, tones, elision, illocutionawgcé and even in this research downstepped tones,

gliding tones, mid tone and many more which cand®s in Akan stylistic or discourse analysis, there
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are still certain stylistic or literary conceptsialnlend themselves more to regional considerataons
applying universal terminologies may not be thet.bes

One of such regional considerations is sound. We kaen that the English language treats its sound
differently from that of the Akan language and sseparate treatment of sound reinforces the fatt th
“Though all poems have sound, it may be helpfudistinguish between its local effect and its overal
effect” (Heffernan et al, 1987: 731). Perhaps sainthe Ghanaian artistes are compelled to use the
term “rhyme” for their art partly because of theremcy of its use in the international media andlypa
because of lack or insufficient literature on Ghanaiplife. This situation compels them to redort
literature on American rap which abounds in allnierin the international media (magazines,
television, internet and many more), and it hasilted in their confusion in describing Akan rap in
terms of American rap. This observation is supmbltg the fact that when Okyeame Kwame defined
his art, he cited examples from Jay-Z’s rap ancerfoom his Ghanaian contemporaries. The use of the
term “rhyme” by the hiplife community, from our dysis, therefore, provides a jarring note in the
description or the definition of Akan rap becauséils to capture the true nature, in phonological
terms, of the hiplife art. The literary descriptionthe stylistic treatment of Akan rap is differémom

that of American rap. Akan rap is an example @f lop localization, a practice that needs its own
investigation and, until the Ghanaian Bureaux ofidusage or any affiliate body which superintends

the use of Ghanaian languages comes out with aropqgte term, the term invented by David
Dontoh, a presenter of a TV programme, “Agoikasahare(fast talk), as a substitute for what some

of the rappers will refer to as “rhyme”, remainkedter option.

It is now clear that the Akan rap as a sonic exgpee is independent of any foreign influence. Lt u

now investigate the fact that even though it i paa global development, it is an indigenousf@mn

106



with its own independent linguistic structures,pined by the tradition and constructed out of the

creativity of the youth in Ghana.

4.3 The Akan rap art: a local creative art
The first part of this chapter has already esthblisthat the key feature in the Akan languagekanli

that of the English language, is the tone. Thihéssecond part of the discussion and | arguethieat
Akan rap has its origin in the Akan traditional airlanguage. This part uses the Akan tonal structure
as the basis for establishing change in meaning fre everyday spoken Akan language to the poetic
Akan language, that is, from the referential megnmthe symbolic meaning. This discussion does not
ignore the fact that everyday spoken language aftelnde symbolic meanings and that the “ordinary
language”/"poetic language” dichotomy has been @ised by influential critics including Mary
Louise Pratt (1978). The use of the term poetiguage or symbolic meaning here refers to a
language that carries more deliberate artisticepadtas opposed to “normal” language that relies le
on deliberate artistic patterning. This offers lus dpportunity to look at the Akan rap as an indaes
creative rhythmic art form, examining the chandeg tome as a result of the transition from thd-wel
formedness of structures in spoken Akan languagdetoations from such well-formed linguistic
structures. This deviation includes the associatibthe Akan drum language with that of spoken
Akan language. This leads us to investigate thetFat the hiplife art is basically based on theaAk
drum language, as suggested by some hiplife atigte end this investigation by selecting two songs
by two prominent hiplife artistes to examine howetit is that the hiplife art is heavily influencbg

the Akan drum language and how true it is thatitiakvidual artiste constructs his style out of this
poetic code.

4.3.1 From the spoken Akan to poetic Akan
We have seen in subsections 4.1.5, 4.1.6 and 4dtbwnstepped high tone, downdrift and gliding

pitches, the manifestations of some the complioatimid-tones present in spoken Akan texts. We will
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observe in subsequent analysis of the same témsstine treated as poetic texts, omissions ofethes
complications, especially with respect to the nudes. These omissions change the spoken Akan to
poetic Akan because it presents new tonal struatuttee poetic Akan. One of the obvious features of
this change is the introduction of poetic rhythnithe rhythmic effect, it must be pointed out, is
brought about by the use of systematic symmetrrepavallelism of the tonal structures which
according to Jakobson (1985: 150) “create a netvadrknternal relation within the poem itself,
making the poem an integrated whole and underlitiegpoem’s autonomy”. The poem’s autonomy,
which sets apart from the spoken text as pointedd byuJakobson, is signalled by a “flattened
intonational contour” (Banti and Giannattasio, 20096). This kind of metrical structure of semi-
melodic or very little melodic nature which we ceall psalmodizing is of prime importance to this
analysis because keeping a single pitch by martipgléhe tonal structure or the contour (Banti and
Giannattasio, 2004: 295) is a common musical ti@diby the Akans. For the purpose of our analysis,
however, we concentrate on where to locate Akan wahpin the context of such Akan music
traditions. The data | have from the field workaclg indicate that the drum text is the closesthi®
Akan rap in terms of tonal structure used as auresofor rhythmic expression. Black Shanti and
Black Moon in Tamale put down the power of theiythm in their raps to traditional drumming.
Okyeame Kwame in Kumasi revealed:

| just did a feature for Tictac and this was my, r&an, dan, mesi me dan/ Mete m’akoma mu pan,
pan’. What | am saying is | am trying to assimilat® the Ket&* rhythm.

He then started to drum with his mouth to demotssttiaat. Stone of the Bradez also intimated that
“The beat comes from the language...you transposatd the drum* Joe Frazer's contribution to
this discussion is that, “In composing the lyritglay the kicks inside my head”. Obour in Accra

agreed entirely with the opinion of the Kumasi rgpquoted above saying, “when | am writing, |

* Kete is a special rhythm played for Ashanti kings.
5 What he means by drum is the drum sample in thepater.
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drum, be it chorus, be it rap, | drum. So any tifnkam driving and | want to compose, | start my
drumming... The drum is what determines your bret#liesdrum is what determines the speed of your
rap. | think rap generally follows the drinBarkodie, believed to be the fastest rapper in &Glaathe
time of writing, also reveals, “I always start withe rhythm like a drummer, and then | find thedgr

to fit it” (quoted in Osumare, 2012: 64). Again,dBgy and Obour emphasise that the hiplife art is
from the chief’'s palace. This group of hiplife r@pp believes in the localization of hiplife. The
position of these hiplife rappers however requaesxhaustive enquiry. This makes us take a broader
look at the poetic Akan language, this time filtetbrough the prism of the Akan drum language,
Akan drum strokes and the Akan drum tonal structiWié&e also look at the drum text and the rap text

side by side.

4.3.2 Akan drums
We have Akan drums like theogerenten”, “apentemma”, “nmaa’, “mpeti”, “nkrawiri”,

“adedemma”, “akuadwo”, “akoma” and so forth but the drums selected for thiskware the

“atumpan” and the “asafo” drums.

4.3.3 Drum stroke syllable

Drums stroke syllable means each stroke of th& stichand is an equivalent to a speech syllable in
that it produces a note in the musical sense winidicates the relative duration and pitch of a sbun

To be able to understand this properly, we neemhtiomize the sound of the drum and this requires
some musical concepts which may not have equivalarthe concepts we used in analysing the Akan
speech tone structure. A key musical concept isanethich has been defined in relation to Ghanaian

rhythms as “the mental and physical process of rorgetime into specific durations (measures),
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subdividing the time span into equidistant unitsafls and pulses) and feeling patterns of stre$srv
that frame (downbeat, onbeat, upbeat)” (Locke, 19B&@ch measureontains 16 pulses: 4 pulses fo

a beat, so there are 4 beats per measure. Nketimes us with measures in the Akan language s:

J

that in “the Akan language, for example, theretare syllables: lonc¢ , and shol " (Nketia,

1992f°. We may also adthat there is a shorter syllat . The hand or the stick is manipulatec
produce long or short syllables. The stick or taadhits the skin and immediately lifts it to alloe
skin to fully vibrate and this is to create a Isaund. For the purpe of this work, let us call that tt
crochet. To hit the skin and while it is vibratitmystop the vibration either through another hitaarch
is to produce a relatively short sound. Let us @t a quaver. To dampen the sound by hitting
allowingthe stick or the hand to stay on the skin so tmatwibration is truncated immediately after
stroke is a very short note and we will call tha¢ sen-quaver. The crotchet is quarter note,
guaver is eighth note and the sequaver is sixteen note. We need to point out once again that w
all vowels are tone bearing, not all consonantssarg is the tone they represent in drum text iaoit

consonants or vowels per se. Here are some exa

(13) a. ‘tnimia” (perseverance). Assuming tleach syllable is assigned a note, it becc

R

“enimi a and we therefore see that the word initial phonde/, the V syllable type, has tl

le Ini/ /mi/ , v.cv.cv.v and the tone melody is L H H L and tbeal pattern i

“® Nketia is obviously using the metronomic systemisThan approximation of how to measure syllafibeshere is nc
precise means of maaig syllables since one person who naturally kpstow may pronounce a vowel a bit longer t
a person who speaks fast. What we are doing igjostans of standardising the measurement of tlablg
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crotchet note and so does /ni/ while /mi/ and the final vowel /a/ are quavers. dad, the sam

principle goes for assigning notes to words in sangAkan (Nketia, 199z

S B

b. “Dantuo mu aw yi 00” Cold is the roor (Nketia, 1992) becomes d = tu

PR

Again, drumming as skill is equated to human speech productionigahalysis

4.3.4 Drum tonal structure

The Akan drum tonal structure is contingent upam tithic-level tonal patterns (Nketia, 1968: 36) |
the two tones are not necessarily produced on atparale ad female drums. The “asafo” drum
single and yet the stick plays the high tone aedind plays the low tone. The drum imitates nbt

the tones but the rhythm and flow of the Akan secteas well

(14) a. Wo ho teen? -How are you? (Nketia, 18) L H L H,

. Note that in normal speectsen” would have registered two toneséﬁ].
(14) b. Rattray uses the M (male) and F (femalebih

Osai Tutu Firampon MMFMFMMM, ___~ _ _ _(Rattray, 1927)
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Changes as a result of transition from the speexhtd the drum text have started showing up. We

should note that some clusters of consonants haga lumped together and assigned one tone. In
[firamp "op], the consonant medial position /m/ before the maubaition /p/ would have had its one

tone. Again, the final consonamy/ vould have definitely had its own tone becaus@kan language,

the final consonant in most cases is a syllablddDme, 1988: 53). Clearly, even though the drum
text is an entextualisation of the speech texdo#s not copy exactly the speech text but does some
modifications on it. Let us see a drum text of taRimpan” as presented by Nketia to illustrate the

differences between speech text and drum text.

(14) c.

MODES OF DROMMING

3o b -h-m bia - dét Bar’ ba-re  binia a= Jeg

el TJ—Er—V —

* 5 / ¥ 4
a=bas dee-be e :| I'::!:| .;I: 1. I;;qa L'HEFE :rri "':. L'::' K“_'-. )
= b3 A=y A

%_]‘_' _1'—"—|——=L T__ ==

_j_

=

1 |'\.:|'_ 0o Ay (Nketla, 1963, 25)
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We also notice that the tones are only on two ferhhes, high and low. In speech language, the

medial consonant /n/ imtlomankoma” would have registered a tone on its dvine. word “de” in

the first phrase would have also registered twceedomstead of one. The wordb%o” at the

beginning of the second phrase would have had 8ylsbles and therefore three tones instead of two
in this drum text. These modifications go further¢inforce what we said about the changes in drum
text with regard to speech text in (14) c. They b discussed in detail in the following section.

4.3.5 The Drum text

It is clear from (14) a., (14) b., and (14) c. thadre is a transition or a cross-over from thguistic
consideration in speech text to the musical comgtae in drum text. There are four major
observations, even though there could be otherghig transition. First, the principle of strictly

assigning a tone to a syllable in speech text neeraperates in drum text. Two or even more sylable
could be lumped up and assigned one tone as wedesrein $boo”, “dee” and “odomankoma”.

Second, the principle of automatic downstep in spdext in which the high tones keep declining till
the end of the sentence does not occur in drum Adixthe high tones are on the upper line. Third,
there are two parallel lines to represent the taretlevels: the upper line is the high tone and the
lower line for the low tones. There is no mid-tofénally, features like falling pitches as occur in
speech text are not represented in drum languagelasThese differences are basically between the

spoken Akan and poetic Akan, as seen through iempf drum language.

We should however note that there could also beesonrky areas in interpreting the drum language

and that has to do with instances that presenta@m pattern for two different words. For example,

the tone melody for the drum text for the Akan natoéi [kofi], L H, and that of “beda” 4], L

H, in the command mood, are the same. How do werdiftiate the word Kofi as a linguistic unit

from “beda”™? Carrington provides an answer to tjugstion by saying that the word as a linguistic
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unit “is always accompanied by a number of otherdsavhich together with it, make a little phrase”
(Carrington, 1949). They have more of contextuanthrigid tonal interpretation and are indeed
stereotyped phrases in the form of proverbs orkstéxpressions (Carrington, 1949). Once they start,

the initiate knows which one follows and that faatkes interpretation.

4.4 The Drum text and rap text

We make two levels of observation at this stage laok at how the structures of rap text match the
modifications in the Akan drum text as a resultt@insition from speech text and the individual
creative additions to these modifications. Okyedfmeme’s position that “there are two types of
rhythm; the one that the language carries on ifseff and the one that you make conscious effort t
bring to bear on language” was quickly endorsedhieyremaining two discussants, Stone, a rapper of
national reputation and Andy Dosty, another rapgpet a DJ of national fame. He implied that “the
one that the language carries”, that is, the lagguaf rap with its modifications from spoken
language, came spontaneously to the artiste buhtiedual creativity “the one you make conscious

effort to bring to bear on language” which had &viorked on is what is known as the individual
style (Edwards, 2009: 63). According Kofi AgyekuB011: 22), style okasasu‘na emaeda nso firi

daadaa kasa mu”, to wit, distinguishes itself freweryday languadé In other words, it marks out the

individual artiste as a unique performer.

Let us now present the two texts, not as speedl tex as real rap texts and examine how the two
levels of observations, transitional modificatidnem speech text to rap text mediated by the drum
text on one hand and the individual creativity ba bther. Indeed, by associating rap with drumming,
rap becomes a kind of verbal drumming. But we lailtlel Sarkodie’s text, even though as individual

creativity, as consonantal drumming rap becausts dfigh reliance on the drumming art through the

" He is not speaking in terms of the difference leetthe spoken and poetic words but rather refgtdrthe unique
feature of the individual style.
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use of plosives. We will call that of Okyeame Kwaraeen though as individual creativity, as tonal
rap because of its high reliance on tonal distrdsutn the text. This is not withstanding the féwat
both consonantal drumming rap and tonal rap withénconfines of this analysis are the result oaton
distribution in the text. This classification ietiefore based on the cutting edge of individuahtivey
and if we have to do it for any other artistes afram the two mentioned, the classification wilfelr

accordingly to make room for the individual creayivn question.

We start our analysis with the rap text of SarkptBaga”.

(15) a. Consonantal drumming rap:oti” by Sarkodie
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There are some observations at the level of tiansitmodification from speech text to rap textsEi
there are no mid tones. Second, the tones areitpdasf high and low, unlike the observations made
in section 4.1.5 which discusses the same texabspeech text that presents downstepped high tone,
section 4.1.6 which discusses the same text bspeesch text that presents the downdrift and section
4.1.7 which discusses the same text but as speg&tlhat presents instances of gliding pitches. The
second observation therefore goes to reinforcditsie Third, the word “fam” in line 1 would have
registered 2 tones because of the floating or declwowel in the final /m/. The same modifications
we found in the drum text with regards to its tiaos from speech text have been found in Sarkadie’
rap text. We must however point out that due tofétoe that rap text is produced by a human voice,

and not a mechanical instrument like the drum witcbld strictly stick to the two tones polarities,
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there are some rare instances where tones in raéhave like tones in speech text, like™s

indicated by asterisks in the rap text in linemsuich a case, the note occurs almost outsidethutar
meter, overlapping with the end of the previous bae presence of repetitive structures like high and
low tones, without the complications of tones ie 8poken language in Sarkodie’s text, liberates the
poetic word from the confines of spoken discoulde poetic text achieves a new status, the verse or

“the idea of regular recurrence” (Jakobson, 19&85:s2e also Folay, 1997: 366) in the Akan poetic
discourse. Okyeame Kwame is therefore completglyt by calling his 2007 albumd’Awensem, My

Poetry.

The second observation is at the level of styldividual creativity. Rap is a kind of recitationcahas

its own energy but Sarkodie increases the energydih the following processes:

a. Consonants are pronounced with more power. Weakonants are sometimes replaced by strong
ones, preferably plosives. In Akan, depending enctbntext, /r/ is in free variation with /d/ so vither

it is /r/ or /d/ in the same position, the meaniadhe same. The artiste therefore replaces allrthe

with /d/ just to effect power in rhythm. Words likeere”, “nokore” and “kyee” are pronounced

[sede], [noko de] and [kyale] respectively. These constitute the echoes at thektine phrases
and the powerful plosive serves to concatenatendéix¢ phrase as if it forms part of the previous one

just to create a bridge between the two phraseseXample, “st” at the end of line 2 links up well

with “Bogas” which is at the beginning of line 3 with thre][ and [p] still maintaining the CVCV

continuum. We therefore have one long recitatiorapr
b. In the pronunciation of “wodwene”, the final is normally not pronounced. The floating vowel /
after the final consonant /n/ in “wodwene” is réraqtuced after the otherwise final position /n/ to

facilitate the CVCV continuum, thus Sarkodie pronces this word as[lbbdz,ini] instead of

117



[wUdzi'n]. The general observation is that phrases which sboimainly the CV syllable type in

which consonants are intentionally made more pawehrough the linguistic effects as described
above increase in speed and the rap reflects tatesithe strokes on the drum. They are given aegul
time space, creating a powerful rhythmic effectisimto tongue- twisting in the US hip hop which
uses multi-syllabic rhyme known as multis, consgtdf multiple rhymes in a phrase to create interna
rhyme of musical flow akin to musical tap, 1,2;;1122°. All these facts in hiplife sound production

cohere to create a running effect and this is tlaelet mark of Sarkodie, who calls himself
“Obedempnbede”, a consonantal repetitive sound play ofAkan word,berempn, the Great One.

That is why he is called Ghana’'s fastest rappededd, due to the running effect of rap which

undergoes this process, the name rappers in Gharata the art of rap ikasahare the art of
speaking fast. Stone in “Simple” literally drumgiwthe mouth saying, “Efietobebree no etim so,

do-do-do no ara etim so, popropo-popropo-dimpo’wity everybody has endorsed my lover. These
introductions or inventions are the artiste’s owsation of new patterns which he has imposed on the
traditional way of speaking, his personal style shhine can be identified with (Kimball, 2005: 2) and
these are the way aficionados in hiplife expecttoago. This is the artiste’s contribution to rapldo

the Akan language as a whole. This kind of rap mctv consonants form the basis of the rhythmic
organization is what, for the purpose of this wask¢alled the consonantal drumming rap, thaths, t
consonants running like strokes in drumming. Evesugh American rap and Akan rap run on two
separate phonological tracks, rap in both genreatera similar effect Rose (1994: 67) calls “using
their voices as percussive instruments” and volmmsme part of the polyrhythm provided by the

background computer programmed percussive instrtangiving us one big musical experience. It

8 Seewww.flocabulary.comaccessed 28/03/11. We should not think thatlsigiiey in the Akan language is the same as
that of the English language therefore terminolsdjiee rhyme in English may not carry the same nregathe Akan
language. The process being described above cabddescribed as consonantal syllabic repletidnchnis not exactly
like the tongue-twisting in English which is a répee process of consonants and vowels.
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may be this superficial similarity in rhythmic céngtion between the Akan rap and that of American
hip hop referred to by Rose that might make Redrpekstone, Azigizar Jnr. and K. K. Kabobo
believe they copy their art from the American hgptor the Jamaican raga.

c) The plosives Sarkodie uses, apart from gengrairhythm unique to his style, also create punch
lines, a lyrical instance that is meant to captbeeattention of the audience (Edwards, 2009).

d) The sonic effect the use of these words gereratehe poetic text upgrades them from the
referential meaning to the symbolic meaning. Thecept of the tone in the Akan spoken language,
registering all the kinds of tone, high, mid and/ ltones, is mainly for referential meaning (Jakabso

1985), that is, tones at the spoken language lakelsigns, conventionalised meanings given to

external objects (Leach, 1976: 18). For example, lthe “Anka wobehu s amanne koraa y fo,

kyere” has its own referential meaning that “You willafise that going abroad to seek greener

pastures is not worth it” in the spoken Akan veansod the text. It has been established, howevat, th
beyond this referential meaning, the same sounduseother sonic effects like the heavy consonantal
sounds used in constructing the rhythm for Sarkedmlividual creativity. The manner in which the
plosives are being used to create rhythm by Sagkadhounts to stylistics, “those aspects of poem (or
indeed, of any linguistic production) that are umested, unpredictable, strategically placed rather
than determined by rules” (Levin, 1962: 64), by thdividual artiste. Yet this unexpectedness is
highly welcome by the hiplife community. The me#litconal structure these plosives produce in this
context creates systematic parallel structures pghedent an aural perspective and relations ofakoci
meaning, constituting shareability between Sarkadi& his fans. In the first place, let use the gplam

of the line cited above. This line as a poetic tditrs a meaning beyond the referential meaningryi
above. These tonal structures take on symbolic mgarthat is, an intrinsic meaning or an
individually created meaning given to an externgjeot contingent upon the contextual association

(Leach, 1976: 18). For example, the baby who dassunderstand the referential meaning of the
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lullaby and still responds to its lulling effect & beautiful illustration of meaning beyond the
referentiality of the text. Again, Alpha Blonde gsin Diura, a dialect in the northern part of for
Coast but Akans in Ghana who do not understandrd woDiura still love his lyrics. The fact is that
the tonal structure in such lyrics have timbre,thihyic, melodic and pitch range procedures in the
poetic discourse that sets them apart from spo&egulage and “that heighten its symbolic effect”
(Banti and Giannattasio, 2004: 295). In the firsicp, these symbolic effects of rhythm in Sarkalie’
style synchronize conveniently with the symbolicami@g the instrumental rhythm offers (Heller,
1963: 140). To this effect, we will see as we amni with this analysis that in some respects, mnalsic
instruments that produce harmony are taken off fsoich recordings because they have the potential
of overshadowing the percussive instruments. Hi@dngs like “You go kill me” by Sarkodie, “Obuu
ma” by EL and “Alintiguitugui” by Keche conveniegtlavoid harmonic instruments, that is the
guitars, horns, keyboards and the rest and stiflagad to remain top on the hiplife chart at thestoh
research. In the second place, these verbal rlsytbreated by Sarkodie combines with the
instrumental rhythm and they co-pattern to becomesaurce for meaning-making. Both vocal and

instrumental rhythms synchronize perfectly to fallthe hiplife usual beat of 8/16, which, unlike the
nwonkmn, adowa or kete beat, associated with the old generation, alloer &hanaian youth body

expressions and gestures indicative of moderngyf 8 say, “This is our time”. This was confirmed
by Vera Annor 21, a participant of a group of stutdfrom the Faculty of Social Sciences, when she
expressed her opinion about the hiplife azonto elaBbe was supported by Rugby Sarkeyfio, 19, who
quickly added, “we are the new ones”. In other gpttlese phonological patterns Sarkodie introduced
in his raps create a meaning of social boundarydxt the youth and the old. We will treat this in

detail in chapter 6.

Let us now go over to “Hwn’asa”, a rap text by Okyeame Kwame and see iCare make similar

observations. We will also look at “Hwn’asa” from two perspectives: transitional modifions from
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speech to rap text mediated by drum text and iddadi style or creativity. We call it tonal pattergi

not because that of Sarkodie is not tonal parttgrbut it is just a convenient term to separatestiie

of Okyeame Kwame from that of Sarkodie.

(15)

b. Tonal

patterning:

“Hav n'asa” by Okyeame Kwame
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What we see in this text, just like what we savsarkodie’s text, is only representative of rap taxit
not a comprehensive treatment of transitional festwf the rap text. First, there are no mid tcaes
demonstrated in sections 4.1.5, 4.16, and 4.17orf8edwo syllables are lumped up into one where
they would have been separate syllables in speathahd an example is in line 3, where the first

“nka” is in two syllables but the second constisubaly one syllable. On the same line, “no se” wloul
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have otherwise had two syllables but register astwmre. Third, we have only two tone polarities,

high and low. Obviously the transitional featuréO&yeame Kwame’s rap text is the same as that of
Sarkodie and as Okyeame Kwame indicated earlieth@se transitional features come to the rapper
spontaneously so every Akan rapper automaticallytham. Now, let us take a look at the personal

creativity he introduces to the text that gives hi“trade mark” as Joe Frazer would put it.

We see that barsl and 3 are parallels. The tonaitste of bar 1 is [hwe nasa], L H L, and that of

bar 3 is hw ¢ méasa, L H L. These alternating bars share the same quaver fidtesiext tonal pattern

is seen in bars 2 and 4 which also share pardfiettares, L L H L for the tonal melody and semi

guaver, semi quaver, quaver, quaver for the ndtes.third tonal pattern in the text is a sequerfce o
parallel structures comprising the lines“Shy e da” and “De ne hyada” of tonal melody L

L H L and of semi quaver, semi quaver, and quao&n

4.5 SUMMARY
There is no denying the fact that there is hipjifgbalization. This might make some participant®©wh

represented the old generation in the data likel&JAbeeku, 54, Kwodwo Forson, 59, believe that
the youth is blindly copying Western culture. Werdaeen that even some hiplife artistes also keliev
hiplife is a copy of the American hip hop. Thessipons are generalizations we should avoid because
they are not backed by evidence. Analyses indh&pter have demonstrated that, clearly, behirgd thi
global hip hop cultural tapestry is a robust hig hocalization and this is a fact that does notlelu
Obour, Sydney, Okyeame Kwame, Stone, Joe Frazeoted hiplife artistes. The local hip hop may
present a facade of global hip hop as a cosmopafitactice and present the outward trappings of
globalization but the core practice remains lo€ar{dry, 2006; Shipley, 2009, 2013; Osumare, 2012).

The next chapter provides another window for usntestigate the consciousness of the Ghanaian
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youth courtesy of hiplife through one of their afidissing”, where the philosophy of mental stréngt

expresses itself in the quest to bring out thédnfrewen if it means insulting a fellow rapper.

123



CHAPTER FIVE

“DISSING” IN HIPLIFE AND ITS CULTURAL SIGNIFICANCE IN
GHANA

5.0 Introduction
In chapters 3 and 4, the emphasis has been omd¢hézhtion of hip hop (Condry, 2006; Kohlhagen,

2007; Perullo, 2007; Journo, 2009) in Ghana - lop ks a culture produced by factors located in a
specific cultural situation (Bateson, 1972; Blackii973; Bauman, 1977; Feld, 1982; Havelock, 1982;
Yankah, 1989; Waterman, 1990; Diop, 1995). In taise, hiplife has for its locus the Ghanaian caltur
that produces its own cultural cues interpretalyiéti audience. We have discussed various aspécts o
Ghanaian hip hop localization, but of particulatenest in the hip hop localization project in amlor
community such as the one we have in Ghana is $ieeofi speech, “explicitly recognized as an
important instrument of social life” (Finnegan, D97448), used in debates and argument (Finnegan,
1970: 449), in settling matters concerning suprgmac socio-political organization, and more
important for our analysis, supremacy in mattersceoning artistic creativity. In this chapter, @rgtor
rhetoric within the context of “dissing” in hiplifand as part of the hip hop localization projecirbe
close association with traditional praise and ingaetry (Aggrey, 1977, Agyekum, 2011: 128,203-
217,229,230). The term “dissing” is adopted from A&merican hip hop culture and it means disrespect.
We have two main sections for this discussionhinfirst section, we look at hiplife as performaige
first examining the conceptual relevance of perfamoe in hiplife “dissing” and as seen in the prasio
chapter, we continue to investigate hiplife as ltucal continuity of Akan orature. We then moveian

the second section to examine hiplife “dissing”’jngsthe “dissing” saga between Obrafour and
Okyeame Kwame as a case study and investigatingdtielogical and cultural significances of this

“dissing” phenomenon.
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5.1 The conceptual relevance of performance in hiplife “dissing”
Hiplife “dissing” is a performance oriented praetid will at this point draw on Richard Bauman'’s

concept of performance to coax out the culturaguistic and sociological meanings that this
practice offers within the context of the Ghana@mmunity. For Bauman, orality derives its

legitimacy in performance and performance becornheddcus where he discovers “the individual,
social, and cultural factors that give it shape ar@hning in the conduct of social life.” (Bauman,
1986: 3. He posits the keying of performance as “interpretative frame within which the

messages being communicated are to be understBadiman, 1977: 9). The specific frame of
hiplife “dissing” not only contrasts with other frees, for example guitar band music in highlife, but
also, contrary to the conventional approach ofdg criticism, which imposes its canon on the
text, presents its own canons. It says “judge meé as1 and not as you think”. Bateson also
postulates that the performance frame providesréiceiver with instructions or aids that help
him/her to understand the message in the framee$Baf 1972). It is the metacommunication, “a
range of explicit or implicit messages which carmstructions on how to interpret other messages”

(Bauman, 1977: 15), which in turn provides the fedior interpreting performance.

What further clinches our discussion is the faelt thberformance presents the performer and his
audience within the context of role participatidghe performer is a role player and so is the
audience. Once the performer keys the performaheeaudience evaluates the performance and
allows the performer to discharge his public dusy arole player (Goffman, 1959) given a
particular task to perform on behalf of the audesrfBanton, 1968). In this light, through the
conventions of the genre, he makes a claim to tieace to pay attention to him as the
conventions constitute common grounds for bothheint. Indeed, they share the same cultural
materials and this shareability elicits “the pap#tion of an audience through the arousal of ‘an

attitude of collaborative expectancy ...Once you pgrake trend of the form, it invites
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participation™ (Bauman, 1977, quoting Burke, 19950:58]). Bauman continues that this “fixes
the attention of the audience more strongly onpxdormer, binds the audience to the performer”
(Bauman, 1977). There is therefore an interlockielgtionship between the performer and the

audience.

5.2 Brief description of the spread of Hiplife “dissing” praxis across Ghana
The American street rap battle, packaged togetitérthe entire hip hop culture, presented to the

world by big media houses like CNN, BET and MTV addtributed by “six major record

companies: CBS, Polygram, Warner, BMG, Capitol-E&fid MCA” (Rose, 1996: 6), all big time

business entities in the US, brought the attentibthe Ghanaian youth to “dissing”. In fact, the
manner in which these business houses commodiiship hop culture (Adorno and Horkheimer,
1969) transforms it from just a street culture tmadel of modern global culture. The Ghanaian
youth join the bandwagon of the hip hop global@atprocess, but in practice they conflate their
traditional structures with new structures takeanfrthe American hip hop culture. The result is a

kind of culture neither American nor traditionalhew Ghanaian culture called hiplife.

Even though most of our analysis is based on lynd¢ke Akan language, it is important we look at
the praxis of hiplife “dissing” in various parts tbfe country in order to have a much broader péctur
of the “dissing” phenomenon in hiplife. Hiplife ‘g8ing” could be intra-city, one rapper “dissing”
another rapper in the same city like Mugu versus @jrlos or Don Sigli versus Lil K. all in

Tamale, Northern region. It could also be intety ¢tike Castro from Takoradi, Western Region,
“dissing” Kow Kesse in Swedru, the Central regiQuata, from Tema in the Greater Accra region,
dissing Kow Kesse in the Central region or Obrafdtom Accra, dissing Okyeame Kwame in
Kumasi. In “Maba” (2004), one of the earliest “dngg song in Ghana, Exdoe, from Accra, claims

Chicago hails from Ho. In fact, certain regions ddnplife communities but are relatively quiet
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when it comes to counting hiplife stars. Eastegiaie and Brong Ahafo regions in particular fall
within this category and it is no wonder they dad feature on the hiplife “dissing” chart, even
though my fieldwork indicates there is a burgeonfdgssing” praxis among the underground
rappers in these two regions. The picture presethieefore limits known hiplife “dissing” praxis
to the Northern, Ashanti, Western, Central and @&reAccra regions. But for Exdoe and Chicago,
the Volta region is a bit peripheral in the “diggirart.

As has already been mentioned in chapter 4, tiwbserepresent the old in the data dismissed this
practice as purely an imitation of Western morajateeration. A close look, however, reveals a

strong link with the Ghanaian traditional culture.

5.3 Hiplife “dissing” and its local cultural precipitates
“Dissing” in global hip hop may share certain featibut behind these similarities are certain

indigenous characteristics peculiar to the localihere a particular version of hip hop is practised
In this section, we consider the localization gflifié “dissing”, following theasafoconcept, the use

of proverbs and boasting as practised in Ghana.

5.3.1 Hiplife “dissing” and insult poetry in asafo

One of hiplife’s main local cultural antecedents, seen earlier, is thasafo concept, which
according to Kofi Agyekum, citing Aggrey (1977),adsto be youth groups of dancers. He
buttresses this point by explaining the etymolofjthe wordasafoassa to dance antb, the suffix
indicating plural form of people (Aggrey, 1977; Agkum, 2011: 204). The collective energy the
youth expressed was re-organised for purposedfadefence. This gives us the modern concept of
asafa In fact, in modern times when tribal war is altnasachronistic, thesafo concept has

reverted to the old practice of drumming and dagcgiving us different types afsafomusic. In

asafo esiwe have “nsae nwom, nkanfiwom, sasko nwom ne anigye (Agyekum, 2011: 213),
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to wit, innuendos, praise poetry, war songs andbratory songsAsafosongs are also performed
for purposes of “akutia, yde hyehy (ahuhuro) ahoroba, ade hy omanfo bi abufuo” (Agyekum,

2011: 216), to wit, innuendo, teasing and provacatmhis is another level where hiplife intersects
with theasafoconcept. The following examples illustrate theiknties in structure betweeasafo
songs and hiplife “dissing”:

Ntwa, ntwa, Abono yeko Bakano Cut, cut, fremono we go to Bakano

Dey erek ohwehwe mbanyin Looking for brave men
(Aggrey, 1978: 13)

The asafo group singing this song is insinuating to the otgeups that apart from the group

singing, there are no brave men around. Again, ¢éaleand response approach, the cantor of the
asafogroup asks the group)man bi botum bn?” can any group fight us? The group energetically

answers, “Ohoo”, no group can withstand us. Theyiadirectly provoking the other groups that

they are of inferior military status. Similar words$ akutia (innuendo) or insults suggesting
superiority on the part of the artist can be foundther Akan orature likawonkow, a recreational
music of the Ashantisakomfodwom traditional priests’ songs, ankdragoro, songs used in
performing puberty rites.This line in anwonkop song“Wamuna ne tirim a oresere

n‘ano”  (Agyekum, 2011: 230Q) to wit, he frowns in the head and smiles on ths, g notion

akin to the Shakespearean concept of there beiragtrio find the mind’s construction in the face,

is directed at enemies who have bad intentiony@lithem with smiles. The line “Okyingyeima
owuo” (Agyekum, 2011: 199), it is the sceptic whegliout of ignorance, in askomfodwom

targets the sceptics who do not believe in thdtspirpowers of the traditional priest. bvagoro
(puberty rites), the songs could equally be vesynnating, for example:

Wode nkonto regye aware Match-makers of the marriage are bow-legged
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Wode ananta abegyina n’akyi Supporters of the marriage have crooked legs
(Agyekum, 2011: 225)

There are other types of non-Akan insult poetry tleve similar linguistic structures with hiplife
“dissing”. Thehalo poetry of the Ewes has isomorphic structures wdasafoones and therefore
bears similarity with hiplife “dissing”. What ond my informants said about tlgadzo hawsongs
(war songs) indicated that sorhalo poetry emanates from old war songs by war grobopswith
wars now a thing of the past, these war groups hehenged to musical groups, lyrically
challenging one another when they meet for anyteVéns excerpt:

When we went drumming
Some used lizards as a lead singer
Don'’t pass me by

For your scale will touch rfie

is a very damning insult against the other growpngaring the other lead singer to the lizard is an
indication of him having a skin disease that makissskin as rough as that of the lizard, rough
enough to cut. It is indeed believed that some ofi KAnyidoho’s poems (1984), for example,
“Awoyo” are heavily influenced by this strand ofginy. In “Awoyo”, Anyidoho expresses anger in
an unrestrained manner:

Awoyo, | am not the whore’s daughter like you
Your mothernt/drom this village to that village
Shitting babidisadong her path across the clan
Did she ever suggest to you
Who your papa could have been?
Kofi Anyidoho is not an isolated case of the uséab by a Ghanaian intellectual. Kofi Awoonor
(1974), another Ghanaian intellectual of Ewe baolkgd, is also associated with thalo practice.
Clearly the spirit ohalo moves from genre to genre and time to time ancetbee when Chicago,

an Ewe rapper, “disses” Ex-doe for being an inferapper, it is believed by Ghanaians to be the

samehalo spirit responsible for that. The Dagaaba commualisp has insult poetry in their bridal

9| owe this to Mr. Akpakli, a fellow member of tiepartment of English, KNUST, Kumasi. He said tiégo poem
is also popular in the Anexo, Tsevie area of Sauti@go.
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songs. According to Black Moon, a rapper from Tan#ie Dagbanis also practise insult poetry in
their proverbs. The Nzimas have theudwengAgovi, 1995). Obviously the spirit of insult pogt
moves across the length and breadth of the cour@gsely linked to the use of insult poetry in

Ghanaian orality re-invented in hiplife is the pedy praxis.

5.3.2 The use of proverbs in traditional and hiplife insult poetry

In both traditional and hiplife insult poetry, tleeis also a profusion of proverbs. In Akan speaking
areas, proverbs are an indication of wisdom andaaity (Yankah, 1989: 72) and all the traditional
insult poems are replete with proverbs to show ntgtin thinking and as a demonstration of
assertiveness. The same goes for hiplife “dissintfie title for Tattoo’s “diss” song, “Proverbs”,

demonstrates the importance hiplife “dissing” dtescto proverbs and the tradition. We will cite
just a few examples here. Obrafour in “Kasg’ says “egyinamowa ni fie a, nkura yiky ¢” to
wit, when the cat is away, the mouse will play. iddows this up with another vintage proverb,

“Y eseokot o de aniberes des yenso a obu ne @ to wit, if the crab aggressively holds what it is
not supposed to, the hand drops off. Then Tattpleethat, “$ opanin tena fie neesvembu noho

a,ogye boo” to wit, if the elderly do not respect themselvdsldren pelt them with stones. That

means if Obrafour, who is supposed to be a seajgpar, will not respect himself and will play
with the childrer’, he becomes a target of stone throwing. This ehsien is not only significant

in the manner in which he replies Obrafour butsbaells us that while “dissing” should be among
equals, the underground rappers could front forstifgerstars to do the “dissing” by taking up the
battle while the superstars they represent stan®hythe other hand, if you are superstar and you

behave like an underground rapper, you are treattdless respect. Another significance worth

*0 |t is believed that in hiplife, even though weenfthear superstars dissing one another, dissimgiigly practised by
underground rappers. What Tattoo is referring thas if Obrafour as a superstar, and does not canimself as
such, then he should be prepared to be treated @sderground rapper, here described metaphoriaalghildren.
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pointing out is that because they recognize pravagbthe basis of the rap art, Tattoo wonders why
“yererapo a worebesarelyo abebu & meaning that when we the professionals are rappmou

want to jump the gun and start using proverbs. Wbtkdly, the use of proverbs is a major
linguistic resource for the hiplife speech commyigihd as spelt out by the artists, it constitutes a
frame by which the audience not only understandstdikes part in the activities of the speech
community. It must also be pointed out that theafggroverbs has its own conventions as well. For
example, the young do not cite proverbs in thegres of the elder without permission (Yankabh,
1989: 106-107) but the manner in which proverbsused in hiplife without recourse to the usual

norm suggests the quest for identity autonomy (éank989: 72).

5.3.3 Boasting in both hiplife and traditional praise poetry

The continuity of hiplife “dissing” with Akan orate is also seen in the art of boasting. In this

traditional strand of praise poetry, images arevdrérom the culture to inflate the egos of the

artists.Asafogroups of Brb or Mfantse, the Fantes of Abura, Nkusukum, Tetsi, Anomabu and

Ekumfi refer to one of their three leadebson, as “n’ekyir nnyi abowa”, there is no animab#as
as the elephant. This is traditional boasting afidds its way into hiplife as well. Tattoo prouizs
Okyeame Kwame,Jsamarima e, w'ahenie fata wo”, to wit, the brave,orou are worthy of your

crown. This is the typical Akan praise poetry. Yfmaise the leader in his capacity as a leadersor hi

office as a leader (Farias, 1995) but just as weeeixthat he continues to praise the office of his
leader, he turns himself into the praise objectingg “hwe me wide, metallic, meka gya gu mu a,

automatic” which means, look at my muscles, whentlfire in them | become bionic. He has re-
invented the traditional praise poetry which regsiione person to praise the other by conflating the

two into himself, changing the process from trawisyt to that of reflexivity. Again, it is not oml
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the code switching that gives this statement iigusness but the images. In Akan, the expression
“Twa gya to mu” which translates as put fire inmeans to give energy to something, so he is
invoking this Akan image to indicate the power ia muscles. He finally invites Obrafour to meet
him on the sea of “kasaharé’and adds “wobehyia Titanic” to wit, you will me&itanic>? The
boasting aspect in rap is seen even in the nami® @ivo verbal combatants; Okyeame Kwame is

the spokesman of the chief who straightens thef'shierbal delivery and Obrafour is the rap

“sofo o”, the rap priest, who goes about moralising in rap

The boast is just a prolegomenon to flyting theamnt. Having spelt out the conventions of the
art, having been accepted by the audience and eered by this acceptance, he then turns to the
audience, which is playing the role of the referaed scolds the other artist whom, he, the
performer, believes does not measure up to thelatds. The scolding, which, as indicated above,
is a form of disrespectful “dissing”, is in itsedin inverted form of praise poetry, a metatext,
constituting “specific ways to key the performariceame, such that all communication that takes
place within that frame is to be understood asagperédnce within that community” (Bauman,
1977). It arouses an attitude of collaborative exgecy from the audience who not only expect the
performer to perform but also expect the “dissedtéfend himself. Thus it takes just one “diss”
song to bring out a chain of “diss” songs as weehseen with Obrafour’'s. He scolds Okyeame

Kwame for being proud even though his albums ateupao five and this attracts a riposte from

Tattoo:
Mempe s € megye edi s sukuu naw'abn | do not want to believe that you were dulchool
Kan no yie; ne alburaboro five Count well; hihams are more than five

*L A local terminology for rap
*2|In contemporary film culture, it is believed to e biggest ship ever used in a film.
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This will bring in A Plus who also uses Half Corraard One Pesewa to scold both Obrafour and
Okyeame Kwame for indiscipline. This animates tim@ife speech community, and each member
of the trilogy — the “disser”, the “dissed” and thadience — is playing his role. Clearly another
observation here is that “dissing” is not neceggaritwo-way exchange between disser and dissed

— other rappers may get involved by taking sidek wne or the other of the protagonists.

5.4 The Obrafour and Okyeame Kwame “dissing” saga : a case study of hiplife “dissing”
This section constitutes the second part of theswudision. We present a verbal battle between two

rappers from two major cities in Ghana which indekses the relationship between these two
cities. Each rapper draws his fan base from thehgtbelongs to, Obrafour in Accra and Okyeame
Kwame in Kumasi. In this “dissing” saga, each drdugsfan base along with him, bringing to the

fore already existing cracks in the relations betwéhe two cities. We first present Obrafour’s
“Kaseebo” which started the verbal duel and consider thenwcopia of social and cultural
significances embedded in this “dissing” event.

5.4.1 Obrafour’s “Kaseebo” 3

Obrafour released his “Kadge” in 2009. In a rare creative initiative, the samges the metaphor of

the radio featuring two rappers; Guru plays theiaapresenter and Obrafour, the invited
contributor. Guru would like to know the whereatsoof Obrafour because it looks like Obrafour’s
absence on the hiplife scene has created a vacaursome fingerlings, obviously referring to

Okyeame Kwame, using the latter’s initials, on¢haf conventions of “dissing”, to have a field day.
Obrafour concedes that “agyinamowa nni fie a nkwekekye”, to wit, the cat will play when the
mouse is away and that he went on leave just tbafdHe even goes further to warn those happy

in his absence that “enenonya adaagye, afei na moghive ase”, meaning that those who do not

%3 See appendix for the full text of “Kase .
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wish him well will suffer an earlier demise thanpexted. Then Guru whets Obrafour’s appetite by
further telling him that, “Nkra agn nsa aka firi Kumasi nee sDOnwontoni OK, nso ako mona”
to wit, reports reaching us indicate that Singer k4§ raped somebody. Then he quickly visits the

issue of Okyeame Kwame’s awards, “Abodin fata woaawodi wo post, naaso glenehunu vi,

mehunu wn s China phones” to wit, you wear the crown wherntg you but as for these ones, |
see them as China phoriéJhis is a metaphor to disparage the achievemeBkgeame Kwame.
Perhaps what annoys Guru most was that “Obi agyscaiBest Rapper Alive’...” to wit, there is
an imposter calling himself “Best Rapper Alive”. @four pretends to calm Guru down that
diversity is part of nature. Guru praise sings @darg “Ah, ampa, w'ano ate, gyalzewo firi

ahemfie, saa na mate”, meaning, you are fluenamguage and give every indication that you are

from the palace and so everything | have heardtadmuis true.

This was a creative piece by all standards butevpdople praised its creativity, some were not
comfortable with the referentiality of the contemikich they said even though apparently veiled
behind poetry, could be read. Tattoo, who happeriseta member of One Mic Entertainment of
which Okyeame Kwame is the CEO, immediately firagdkin exquisite Akan proverbs, insulting

Obrafour that he had a pea brain and that was wifgiled to read that Okyeame Kwame had more
than five albums. He dismissed Obrafour as beialpjs of Okyeame Kwame. This sentiment was
echoed by A Plus but he fouled the air even furthehitting the two top musicians where they
would bleed most, referring to both as neophytesrandiocre artistes fighting over a title neither
deserved. The “dissing” saga became a daily merallimedia houses and whenever Okyeame

Kwame was called for interviews, he made it cléwt he would not reply to Obrafour. Okyeame

**|In Ghana, around the time of the release of thg,s2009, China phones were considered inferitindse from the
West.
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Kwame was obviously disturbed but did not wanttiothe hornets’ nest. He even called Reggie
Rockstone to use his position as the Godfathernpdifdn to truncate this development which was
becoming apocalyptic in nature. Indeed, it is ribthee time that “dissing” is considered only fos i
entertainment value, for, according to Black Momnthe “diss” problem between Tommy Mugu
and Dj. Carlos in Tamale for example, the problerdesl in the chief's palace. Okyeame Kwame
suspected his former rap partner, Okyeame Kofigenig behind this plot. According to Okyeame
Kwame, Okyeame Kofi instigated Shattarako to @end Kumasi radio stations to tell the whole
of Kumasi that he, Okyeame Kwame, had plagiariskgle@me Kofi’'s work just to smear him.
Okyeame Kwame further told Reggie Rockstone thage@ie Kofi had intentionally placed an
interview he granted to Obrafour on his Facebodkvi@Qusly, Okyeame Kwame had a feeling the
conspiracy was prepared by Okyeame Kofi, suppdrtethe Accra rappers who did not like him,

and executed by Obrafour.

Meanwhile there were two rappers in Kumasi, Laxid ®j. Slim, who were obviously not happy

with Obrafour for the way he had treated their héfortunately for them, they had done some
songs with Guru, the underground rapper Obrafoed us “Kasebo”. The song was about how
young men rush about things these days and Guautsgad, “Hei, this boy, you dey rush”. Laxio
conveniently erased the “this boy” and replacedvith “Osofoo” which happened to be the

pseudonym of Obrafour, turning the song into a HidggEsing song” against Obrafour. It became an
instant hit in Kumasi: a fitting reply to the “foahouthed” Obrafour. All this went on without the
knowledge of Guru. He naturally grew disturbed wihenheard it and chased Laxio and Dj. Slim
up to Sunyani where he nearly had an open fight thiém and they had to agree to go round all the

FM stations in Sunyani, Kumasi and Accra to disstecGuru from that song. Guru’s moving from

135



one FM station to the other to clear his name méi€ how important the radio medium is in hiplife

and that it is one of the conceptual frames hiphkdees on to select its audience.

5.4.2 The use of the radio medium as a convention in Hiplife “dissing”

This is another instance of creatively modernizimgtraditional insult poetry. Obrafour’s song uses
the radio medium, one of the media of communicatimrdernity imposes on the hiplife art. It
indicates how modern Ghana places technology atidpmosal of language; it forms part of the
process of communication and the framing for héplg heavily mediated by the media. Obrafour
uses the radio metaphor as a creative elementiaoé i$ is part of the creativity of that song, it
forms part of the cultural shareability of it. TH&d of shareablity is a selective one. Unlike the
ewi, a neo-traditional media poetry, which structuresshareability to suit a diffused audience
(Barber, 2007: 163-168), the radio medium in tlisgsis only meant for hiplfie in-group members.
Little wonder, A Plus also uses the same mediumpre$entation. At this stage of our discussion,
we should not assume that other genres such abféigie not being mediated by technology, but
there is no highlife song in which the personaiadio presenter of an interactive programme. This
medium used by Obrafour sets it aside from othareg even from other subgenres in hiplife, and
gives “dissing” its peculiarity which not only calattention to itself but tells the audience toggid

it according to what they see (Bauman, 1977: 9-Olrafour’s “diss” is hailed as creative by
connoisseurs simply because of the radio meta@nu is a presenter who is telling his audience
about the whereabouts of Obrafour and this givesafobr a platform to express his opinion on
current hiplife goings on, and of course a goodoopynity to boast about his supremacy while
flyting Okyeame Kwame and Obour. He does this ajdhe background that hiplife is community

owned; it is co-produced by both the performer #rel audience and the two, the performer and
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audience are engaged inédeta tete or heart to heart evaluation of current hapggnin the hiplife

art.

On the question of the reaction of the general ipulthat is, the diffused audience, the youth
generally seemed to like it while the adult popolatremained sceptical. The youth in Accra on the
whole relished it saying it was just a game but tnedghe youth in Kumasi were not comfortable
with it. The reason was obvious and actually tlatstituted the very core of the controversy: social
stratification and territoriality are a further déag of linguistic competence which forms a major
conceptual framework of the performance of “dis&in@ertainly, this saga has disinterred some

social subterranean meanings worth paying attemion

5.5 Hiplife “dissing” and its social subterranean meanings
As indicated earlier, these are ground rules ofoperance and participation constituting a body of

conventions that tells you not to have recoursantpother literary canons outside this performance
to judge it. Judgement or evaluation in this conshould be done on the merit of the performance
in question (Bauman, 1977: 11). It is in judging thplife “dissing” as a performance on its own
merit that we come to see that the hiplife “dissitext presents these conventions as having a way
of constructing it as a unique performance, a gémaé groups all its members under the same
shareable conventions. In analysing these convesxtas we have done above, we realise that the
hiplife “dissing” text as polyvocal and polysemoas it is, presents an ideology that “begins to
speak of its own absences because of its preséhaeherey, 1978: 132). In this case, the hiplife
“dissing” text presents an epistemology that, reihg a slave to the limitations of literary canons,
develops the capacity of revealing meaning beytstdoundaries. It even travels into other related
cultures and extends its interpretational boundanesuch related cultures as the broader Ghanaian

culture. Similar interpretations have been madenighlife and we can cite the socio-political
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meaning in “Ebi Te Yie” (Coplan, 1978; Bame, 1988 ‘Otan Hunu” (Arthur, 1998: 59-64), the

feminist interpretation of the viricentric naturé laghlife as in “So Mu Gye W’adowa”. We can

also cite the examples of “Aku Sika” (Asante Daddd Van der Geest, 1983) and the critique of
the Akan matrilineal system of inheritance in “Agia Dabre” (Yankah, 1989: 79). All the songs
were recorded by Nana Kwame Ampadu except theolastwhich was recorded by the Ramblers

Band.

The hiplife “dissing” text, as seen in the highltexts, then begins to reveal subterranean currents
of thoughts, the complexity and ambiguity of rdabught in practice, that would have otherwise
gone unnoticed in the broader Ghanaian culture. @mseich subterranean meanings in the broader
Ghanaian culture is the social stratification anabitity of the Ghanaian society. Of course, when
Obrafour set out to “diss” Okyeame Kwame, littlel die intend to betray his position as a fellow
artist and offer exegesis of the broader Ghanaidtnre about the social stratification and mobility
of the country. His text however produces a “swplof meaning, which to some extent,
undermines his purported intended meaning of dgsigdhe image of Okyeame Kwame. This will
be explained below. Such subterranean meaningsgigg outside the hiplife culture by the hiplife
text presents an interesting case of evaluatiggedbrmance. To have a better insight into thi$ sor
of evaluation, let us have a look at the sociolaggnd cultural significance of verbal battle i th

broader Ghanaian culture.

5.6 The sociological significance of “dissing” in the Ghanaian community
The description of the exchanges between the twopsadeaves us in no doubt that Okyeame

Kwame and Obrafour belong to the “social statubatdre alike” (Essimeng, 1999: 137), the same

stratum of the social hierarchy so far as theifggsion is concerned: this camp speaks and that
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camp replies in equal measure. The power relagems to be well-balanced. The question is why
this finger pointing litigation in verbal exchan@e®hy should Guru question the award of
Okyeame Kwame? Why should Obrafour cynically anclously target Okyeame Kwame? Has
Okyeame Kwame done anything particularly wrong &sefve that? If investigation could not
uncover any previous wrong doing on the part of €dge Kwame calling for the outburst of
Obrafour, then we are even more confused as to thieyfinger pointing verbal litigation that was
going on between the two. The answer, however, Ioeafpund in the traditional society’s concept
of stratification and mobilization as these exchanges indicate friction borderingeatousy as a
result of one member of a particular social stratooving up the social ladder to the next stratum
by way of success, leaving the rest in the oldwwtnaLet us first go through certain concepts i th

traditional social stratification and mobilization.

Traditional social stratification and mobilizatiom Ghana operate with three main factors: sex, age
(Essimeng, 1999: 140) and heredity (Nukunya, 1982, 186). Traditionally, especially in the pre-
industrial times, men were, and still are, suppdsedccupy higher positions in the social echelon
even in acephalous societies like the Tallensisnamthern Ghana. Again, older people are
automatically socially superior to younger peopiethe Ghanaian society. Some people occupy
higher positions just by inheritance; one is a tkieply because one comes from a particular
lineage and this has nothing to do with one’s lgmal endowment. We must hasten to add that
even in the pre-industrial period, there was stdime modicum of recognition of individual
achievement such as exploits in war and an exemnptar(Nukunya, 1992) but that did not negate
the three factors for traditional social mobilipati Thus the traditional concept of social

stratification and mobility was a more or less elbsystem. That notwithstanding, the factors of

%5 For further information on social stratificationcamobilisation of Ghana, see Essime®ggial Structures of Ghana:
a study in persistence and charaged NukunyaTraditional change in Ghana: an introduction to gdogy.
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social stratification and mobilization as mentioradxubve were strictly adhered to and we were (and
to some extent are still) made to accept withouwtstjon wherever we find ourselves in the social
hierarchy. In the modern times however, educatjooning of cash crops and trading has helped to
improve the system of social stratification in tB&anaian community (Nukunya, 1992: 189).

Modern social stratification and mobility in Ghaoperates on the principle of meritocracy, thus
changing the closed system of social stratificatind mobilization to an open one. However, as we
shall see in our analysis of “dissing”, the oldsed system of social stratification and mobilizatio

based on sex, age, and heredity still lurks ab#ekground, even in the modern days.

Now let us start with the analysis. Okyeame Kwaeeeives the honour of winning the Artist of
the Year Award by Ghana Music Awards in 2009. Gar@brafour’'s song declares that you only
wear the crown when it fits you and that somebaaly imposed himself on the people that he is the
best rapper alive. We all know it is Okyeame Kwaamel as if this is not acrimonious enough,
Obrafour comes in saying that Okyeame Kwame hasrbe@roud because he, Obrafour, has been

away and that Okyeame Kwame and his cohort wifesufemise for not wishing him well.

My research indicated Okyeame Kwame had no prevaxs to grind with Obrafour. Indeed,
Okyeame Kwame had been invited by Obrafour to feain his song. Okyeame Kwame could
however put Obrafour's provocation down to two s Okyeame Kwame believed Obrafour
perceived him to be too successful and “hence reittey really want to bring me down so that they
take my position in rap music or they want to brmg down so that | come to their level and it
doesn’t make it seemingly look like they are lowhe second reason was that Obrafour was having
the future in mind and that for both of them, mtient was beckoning. Okyeame Kwame went

further to explain that when they had retired, ieeitage would be that Obrafour was a mere rap
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“sofoo” (priest) while he, Okyeame Kwame, would be considered tist tapper alive. He went

further to opine that Obrafour knew this had tovdth his (Okyeame Kwame’s) type of branding
and so Obrafour wanted to truncate that accoladerde@kyeame Kwame retired with it. As
indicated earlier, Obrafour repeatedly kept on dremidissing” Okyeam® but the referentiality in
the content of the song points otherwise and sotite content and the referentiality of his sdmaj t

forms the basis of our analysis. Indeed, in A Rlissing, One Pesawa does not mince words in his
observation about Obrafour thairésan so ama n’eni abere &fjeneaning, Obrafour is becoming

covetous. The supposed caller in that same songsnaknore succinct, declaring, “Obrafour tan
Kwame”, to wit, Obrafour hates Kwame. These opisi@ne expressed from a third party in the
hiplife fraternity. They show clearly that Obrafaiwords are directed at OK, as successful as he
is, and this smacks of jealousy on the part of @orataking us to the idea that people of the same
stratum find it difficult to see a member climb tige social ladder especially if we belong to the
same social stratum by birth, sex and age. Movemgiihe social ladder as a result of meritocracy
is not part of the deal; it is not what we are ugedhot even self-made success. It provokes jsglou
and there are attempts to cut it down. We therefesst it and this is being dramatised by
Obrafour’'s attitude. It is the frame of hiplife irelation to the culture that gives us this
interpretation. There are further interpretations aoltural significance that disinters more

subterranean meanings.

5.7 The cultural significance in verbal battle in hiplife “dissing”
Let us now describe in detail the various meansvhich the traditional culture manages social

stratification and mobility which seem to play aatthe “dissing” in discussion. The discussion is

based on perceived cultural practices inhererterculture that are used to control the individoal

*5 He denied “dissing” Okyeame Kwame on Yaw SekyitsiBown on TV Africa, 23/09/09.
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maintain his position in the society so that hesdoet rock the boat. First, we have the witchcraft

system. Ampadu has a song titledigyefa ne whan?” (Who is my rescuer?) and there is agrort

which goes, “Asona beyieampe ade pa ei, adeaode ato me sgne ekyinkyinkyinkyin” to wit,

the witch of the Asona clan which does not wardde any improvement has placed a curse on me
to be a vagrant. Witchcraft is a traditional pedphy that explains the inexplicable (Evans-
Pritchard, 1977) and the persona in the song itagpg away his vagrancy. This ties in with the
situation of Okyeame Kwame because he cannot praiffe reason for Obrafour’s attitude and thus
resorts to the omnibus answer of jealousy whidmnisther attribute of witchcraft used in restricting
members of a society from moving up. The beliethi@ spirituality of witchcraft is not our concern
here but we are dealing with its attribute of je@gkp That does not however imply that all forms of
jealousy amount to witchcraft in the Akan traditibat it becomes applicable here insofar as it is
used as a disruptive force in development as Anmpaghng implies. Again, let us look at it from
this angle. Okyeame Kwame is speaking on assumpigirike we do in the practice of witchcraft
so the anti-development notion of witchcraft playg here. Even though you have no scientific
proof of being a victim of jealousy, you can sglb ahead and make that assumption if there are
grounds that you are being targeted not becausé&agwel done anything wrong but because you are

more successful than your detractors.

Second, we can also bring into this discussion pghi-him-down syndrome (PHD). What the
average Ghanaian means by this is that whenevemanyber of the same stratum tries to move up
the social echelon, the other members who are a&tng any move upwards will try to pull bring
him down. This is even more pronounced in the wagkplaces and there are instances of
colleagues reporting other colleagues for favoAgain, there are those who report or set other

colleagues up for misfortune just to bring them dowe should however not try to be too
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particularistic that it is only Ghana where thisagiice obtains. It is everywhere but we are
describing the Ghanaian condition in connectiorhwaitsociological condition that seem to define
the dynamics of Ghana’s social mobilization andfte that Ghanaians have a special vocabulary
for such attitude, “crabology”, suggests that whiatare discussing is a Ghanaian social reality that
cannot be dismissed. The metaphor of this termgyois borrowed from that of a group of crabs in
a bucket who will pull any member back to theirdfohaking sure that no one will be able to climb
to the top of the bucket. In Obrafour’s “diss” spsgme of the words were calculated to tarnish the
image of Okyeame Kwame. Obrafour claims Okyeame i{@&/a albums are not yet five and yet
claims he is the best rapper alive, raising hisukters and that Okyeame Kwame has been
successful because of the vacuum his, Obrafoubserece created. Guru, who is, in fact, a
surrogate rapper for Obrafour, claims that Okye&wame is not the right candidate for the crown
and that Okyeame Kwame’s crown is as fake as thg ®hanaians view China phones.
Admittedly, Okyeame Kwame may not have scientifict§, but on the grounds of what Obrafour is
saying, he has enough circumstantial evidence yals#t he is a victim of envy and that is why

Obrafour wants to pull him down.

Third, gossip is another means which the tradili@f@anaian and even the modern Ghanaian uses
to manage social mobilization. Gossip runs on Hrmaestracks as rumours and they have the same
social function in the Ghanaian community. As arfaf hidden transcript (Scott, 1990), it is used
to counter abuse of power but when used among ®qitalisually functions as instrument to
damage the image of the victim. Truths are halaetplified and whispered around the community,

defaming whoever is the target. Thus Pozo Hayéakekakeka” admonishes Ghanaians to stop

that practice saying “Asgfo wongyae akekakeka yi” which means, friends gjogsiping about

people and Paa Bobo concludes that “Akekakeka y»smj wosene woonko aotan wo 0,eno
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ntira ne yre berk yi”, to wit, there is too much hearsay around argen you are better than your

friend, he hates you and that is why we are sufferiPaa Bobo nails home the connection between
success and envy. Indeed, it is not all that titme the truth is halved; sometimes complete
fabrications are put in the rumour mill. A typicekample comes from Obrafour’'s song when he
claimed that OK had raped a small girl. In Ghanaialture, this is the worst any sane person can
do and by implication, attacking the moral integritf Okyeame Kwame, who claimed to be a
gentleman, throwing into doubt his moral standing guestioning the fans of Okyeame Kwame’s
sense of judgement. Meanwhile there had neither bagthing like that accusation in the news nor
even in the form of a rumour around. It was a tédarication. This village “tabloid press” modus

operandi is employed in hiplife just to destroy tiage of the target.

Fourth, Ghanaians usually resort to innuendoesraeams of handling social mobility. It normally
happens when the perpetrator has no genuine graaratcuse his victim. The perpetrator would
say something nasty about the victim and the imag#® language even though veiled can always
point to its referents in the outside world. Yavk§@ein his Rundown programme on TV Africa, an
entertainment programme, revealed that Okyeame Kamaxted Obrafour demanding explanation

for the “diss” and the reply was that he Obrafour ribt have Okyeame Kwame as the target but if
Okyeame Kwame believed he was the target then b@lcGstake it so. This “ng¢ me-ne-wo-nso-

mene-wo”, meaning, | do not mean you but it is yapproach of Obrafour shows him as being
insinuating. Obviously, if he cannot muster moraliage to claim responsibility for what appears

to be his real intention, then he definitely hachsthing to hide.

All these points justify the observation that etbaugh Ghana operates a modern open system of

social stratification and mobilization, there igparallel system, the old closed system, operating
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side by side with the new open system. Again, tlaeseall cultural shareable materials that inform
the hiplife art and locate the performer and hidience in the same social context. In this sense
“dissing” not only frames hiplfe but does so byimgenting old cultural structures which constitute
the mores of the Ghanaian community - just like iblfs description of the interlocking
relationship the Greek poet enjoyed with his auckemlue to his knowledge in th@omoi

(Havelock, 1982).

Perhaps the most intriguing aspect in this devetognis the fact that “dissing” represents an
ideology of its followers. We have already spokd&owt hiplife’s ideology of looking tough in
earlier chapters but in addition to this is the taat it is used as means of legitimizing factism.

We just need to recall thé"ay, 2001, tragedy in which 127 people lost thieis as a result of
the clash between supporters of Asante Kotoko aodr@dAHearts of Oak at the Accra Sports
Stadium. We are therefore not far from the idea tihere has been some form of hostility between
Hearts and Kotoko which has been simmering and anetile reaches the boiling point as it did
on May 9". Hearts is for Accra, and though not everybodyAatra is a Hearts supporter, most
people are. The same applies to Kumasi Asante Kadokhere seems to be some competition as to
who is the best between the two cities in Ghangrims of football. In its usual subversive pose,
popular culture presents characters like Mastenhd&ot and Wofa Kay, TV soaps from TV stations
in Accra, caricaturing the mannerisms of a typi€amasi “guy”. This throws more light on this

fight for supremacy between the two cities.
This sense of competition is even more prominentrgrthe Ghanaian radio presenters, and they

sometimes extend such contestations to traditicmalffs. Throughout August, 2009, some Kumasi

radio DJs like Andy Dosty and some radio DJs inrAdike Kwame Ahinkae of Hot FM were
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involved in verbal exchanges with the Accra DJdirmgalthe Kumasi DJs villagers. We see similar
developments when radio presenters like Adakabrel\ofAfrica used strong words against
Otumfour Osei Tutu for his comments about the Tretm sub-chief who kidnapped the Tuobodom
chief in March, 2010. Kumasi people were up in aagainst the Accra people for speaking ill
about their king. In recent times, we have seemany of such skirmishes between the two cities.
Some may call it ethnic rivalry but for the purpasfethis discussion, we will call it inter-city
rivalry or territorial rivalry which is very commoim the US hip hop. We also recall that A Plus
endorsed Sarkodie, from Tema which is part of Acfaahis signing with Konviét. We therefore

understand why Okyeame Kwame would express thedggrsmnts in an excerpt of an interview:

PA. Do you think Obrafour is the only person dothg or there are some other people behind
him?

OK. I think almost all the Accra rappers are behmmch. Obrafour is only a vessel.

Of course some Accra presenters and DJs expregsgddisagreement with the song but on the
whole the Accra presenters would normally dismiks tlaim that Obrafour's “diss” was
inflammatory by calling it part of the game of Hipp. There is therefore an ideology of “we are

better than them” which is playing out in this ‘sli@nd just like most Kumasi people were against

Obrafour, so were most Accra people against Okyd&weame. Indeed, my research indicated that
while the generality of the youth in Accra werelave with Obrafour’'s “Kasebo”, the youth of

Kumasi relished Tattoo’s “Proverbs”. There is eveeason to believe that the Accra, Kumasi
rivalry has reared its ugly head in music as weltl ausicians are now icons for the cities. They
take advantage of the division and give it a cadeheir music as Obrafour did and the code
constitutes the ideology of the group — the supmyni@eology. Obrafour is therefore only playing a

role, discharging public duty (Goffman, 1959) onfpaming a task on behalf of his audience

> This is the music company of Akon, the famous §afese-born American hip hop star.
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(Banton, 1968), mainly from Accra. And let us sigiiahere that there could be some people in
Kumasi who may belong to this Accra group and thmes applies to some people staying in
Accra’®. Obrafour therefore puts on a mask that the Aeerdience finds fitting, congenial and
satisfying to their expectation. In fact, if itdhaome from any underground rapper, nobody would
have bothered himself but coming from an icon lBerafour, the message is quickly given an
ideological reading. While the fans are lost in thaze of the frenzied performativity of the
“dissing”, they even fail to realize the dangerisam ideology poses to the unity of the country.
Again, while some other forms of orality like thaftthe national anthem, second line of the second
verse, “steadfast to build together/ A nation sgron unity” reinforces social cohesion, other
sources of orality like “dissing” threatens to urttie ideology behind the national anthem. Hebdige
was totally right in observing that subcultures tigestures, movements towards a speech which
offends the ‘silent majority’, which challenges thpginciple of unity and cohesion, which
contradicts the myth of consensus” (Hebdige, 198Jjssing” in hiplife therefore disrupts the
order of life as we find in the use of words anddwydoing attract attention to itself and thus
commercialises the ideology of the “otherness”. sTBense of “otherness” gives the hiplife
community its identity, its communication and itarhe. There is no way you can understand this
“otherness” without understanding the frame as quifesd by the metatext of hiplife with its

sociological implications.

5.8 SUMMARY
Hiplife “dissing” borrows structures from Akan oua¢ (Aggrey, 1977; Yankah, 1989; Agyekum,

2011) and other types of orature from differenttpaf the country (Awoonor, 1974; Anyidoho,

1984, Agovi, 1995) re-contextualising them to saddern times by adding foreign elements from

%8 |n fact, this audience group is too complex irunato give it an ethnically-based label. Theresanme football fans
who are in Accra but support Kotoko and there armaesin Kumasi who support Hearts. The music far alkows the
same lines.
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American hip hop (Toop, 1991; Rose, 1994: KrimsQ@OKitwana, 2002). All these practices
narrativize certain Ghanaian social and culturalities grounded in an interpretive frame of power
and marginality (Furniss and Gunner, 1995). Thesents the youth with the opportunity to fight in
order to broaden the frontiers of their freedommfrthe dominant culture by constructing identity
autonomy through linguistic structures. These gbtsntonstitute a configuration of conventions
(Bateson, 1972; Bauman, 1977) that frame hiplifeaggrotest art. In chapter 6, therefore, we
continue to examine, in greater detail, hiplife, mstest art, a performance associated with a

subculture that uses symbolic communication tolehgk the Ghanaian hegemonic structures.
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CHAPTER SIX
HIPLIFE - A PROTEST ART

6.0 Introduction

Dissing, as seen in the previous chapter, is olsiyoai kind of hiplife transgressive practice throug
which hiplife, as youth culture, seeks affirmatioutside the Ghanaian normative culture. Studies
on youth trangressivity have been the concern ofrivaiin schools, the Birmingham School, Centre
for Contemporary Culture Studies, CCCS (P. Coh&121 Hebdige, 1987; Willis, 1977, 2000;
Hodkinson, 2003; 2007) and the Chicago School @ieg 1927; 1933; A. Cohen, 1955; Merton,
1957; Cohen and Short, 1958; Miller, 1958, 1959;tbte and Nisbet, 1976; Fischer, 1995). In
consonance with youth studies done by these twoatetand other youth culture theorists, hiplife
transgressive concepts, expressing hybridity (Water 1990; Pietersee, 1995: 53; Shipley, 2007,
2009; Oduro Frimpong, 2009), creolization (Sey, 39Kachru, 1982; Bamgbose, 1982) and
syncretism (Waterman, 1990; Shipley, 2007, 2009,32@sumare, 2012) have the potential of
using creativity to push the Ghanaian cultural fiens further. They also provide a conceptual
framework that allows us to investigate new cultiglantities and blends in Ghana by destroying
old cultural boundaries and erecting new oneseir flace (Friedman, 1999: 241). Hiplife does so
by drawing generational boundaries between the gyoamd the old. However, the youth-elder
dimension of Ghanaian hiplife has not been fulpbekrated by other scholars (Shipley, 2007, 2009;

Oduro Frimpong, 2009, Osumare, 2012) and that &t wis chapter sets out to do.

Certain questions automatically come to mind. Whathods does hiplife use to draw the
generational boundaries? Which group within theifeigommunity uses trangressive methods and
which group does not? To answer these questiois,réisearch looks at the hiplife discursive

practices, how to deal with things and ideas, “ndhen, analyze them, classify them, explain
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them” (Foucault, 2002: 50f) and non discursive pcas, practices “that systematically form the
object of which they speak” (Foucault, 2002: 5#4)tHis analysis, therefore, verbal expressions are
equivalent to discursive practices while non verhads are equivalent to non discursive practices.
We identify two main groups here; the moderateif@pbrotest group and the extreme hiplife
protest group. This categorization divides our gsialinto two main parts: hiplife moderate protest

and hiplife extreme protest. We start with thetfpart of the analysis, the hiplife moderate protes

6.1 The hiplife moderate protest
The moderate hiplife protest discourses are bagidadcursive practices used to present the hiplife

side of the power divide, the underprivileged, wdupport the mainstream morality. This might
sound strange since you cannot logically suppostwbu protest against. The fact however is that
when ltalk about in-groups and out-groups, | am identifycleavages which divide them. These
cleavages could potentially be quite numerous —+ edecational status, residential status, gender,
wealth, social class. And cleavages tend to iatdrs in other words, it is not simply about being
young or old, but being young and something eldeichvallows one to become part of the in-
group. Indeed, female teenage mothers, accorditiget&hanaian tradition, are regarded as adults,
showing that there is no fixed definition of yowtithin the Ghanaian context. This means that even
with an apparently radical stance of hiplife, wiél $tave youth who belong to both hiplife and
mainstream culture. What they seek to do within pingject of protest is to attack the old by
critiquing the mainstream culture moral order vitik view to cleaning it up to make possible better
living standards for the youth and also to creaeaoth transition from the youth stage to thetadul
stage. Such hiplife protest is mainly through verdttack and we have two main types: verbal

protest and irony as a tool for protest.
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6.1.1 Verbal protest
These kinds of hiplife discourses openly attacketite using discursive practices as exemplified in

Sydney and Morris Babyface’s “Africa Money” and A4F’ “Freedom of Speech”. Let us first look

at Sydney and Morris, the second verse of “Africaniy”.

1.0ur money eh, aaw wonna money Our money eh, aaw our money

2.Africa money eh, Oga dey chop am oh Africa’s money eh, the big man steals it

3.Poor man dey work, rich dey enjoy The poor man works, but it is the rich who enjoys
4.1 say how we reach o, the gap between And how can we bridge this yawning gap?
5.Accountant dey chop oh The accountant is stealing money
6.0ga dey chop am fuga fuga The big man is stealing large sums of money
7.Bank manager dey chop The bank manager is stealing money
8.0ga dey chop am basa basa The big man steals left right and center
9.Director dey chop oh The director steals large sums of money
10.0ga dey chop am nyaga nyaga The big man steals large sums of money
11.Even pastors dey, chop chop, chop chop Even pastors steal money

The initial position of the words “our” in line 1Africa’s” in line 2 and “The poor man” in line i
very significant. The relationship between the roand their antecedent(s) constitutes a climactic
parallelism and this structure systematically takps“our” in line 1 and develops it further by
adding a lot more details in line 2, providing thepropriate social environment of the pronoun
“our”, that is Africa. Line 3 further enriches thdentity of Africa by giving it a descriptive
precision: “The poor man”. In simple terms, thesairepetition of the same idea through backward
or cataphorical referencing (Halliday and Hass&7,6), from the presupposed “The poor man” to
the presupposing “our” and this suggests the ponditions of the economically deprived Africans.
Then Sydney and Morris proceed to offer explicai@s to what or who is responsible for the
present poor condition of the African. The lingigsinits we have mentioned, except “The poor
man” are not agents in their respective sententlsse three linguistic units signify the poor
Africans, the first category of people in this teAhd even when “The poor man” constitutes the
subject or the agent of the verb “work”, it is tloé beneficiary of the social action “work” but &h
big man who enjoys”. The significance of the metapbf the bridge in line 4 reinforces the gap
between the poor Africans and the rich Africaneelit is significant to note that in line 4, which

divides the two groups, the pronoun he uses istisélfirst person plural (personal pronoun), “we”
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and the line is a question, indicating the “we”,iethalludes to the poor Africans, who do not have
answers to their problems. Line 5 starts the nextijg of people and this time they are the agents of
the social actions in their respective sentenaedine 5, the “accountant”, the treasurer or the
keeper of the money, is the agent of the sociabmacstealing”. Line 6 has “the big man” as the
agent and the social action is still “stealing”.eTéame development persists in line 7 where “The
bank manager” who is supposed to keep the mon#yeohfrican is also “stealing” it. The director

is not spared the ogre of corruption in line 9 antleven the pastor in line 11. From line 5-11, the
grammatical object of “stealing” is money and we presented with dialectical structures in which
the elite including the pastor who are supposdtktp build a better social environment have rather
turned their back on the people and are stealieg thoney: the society turned upside down. And

that, according to Sydney and Morris, is the paxaafdhe Ghanaian social environment.

These interpretations are interpretive cues or eotions and they are the knowledge hiplife in-
group members need to participate effectively iat ttommunity (Garret and Baquedano, 2002:
346). By interpreting the systematic use of thesiéspywe hear the powerless speaking. Thus, the
youth and all the underprivileged in the Ghanaiaciety who share in these cues highly fancy this
song because it helps them to get involved in & af language to de-legimate the power that
keeps them down. Indeed, it remained on top otdbal music chart by most radio stations for a

considerable time in 2008.

So hard-hitting could this song be against poétis that some political parties wanted to use some
ruse to buy the rights of the song in order to §gdney and when the NDC failed to buy off the
rights for the song, it started using it withoutrpession. The reaction of Sydney is contained in

Bright Aduasare’s report in thBaily Guide “Ghana’s controversial hiplife artiste, Sydneyo@f
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aka Barima has fired a stern warning to the Nati@®mocratic Congress (NDC), threatening to

drag the party to court if it continued to use'Aisica Money’ hit track”.

In Africa, and Ghana in particular, when hip hopersects with politics as in the case discussed
above, the politicians try to maintain their dontioa either through threats or through counter-
discourse strategies. In the 2000 Ghanaian eledtienNPP adopted Sydney’s “Scent no”, which
was perceived as casting aspersions, using thehwetaf the body fluid or odour, in which people
hide their stinking feet in respectable shoes (8kijR009), against NDC. As usual, it was in bad
odour with the dominant, the NDC government. In @0the government officials descended
heavily on Sydney, brought his song as a majorudsion on the floor of Parliament and even
threatened court action against Sydney. In a vagresting twist of events, when Kufuor won the
elections in December, 2000, he fully understoaithport and the target of the metaphor of the
bodily fluid or odour which has “agye beebia” tatythat has spread everywhere and defended it in
a speech he gave at the National Theatre (Ship89). He quickly adopted it, recontextualised it
to mean how the spread of the body odour coulddoeated to the spread of his political success.
He changed Sydney’s lyrics to “Scent no, scentkadyor nie, agye beebia”, to wit, with Kufuor
around, the political success has spread everywiiéis is clearly how hegemony survives and it
reinforces John Fiske’s concept of “incorporatidoy, which we mean Kufuor resorts to a “process
of adopting the signs of resistance” (Fiske, 1998) and cleverly “incorporates them into the
dominant system and thus attempts to rob them pfoapositional meaning” (Fiske, 1990: 1%)

He neutralises the threatening effect of Sydneyitcd by superimposing the meaning of the

59 Another example outside Ghana is that of Kenyaldnzania, Benjamin Nkapa [President of Tanzanisb2@5] in 2001
adopted “Mdio mzee” by Professor Jay, a Tanzanitiste, to warn his non-performing ministers to bup (Stroeken, 2005: 86;
Ntarangwi, 2009: 69). The song originally castigathe East African politicians for failing to kedpeir promises. By this
recontextualization, Nkapa changed the target hadrneaning of the lyrics.
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dominant on that of the subordinate. Such a styabegthe part of the dominant does not go far
enough to stop the subordinate from being bluntutlttweir underprivileged position. A-Plus is

even blunter. In “Freedom of Speech”, this is wiwasays:

1. Yewd gold, yewd kookoo We have gold, we have cocoa

2.Ebaa no sen na yekdo HIPC? Why did we go HIPC?

3. Insha Allah, we will consult till we finish® Insha Alla, we will consult till we finish

4. 46,000, Ghana money, some bro traffic A brother has stolen, 46, 000 dollars, all Ghana money
5. Wei de€ a, hmm na €y€ magic As for this one, it was through magic

6. Na s€ motee s€¢ kookoo yeraa wd po so And did you hear a whole shipload of cocoa got lost on

the high seas?

3

. Hmm, that loss too, na £ye tragic Hmm, it was a really tragic loss

e}

. Gyae m'ano, ma menka Don’t cover my mouth; let me say it

Again, the systematic uses of certain linguistidgjrwhich in this analysis constitute interpretive
cues, are in this text as well. The use of the puon‘we” found in lines 1, 2, and 3 are the generic
pronoun referring to Ghanaians, who are victimtefsocial action “has stolen” in line 4 and in the
process of looking on as “we” are being swindledarri‘our” full glare, the whole scene is more of
“magic” indicated in line 5. When we string all #gelinguistic units together, we see the deception
the Ghanaian elites or politicians practise in ingyeshing Ghana. The youth unfortunately bear the
brunt of such mismanagement by politicians and saidmanagement at the political level lead to
youth unemployment. Indeed Winston Tamakloe in @orein theGhanaian Timeson a youth
employment programme in Ho refers to the youth the tisadvantaged and vulnerable youth”.
Studies have shown that “youth participation in eadion and skills training in Ghana is
inadequate, hence their vulnerability in terms mpoyment” (Braimah and King, 2006). A police

officer | met at the Pocalous Studio, Amass, AMnéasi, lamented:

% This is in reference to Mallan Issah, the formpor®s Minister in Kufuor's regime, who was jailent fmbezzling state funds.
During his ministerial vetting, he was constantlyiag that he was going to consult whenever heccnok answer questions put
to him and this has become an event people refes tocomic relief, and so A-Plus was creatingubbioeffect of
comic relief while exposing the hegemonic strucsure
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AM. Some years ago, let me say 20 years ago | majse] to stay with an elder brother and
that brother had two companies, NAY, now Renaulhtetier, opposite Asokwa there. From
there he goes to AG Timbers before he comes bdek. time the work was available. But
what about today?

Awensem quickly responded:

They are selling all the companies and it is lileehave a lot to say but we have no
opportunity so this is the biggest opportunity tivatare having right here, | mean. We have a
lot in our chest.

They were not condemning the divestiture progranoithe government per se but lamenting the
non transparent manner in which money from thisgmmme was used. All these confirm the

feeling of neglect and anger expressed by Awensem:

It is one thing that forced me into music. | havaoditician kind of mind but when | sat down and
think of...so can | go into politics with my educatfl say no. So if | get the opportunity of
becoming a star, | will get the opportunity to beerviewed on national TV and | will have the
opportunity to tell whatever is in me. | think tblgerly have failed us especially in our country
(underlining mine) What Americans and Britain enjoy today is notphesent generation like the
30 years generation who did it. It started abo@ yi€ars ago. They stood forth for them. Look at
our president today. | learnt Kwame Nkrumah gaesrtithe opportunity. Some of them had the
advantage of going to the university for free.

This outburst against the older generation ispemtuliar to the males of the Ghanaian youth. The
feeling of the females can be summed up by a gobdgmales at the Kumasi Jackson Park, during a
music night. Let us follow the lamentation of orfélem, Theresa Sarkodie, 27:

TS. They have destroyed us. It is true; they hameed it upside down. Right now, we are going
astray because of their behavior. We the youthdrgo our way and think we are doing the
right thing by not following them but we youth ratrare going astray. So that is what they have
done to us. They are destroying us.

Clearly, they are even bitterer against the oldegation. Christiana Bretuo, CB, 17, one of the
participants of the Labone Senior High, Accra, wasy pessimistic with regards to the future of

Ghanaian youth:
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CB: the government is supposed to provide us vaitilifies that we need. So if the facilities
are not there, then that means that we can’t bé wha
we want to be.

The failure of the government to provide the stuslevith their needs certainly reflects failure b t
part of the old generation. Again, while walkingwdothe main Lagos Town Street, Takoradi, a
hiplife cum reggae artiste, Ekkar, 27, concludecdminterview that in spite of all the God-given
resources, “still we are poor. That means Africaas united. Our independence has not benefited
us.” The burden of this political failure certainfiglls on the shoulder of the old generation. This
unambiguously demonstrates a feeling of frustraabrover the country on part of the youth and
hence their protest. They are only searching foowttet to vent their anger (Pardue, 2007: 702) and
resort to the materiality of music as a means giression (Willis, 1977: 26) as indicated by
Awensem to voice the concerns of the underprivide@futnam, 2006: 69). This development is not
unique in Africa for in East Africa, the same ptath is used to express inadequate infrastructure
(Perullo, 2005; Stroeken, 2005) and in Ivory Codsterves as a means to criticise the government

for failing to take care of the youth (Schumannl 20

The history of youth protest against social inefjiesl in Ghana dates back the period of struggle
for independence. We can mention, first, the Conemifor Youth Organization (CYO) whose

protest against Nkrumah’s removal as the GeneraleSey of the UGCC by the old guards in the
party better positioned him for the liberation ggle and, second, the crucial role the youth played
in events leading to the attainment of Ghana's pedeence in 1957 (Botwe-Asamoah, 2005).
Again, the post colonial political experience, imigh the ruling class got exposed in the same
manner we are discussing here, occasioning thehyauhe Ghanaian army led by J.J. Rawlings,
then a young man, to overthrow the regime in 1&ttliington, 1992) is still fresh in our memory.

Undoubtedly, the youth are still fighting socialequalities in Ghana. Awensem, a firebrand
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underground rapper, issued this warning, “One dal lget the opportunity in front of the big guns
and | will tell them my piece of mind”. This timept in the 1979 fashion, but as Bombaadzi, a
Kumasi rapper | met at Pocalous studio put it, “dém’t have the capacity to fight. You cannot
fight unarmed. So we use lyrics to fight them.” BxbBough the social line (the battle line) between
the dominant and the youth is obvious, we stilfgréo name these discourses moderate protest
because it is only a verbal exercise devoid of physical violence that characterizes the US
gangsta rap (Rose, 1994:105, 128-130). Fighting Witics of hiplife verbal protest discourse is
however not the only tool used in confronting tleenihant. Irony as an instrument of protest is also

used.

6.1.2 Irony as tool for protest

There is another form of lyrical protest, the mpsignant of the types of protest, which operates
with double layers of meaning; the upper and loVegers, opposite in meaning to each other
(Meucke, 1969; Booth, 1974). This form of lyricalogest is in the form of irony. It has two
categories of audience: the target and the list@euck, 1969) or the reader and the implied
reader (Booth, 1983). The power of irony is mo#tuden the listener can decipher the meaning of
the lower level layer, which, of course, contrastth that of the upper layer, in reference to the
target while the target remains ignorant that hbesdestination and laughs at the irony as ifshe i
listener and not a target. In such a dramatic irtweyis reduced to a caricature, an object of leargh

who is laughing at himself. We will use Sydney Baais “Obiaa nye Obiaa” to illustrate this.

Ye nyinaa yehye mmra ase, President o, lawyer o, ye nyinaa yehye mmra
ase...Apnkye se obema wo jaundice aduro a hw e ne dwons o...Nkonfo o
Mmiensa bi tenaa ase, Engineer, ena Doctor, na afei nso so,
Politician. Na da koro, ewia ketee w ohyiaa mu twetwee nk omp. NK omp
twetwe € mu pa ara no, as em bi pa ara t 00 dwa. Doctor, Engineer ne
Politician, whan na n'adwuma dii kan w 2 asaase Yi so? Doctor na odii

157



kan maa ne nsa so s e eye onoa. Wower ¢ efiri anaa s e Nyankop on b 2o
onipa no, oyii ne mfe mpade ena odeb oo nipa? “Right there, surgical operation.
Right there, the doctor was there.” Engineer maa ne nsa so se¢ daabi da. Ansaana
Nyankopon boo nipa no, na the whole world was in a mess. Na esum ahye asaase so ma.

Na okaa se nsuo nko ha, na mep o nso nk o de e ew. “Right there, the
engineer was there”. Politician no seree ara de neh 0 too fam.

“Montie, montie, Engineer rekasa no ose the whole world was in a
mess. Merebisa mo, who created the mess?” The Polit ician.

Politician, doctor, engineer, who created the mess? Amanfo o, meto ma
mo; weinom nyinaa, obiara nye obiara.

Whether you are the president or the lawyer, weadirander the law... If the goat promises you a
cure for jaundice, just take a look at the colditourine...There were three people, the engintber,
doctor and the politician. One fine afternoon, tinegt for a conversation and the question that came
up was that, the doctor, the engineer and theigalit, whose profession started with the time of
creation of the world? The doctor was the firsta@se the hand to answer the question, reminding
them that God first took the riif man to create man and “right there, there wasrgical operation
and the doctor was there”. The engineer also rdtsedhand and countered what the doctor had said,
saying that before God created man, the whole wads in a mess. Darkness covered the world and
God commanded water to go one part and the hiltheoother. Right there the engineer was there.
The politician could not control himself with laugh with regards to the submission of the two.
“Listen, listen, when the engineer was talking réeealed the whole world was in a mess. | want to
ask you, who created the mess?” The politiciangthetor, the engineer, who created the mess? Your
guess is as good as mine. We are all the same.

The linguistic dialectical structures used in perfance to construct social or generational
boundaries (Garrett and Baquedano-Lopez, 2002: 3Iaween the privileged and the
underprivileged seen in the previous texts manifesthis text too. In the first line, “we”, the
subordinates, are opposed to “you”, the elite. €discursive practices frame meanings in hiplife
and Sydney is cynically saying that with all thecatled authority of the elite/politicians, failute

live up to their responsibility as leaders redubesn to the status of the masses because theal soci
behaviour not only constitutes lawlessness butwimath reduces their prestige and brings them at
par with the masses. Of course, we are all undetatw but cynicism of this idea is located in the
irony of the discursive practices in the text. Tumgpacking of the hermeneutic density of this
narrative makes obvious two opposing layers of nmgarthe upper layer of supremacy as opposed
to the lower layer of creation of mess. The paltichowever wins the battle of supremacy as to

who was present at the creation of the world onupger layer of meaning. The lower layer of
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meaning however offers explication for the suprgynaxeating a mess and that, of course, is
negative. Let us draw from Derrida’s deconstructidrich postulates that the silences of a text are
also part of the meaning of the text (Derrida, )99he silence of mess is order. The reality
however is we do not celebrate mess; we rathebiake order and anybody who celebrates the
mess so goes against the grain of normal thinKihg. rhetoric of this narrative projects a scathing
attack against the Ghanaian politicians and one@énaggrovides a platform for the youth and the
underprivileged to delegitimize the kind of powéat holds them in subjugation (Reisigl and
Wodak, 2009: 89). Since the song was releasedgi®iesident Kufuor’s regime, we infer he is the
most plausible historical referent. His convoy odmy cars signified a show of pomp against the
background of the country’s international labebdsIPC (Highly Indebted Poor Country). This is a

real concern for A-Plus as found in 6.1.1 in thauter.

The contrast between the show of pomp (supremacihdpolitician and the poverty of the people
(creation of mess) constitute the subject of thasmy which exposes the cynical intention of the
Ghanaian politician who is happy about his suprgneaen though he presides over a mess. This
irony attacks the politician’s weak sense of judgatrthat has caused impoverishment among the
people because if presiding over a mess makes iiciaol supreme, then there is certainly
something wrong with his sense of judgement. Areddblitician in the narrative is even not aware
of the implication of his “pride” and when he lasghve all laugh too because he is caricaturizing
himself and this effect is heightened by the preteon the part of the rapper that he knows nothing
of the irony (Frye, 1957) and that whatever conolusve, the listeners have reached is our own
imagination and not his. These discourses suceeeanstructing the social boundaries between the
dominant and the subordinate, repeating the thdrparadox in the Ghanaian social environment.

Once again, the power of the shareability of tllisgsmade it a hit. Hiplife further expresses this
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shareability in a more vitriolic manner and scalpghe bouts of attack against the dominant culture

through what we call extreme protest.

6.2 The hiplife extreme protest
In extreme protest, the artistes draw generatilomes through music and suggest new social values

using both lyrics (discursive practices) and traesgive symbolic representations (non discursive
practices). | call them extreme protest discoulsesause unlike the moderate discourses which
launch veiled or moderate attack on the domin&eséd discourses recommend alternative lifestyles
and are vitriolic in their attack against the doamt) a kind of “semiotic guerrilla warfare (Fiske,
1990: 18, quoting Eco, 1986). Even though it hasnbebserved elsewhere that the division
between the youth and the old is blurry and amhigusharp, 1995; Rea, 1998; Gable 2000:
Rasmussen, 2000), the Ghanaian experience isatitfeFhere is a bold line between the two thus
making youth protest reducible to a generationallddCook, 2004: 108, citing Condry, 1999,
Ginsburg et al. 2002). Again, Fiske’s notion of ¢erporation”, the youth using the resources
provided by the dominant members to create their culture (Fiske, 1990: 14), becomes relevant
here. In this case, resistance, a reaction agdiesiominant, translates into a youth social plesasu
derived from alternative way of thinking and neventities (Osumare, 2012: 124) that emanates
from such mentalities. Bombaazi, one of the rappémocalous, alludes to that as style. Taking
that each subtitle represents the name of the regtrprotest discourse under it, we have the
following hiplife discourses: “telling it in the €&”, “keeping it real”, the Ananse factor and

underground rappers. We also have the “azonto’@and double entendre.
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6.2.1 “Telling it in the face”

It is mainly a non discursive practice, ghettoceroses and gesticulations, what Rose calls “black
ghetto symbolism and representation” (Rose, 1924:0t what Fairclough ( 2009: 162, see also
Wodak and Meyer, 2009: 3) calls semiosis, otheriisewn as the visualn Ghana, they are
mainly used to challenge existing social normsistes like VIP, Tinny, FBS, D-Black, Guru, Kow
Kesse, and others are seen with fists in fronthef ¢ameras, making wild gesticulations while
shouting out words in defiant moods as if to sagythre tired of the Ghanaian hegemony and

enough is enough. Kow Kesse, in his shows, interviand videos, hits his head with a fist calling
it “abodam”, madness. This gesture which is clearly aucallttransgression, is so popular with the

Ghanaian youth and the apparent glorification ofdness is an attempt to invert the existing
Ghanaian social norms that cherish sobriety, thig merm prescribed by the dominant culture to
facilitate domination. To fight domination, theredp one needs to transgress sobriety, confirming
Foucault's assertion that to be able to free ohdéseh domination, one has to have recourse to “a

transgression of laws” (Foucault, 1990: 5).

The dominant culture however does not relent ireffsrt to keep the subordinate culture, hiplife,
under domination. This control is legitimated byndemning the youth using the Ghanaian moral
frame of reference, that which constitutes sobrigtyhe official “truth” (Bakhtin, 1984, 17) as the
yardstick.Awudu Razak, AR, a participant of the focus grodigaxi drivers representing the old
generation, Accra, expressed his disgust agaieshdim discursive practices of hiplife which ran

counter to his sense of sobriety:

AR: I don't like the way they present themselvad hsometimes even do not want to
switch on the TV.
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Francis Essien, FE, 50, also complains, “Todayyhimg is loose. It is not good”. Johannes
Amakye, AY, 43, another taxi driver in Legon Taxafon, sums up the opinion of the old

generation:

AY: To me it is their music that makes our wivesl ahildren degenerate in morality. Just look
at the way they dress to the National Theatre. danit know the difference between this one is
a marriage woman or an unmarriage woman [sic].

6.2.2 “Keeping it real”

There is no fixed definition for the concept of 8geng it real” for several definitions have been pu
forward by many critics and practitioners of hipphdn the US, this concept, which has been
described as the manner in which Black Americanttyaegotiate their identity through hip hop
(Clay, 2003) could be an excuse for all negativieviies including crime and refusing to go to
school. It is about glorifying the realities of tgaetto (Kitwana, 2002). On a global scale, it is a
philosophy of authenticity (Stroeken, 2005), aetti@iented art that espouses the concept of being
true to oneself and having nothing to hide. Thiggslophy of authenticity however has its localised
meanings and Ghana is no exception. Within the &lancontext, the “keeping it real” ideology
indicates the rapper has nothing to hide to coosttaminion over anybody. They indirectly invite
the general public to judge, between them and tmimhnt culture, which keeps secrets for the
sinister motive of domination. In the traditionabrdain, for example, the youth ask a lot of
guestions about the aetiology of certain cultudaémpmena and selective evaluation of certain
norms about sex. Obour complained:

| have been at an auditorium where there is a qhaymaybe in the play there is supposed
to be a ceremony and that nudity comes in a cuitaran, nobody frowns on it. And | have
been in the same type of auditorium and someoweasing western and it is short and
exposing, everybody frowns on it. And is that neinlg hypocritic?[sic] Because all of us,
you still see the body anyway.
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He does not only demand answers for this appatew ©f double standards on the part of the
dominant but he also complains about how the yteitome manageable subjects (Foust, 2010:
17) as a result of domination, the abuse of poweitimized by “social beliefs that organize and
control the social representations of groups aed thembers” (Van Dijk, 2009: 78). In this regard,
Ernest Owusu, EO, a taxi driver, Accra, likens pleeceived stubbornness of the youth to:

EO. staying in the house and being controlled typman. What she likes is what she does
because your chop money is little but if you haweugth money for chop money and you tell
her “Adwoa, sleep at nine o’clock”, she will slemfnine o’clock.

They may appear to assign a social reason fordhthis behaviour but their real intention is to be
very critical of the “uncontrollable” youth as dissed earlier on. Indeed, Ernest Owusu provides
us with a hint about the other group, the femaledge, which also appear to be going out of control
in the Ghanaian dominant culture. Their objectsjeaigain, an attempt to restore the supremacy of

the dominant culture.

6.2.3 The Ananse factor in hiplife protest
Resistance is not the preserve of the youth. Tiuhyare only re-inventing the ruse of the folkloric

Ananse who represents the traditional resistanc®tanant power. Finnegan describes such small
but crafty animals in folklore as “the wily charactwvho foils the aggressor” (Finnegan, 1970: 337).
The rapper therefore pretends to be on the sidieeoflominant culture, using so-called hegemonic
discursive practices, and is considered a “good’ g, in other circumstances, he seriously

subverts hegemony. An Artiste like Obour belongthte category.

Obour is known for his pro-traditional lyrics anlkythm but in “Konkotiba”, he demonstrates he

has an agenda other than merely upholding thetivadbecause he attacks the very tradition he

purports to uphold by using images of failure imte of the old or the tradition. He says, “Menn

mmo Black Star no bio/ Cedis no nso.gajada, menni bio/ Medi dollars,stmo  Starlets” to wit, |
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will not play Black Stars again/ the cedi is oldyill not use it again/ | will use the dollar, | Mvi
play the Starlets. Clearly, the symbols Black @tz the cedi stand for the old generation while the
dollar and Starlets, the under-17 national foottein, represent the youth. Obour uses the pronoun
“me”, me in English, representing the youth, andifdeaving the “mo” as used in verse 2,
representing the old. He is not campaigning forsuitization of the mainstream culture as seen in
the moderate protest but clandestinely advocatisbifé in allegiance and in social values. These
systematic linguistic dialectical structures in tbgt make obvious the dividing line between these
two generations. We see that the artistes have fegend using language for the purpose of
criticising the dominant as we saw in the modepatgest. They are resorting to other linguistic
structures as a platform for creativity to desiabilthe power of the old. Unlike the moderate
protest which is campaigning for a better societgnsure better lives for the youth and a smooth
transition from the youth stage to that of the gdbhk extreme protest in this context calls footal
break from any transitional arrangement from thatlyostage to that of the adult. This seeming
contradiction between the moderate and the extygatests might not be as accidental as we may
think since “Contradictions may signal discoursad @ocial instability and hence act as pointers to
struggle and avenues of change” (Sunderland, 268B6guoting Pecheux, 1982). Such creative
linguistic structures for the purpose of social ra@ have been observed in the work of other

researches too (Trudgill, 1972a, 1972b; Labov, 1€30neron, 2003).

This reaction could be described as youthful exaedsecause it is not possible to sever oneself
from the transition from the youth stage to thelladtage, at least not in terms of age. These
seeming excesses are simply an expression of affgeexpression of anger is not unique to Obour

but a lot of the participants who represented tbatly in my field work including Nana Osei

Kwame, known in showbiz as Awesms, Amass, a police officer rap artiste and The&m&odie, a
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teacher. Paa Kwesi (PK) in Takoradi bemoans tadgkearcher (PA) how the old deprive the youth
of social and political space:

PK. The opportunity is not there.

PA. Who does not give them the opportunity?

PK. The old.

PA. Why?

PK. Stop, this thing is done by the elderly so wien have any idea you just stop doirt§ it

This concern is echoed by Ebenezer Oke, 21.:

As children, we are not given the opportunity towlour creative talents. Assuming when
you are in the house and you do anything that doesonform to the norms at home, you
are rebuked.

The way they look at the contribution of the okehgration to the life of the youth is adequately
represented in Theresa Sarkodie’s lamentation tligy have destroyed us”, hence Awemss

unrestrained emotional outpour, “I have some batirsents towards them, to be honest with you”.
They do not only harbour such bitter feeling, aermfis the case, but sometimes make no secret
about their antagonistic stance as exemplifiethéreaction of King Fard, “The youth of today, we
are rebels”. Similar sentiments have been expressether parts of the world (Chang, 2007: 60;
Marshall, 2006: 65; Rose, 1994; Stokes, 1994; Asuterl1999; Krims, 2000; Lay, 2000; Kitwana,

2002; Weitzer and Kubrin, 2009; Kubrin and WeitZ2810; Oware, 2011).

6.2.4 Hiplife Underground rappers

The underground rapper, as an up-and-coming rafptmtative and has more room to operate so
far as innovations within the hiplife community acencerned. This is where Albert Cohen’s

observation becomes crucial. He observes that e&chber of the subculture is therefore not only
seeking to adjust himself to the prevailing probleat he is also setting new standards, forming a

new frame of reference that fits his world view @ohen, 1955: 6). Each member of the hiplife

®1In this context Paa Kwesi refers, “this thing”,aoy initiative that the youth undertake and thatald simply stop
them from taking any such initiative.
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underground rappers is seeking to come out withnaovation born out of the desire to invert
symbols of the dominant culture for purposes otgsb Cohen also adds that the member tests the
temperament of his group “by increments so smatitative and ambiguous as to permit the actor
to retreat, if the signs be unfavourable” (A. Coh&855). The underground stage is thus an
incubatory stage for hiplife and is therefore aplesatory one. The artistes, representing the youth
see the dominant culture as an imposition for thiegre Bakhtin’s position that what is publicly
held as the “truth” is fixed by the elite (Bakhtit984, 17) and through the trial-and-error method,
they keep introducing new ideas into the hiplifétune. Consequently, for the youth or the hiplife
community, it is obvious “that we will not be alitefree ourselves from it except at a considerable
cost: nothing less than a transgression of lawgu¢gult, 1990: 5). By implication, they move
away from the formal or the official “truth” by usj the language Bakhtin calls “the familiar
language of the market place” (Bakhtin, 1984: 1fJeed, underground rappers like King Fard and
Bombaadzi believe rebellious attitude is style.sTisi what Bombaadzi had to say with regard to
how he reached his fans through the rebel ideotmyywerted to style, “I love the style and try to
promote [sic] and the people love it”. He continues

Just like | am saying. (Showing me his T-shirt)isTéne is New York O7. | could have my
name written. Maybe, Bobowak. Maybe two months see the same top Bobo Q. You
see, so every time | create Bobo 3000 so my geassaipo will come and continue
creating the Bobo...You see combat and it could beoBex So that is it. That is what |
want to do and that is what | am doing.

Perhaps Awensen is more direct:

A. Thatis why | say | am rebel. Even the way | appastage. | wear military kind of dress
and it shows the military attitude in me and antitinat | go on stage and take the mic, it
looks like | have a fight with somebody. | am taliito a group of people to listen to what |
am saying. | picture those | am fighting with in mynd. You see, any time | pick the
microphone...

These artistes have been known to be more radictdeir protest art, constantly inventing new

ideas to destabilize the mainstream culture. Theshiplife genre itself becomes a tentative art
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which keeps morphing into other forms due to thesition of new ideas by underground rappers.
It is therefore the underground nature of hiplifi@attmakes it fluid and difficult to conduct any
epistemological investigation using a deterministicdel. Little wonder that researchers of similar
youth musical genres or subcultures elsewhere, ajtexr the other, criticise one another for
unrepresentativeness of subcultural theory (McRobénd Garber, 1976; Muggleton, 2000;

Hodkinson, 2007).

Indeed current trends in hiplife favour experimérstyles than established ones. Superstars like
Kow Kesse, Obrafour and Tinny with establishedestydre no more patronized as they used to be.
Hiplife in-group members prefer Sarkodie, VIP, YBano, Keche and E. L. because of their
experimental brand of art. My data therefore ingicthat being an underground artiste or a
superstar depends on how experimental the arSstaui not how economical superior he is as
Englert (2008) claims pertains in Kenya’'s phenonmemd “maandagraundi”. Contrary to the
Kenyan experiencenost of these underground rappers come from ecaatignaverage to well-to-

do families (Shipley, 2009, 2013; Osumare, 2012). THhe same concept of underground,
creatively subverting the mainstream culture, iteeded to body expression, especially in the

hiplife “azonto” dance.

6.2.5 Azonto

Indeed, the use of the body for the expressionoofas ideology (Ingarden, 1986; McClary and
Walsa, 1994; Gaunt, 2006) in hiplife is epitomisedhe “azonto” ideology which expresses itself
through music and dance. As an African musical iarthcorporates almost all the discursive

practices discussed in this work. As an Africanagaform,it incorporates complex co-ordinated
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and systematic body movement and non-verbal congation in a rhythmic fashion in very few

one-two timed steps. The dance form constitutesaties of our discussion in this segment.

Very little has so far been said about the relatdm of the power capital of azonto which
represents the youth and that of Ghanaian hegenMyyieldwork is however very revealing in
matters of power relations between the old and gogenerations. Nash, 22, claims “azonto is a
vigorous dance so it does not suit the older péoplechard Gyan, 24, is very blunt, saying the
youth, placing their hands on their private panmsl anaking vigorous waist movements while
dancing means “they are driving away the adultsbWdho not have the strength” to do that. They
are corroborated by a popular rapper, Black MoahRev. Koomson, all from Tamale. Indeed, all
the participants of the three focus groups | m@t,2b years, expressed a high sense of pride being
associated with the “azonto” ideology. Grinningnfreear to ear, Vera Annor could not hide her
emotions about being part of the “azonto” ideolo§ie said with a smirk, “we own it...it's our
time”. Rugby Sarkeyfio could not wait to supportrgéAnnor, “It is our time so it fits [sic] us”.
Clearly, these non discursive practices by theifeijh-group members, suggesting that real power
is in energy as expressed in the simulated sexnattte “azonto” dance, the kind of energy the
youth believe the old lacks, deepen the alreadgtieg generational dividing line between them

and the hiplife out-group members.

Indeed, in expressing the desire to break awayn ftbe Ghanaian social norm, the youth
interviewed used the azonto concept as not onlgreer@gtional divide symbol but also a metaphor
for economic emancipation as well. They expresbedview that development is not the study of
rocket science but a product of attitude and oriwti Ebenezer Oke, EO, 21, looking very

confident, hinted:
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EO: Before Ghanaians can change the society, welears to change ourselves...our psychological sense
Kwame Owusu Agyeman, KO, 20, quickly picked up litgic in Ebenezer Oke’s contribution and
explained what this change entailed:

KO: If azonto has progressed to the other (outsiti@} should give us a sense that we have an
opening, something inside that we can use to lmindhe best out of ourselves.

This echoes the Turkish economic experience whbiee youth is reported to be making a
meaningful input in national economy by producirgjtérnatives to the state-centric model of
modernity” (Keyman and Koyuncu, 2005: 109). AgaineBezer Oke, came in to support Kwame
Owusu Agyman’s opinion, claiming:

EO: If you use a method to do something and itdwithe same results, you need to change it
because you are going to get the same resultsedine.

Jones Osei, 22, concluded this debate saying:

JO: The fact that we have been able to let the Wkestin aspect of us makes us confident that
some of the things we have, we can now export them.

This is a serious critique on the Ghanaian econawminitions and what they are suggesting is an
alternative to the current economic dispensatiorthie country that seems to yield relatively

insignificant results, making Ghana’s economy mainiport oriented. The youth interviewed here

are not the only section of the society concerndéti Wihe dismal performance of the Ghanaian

economy and therefore the need for a radical chakgesi Pratt, a leading Ghanaian journalist,

known for his ardent support for the NDC governmdratd no option than to blame the NDC

government for looking on as foreign interest taker the economy of the country to the detriment
of indigenous productivity. He expressed grieftfor fact that:

We import even tooth pick... Look at the amount ofnep the mobile phone companies
generate a day; where is Ghana’s interest? We haviaterest in mobile phone companies.
Look at gold. After everything, it is only 5% thedmes to our economy. So if you come and
make promises to the people, you are just makitgughing stock of yourself because the
economy is not in Ghanaian hands.
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The figure of speech of importing the tooth picledmot necessarily say Ghana does not export any
produce at all but it depicts how bad the econosngnd that is the main concern of the youth too.
Indeed, the youth were making allusion to the theit if Ghanaians could have an indigenous
practice that was recognized at the global leventGhanaians could promote local brand names
and put them on the global market just like gldimaind names in fashion like Gucci, Louis Vuitton

and Tommy Hilfiger have done.

The participants representing the older generatiarg however up in arms against the “azonto”
dance, describing it as “something that will kietwill of God”. We present views that sum up
what the generality of the older participants weaying. For Rev. Dr. Nathan Samwini, a
Methodist minister in his 50s, it was not a recomdesl form of self expression in the church and
must totally be discouraged. Mr Akpakli, 61, condemh it “because the lyrics do not match the
Christian principles”. Most of the old participanigere of the opinion that apart from being
ungodly, “azonto” music and dance signified diseeggor the elderly. This perceived disrespect is
vividly captured in E L's “Obuu mu” (You don't respt), a hiplife video, in which the father comes
back to the house to see that the house had bessedap and to his utter shock his expensive car
had been sprayed like a taxi, a symbol of the ainth authority reduced to that of the masses. When
the father rebuked the son, “You don’t respectg #on stood watching the father in a very
nonchalant manner, as if to say, “I don’'t care”n tBe other hand, Rev. Gabriel Ansah, using the
argument that if “adowa” with all its erotic symbatould be used in the church, then “azonto” was
highly welcome in it, supported “azonto”. Rev. Badad Mr. Amakye Boateng, belonging to
different charismatic churches approved of it. Hogre they all agreed that the secular meaning
should be stripped off it when used in the churthus hiplife or youth culture is apparently

constructing boundaries between the orthodox clasichelieved to be the preference of the old,

170



and the charismatic churches, believed to be tafemnce of youffs. Hiplife does not stop there; it

continues the protest, using polysemy in mattdeging to sex as an instrument of attack.

6.2.6 Double entendre

The rapper says one thing and it suggests two mganione of which is related to sex. For
example, when Etumpan was asked for the meaniti§méll girl, you don’t know the tinj/ | am
teaching you the ting/ and you are playing with thgy” during the Aboakyir jam for 2011,
Winneba, his answer was that he was a teacher &ed teaching, he could see that some small
girls would be playing with what he was teaching ao the song was to advise young girls to pay
attention in class. We all however know that thedt refers to the sex act and today the expression

“He is teaching her the ting” indicates a sexuldtrenship. Again, as indicated earlier on, when an
enthusiastic audience join Kaboom in the chorusttVfaa v”, they are not interested in the first

meaning that “l passed there” or a second meafiingrew it there” but are more interested in a
third meaning with a tacit understanding of, “myttbaks passed there”, a very salacious
interpretation that can only be deconstructed by #tkan speech community. It is the third
meaning, subtly attacking the dignity of womanhoadhich constitutes the shareability of
Kaboom’s performance. It is for this reason thatNggarko, 45, Rita Abu 25, Charlotte Eshun, 25
and Faustina Essandoh, 23, all in Takoradi and Blalges, the leader of the only female highlife
band in the country, resent the use of double entéenin the following interviews, Faustina

Essandoh and Charlotte Eshun discern verbal atigaiast women:

FE. Something like a certain guy eee “kotebekardemp, kotebeka dememp”®* It is not
about that. They are using profane words but thethey say it...

%2 This conclusion is strictly restricted to this Bsis. No comprehensive research has been donecbrestopic in
Ghana for any definite conclusion.

% This is the corrupted pronunciation of the workiriy”. The consonan®/ does not exist in almost all Ghanaian
languages so Ghanaians substitute it with the camdt/.

% This literally means “I don't like hearsays” buhas a flip meaning of sexual suggestiveness.
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CE. | can also say “fa wo tatwedes bo wie mu® (blow the air). It is not nice. People
will not understand it. We want the lyrics...

In few but pregnant words, Sandra sums up thenfgeif the generality of women in the data:
They paint women black.

To them double entendre reinforces the gaze thibatyoffers exegesis on the fetishization of the
female body which speaks of treating the womannaskgect that satisfies men’s desire. This, to
them, subjects the female body to discourses inepoelations that compromise the dignity of the
woman (Mulvey, 1975, 1989). The concept of mantshestic pleasure on the female body might
have been based on researches in the West buesh#ésrare very significant in the Ghanaian
hiplife man-woman interactions. The perceived unidigd presentation of the woman in hiplife
may also explain why it was difficult to get womenspeak on matters concerning hiplife during
my fieldwork. Double meaning or flip meaning is th@ple of Asem, Kow Kesse, Samini and
many hiplife stars and underground artistes anddtimainant culture finds it very irritating. The
youth have however created a bigger public spaar #ver before through these transgressive
symbols and this new found space is found not onlhe Ghanaian social life but in politics as

well.

6.3 Hiplife generational boundaries: the young and the old in Ghanaian politics
This new found confidence of a “freer me” (Zaitclakd Wiehe, 1993) of the youth experienced

since the inception of the hiplife culture, evenubh not really paid attention to, has helped them
to seek affirmation outside normative social bebars (Gooden, 1997; Ungar, 2001). It has also

broadened the basis of their social and politicaéptialities. This youth empowerment has also

% The pronunciation of the first syllable of “tdee” (the blow), is synonymous to the female sex drrepetition
of the first syllable is deliberate.
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translated into new roles and new identities angl thais widened the boundaries of Ghanaian

cultural and political practices.

The 1979 Rawlings-led revolution, as seen in chrdptbas been one of the major factors that have
influenced the consciousness of the youth with eespo their freedom in the Ghanaian society
(Shillington, 1992) but never have Ghanaians seleolder expression of youth social and political
freedom than the period that starts from the migoE9to date. This period has seen the youth
ideology of confidence, inherited from the 1979 Rags regime and expressed in performative
terms through the hiplife medium. Of course, wentdrdeny that sometimes when they parade as
party foot soldiers, beating up DCEs and ceasirgiptoilets as presented by Eric Bawuah in the
Daily Guide they occupy public spaces for the wrong reaséqmart from these few negative
instances, they usually occupy the public spaceHerright reason. For example, there were an
unprecedented number of young government officiatsne of them barely 30 years, in the
government of President John Atta Mills. Indee@, toncept of youth in the Ghanaian politics is
becoming so popular that President John Mahama,was054 at the time of taking over the reins
of governance after the demise of ex-President 2dtanMills, used the youth mantra as the main
campaign message to canvas for votes from the Graakectorate. Again youth symbols in sports,
music, entertainment and fashion have always bedn®hanaians but never have these symbols
received the kind of attention in the Ghanaian jguidfe as we find today. Furthermore, never have
both indigenous Ghanaian languages and the Edudakeshaian English been influenced by
cosmopolitan practices spearheaded by the youtkeaind today. Indeed, hiplife is now not the
preserve of the youth because most of these “ySmgivernment officials were in their teens and

twenties when Reggie Rockstone appeared on thedzmamusical scene but most of them are

% The term “young” in Ghanaian politics does notdwl any conventional definition. Since Ghanaiaritjrs
normally happens to be the preserve of influemtgalsioners, any pre-pension age is considered young
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adults now but still carry with them the mind okthew age Ghana, hence the frequent friction
between them and their older political counterpahtgerestingly, the ex-President Jerry John
Rawlings, whose leadership style is regarded asjarrhistorical antecedent to this development,
called such young government officials “babies vattarp teeth” during the 2012 NDC congress,

held on 38 August, 2012, to elect their flag bearer for tb&2 elections.

6.4 SUMMARY
Clearly, hiplife protest discourses, whether motieraampaigning for the sanitization of the

mainstream culture, or extreme, proposing new callitelues, appropriate these discursive and non
discursive practices, mostly from global hip hop,cbnstruct transgressive local meanings that
create social barriers. They are barriers calidrédekeep away the power of the dominant and to
construct new values like confidence that translatéo new collective youth mentalities, making

them well poised against traditional conventiorat timpede their freedom of expression. In the
next chapter, we investigate how these new meiewkind identities express hiplife ideologies that
are recast in economic terms. We further look at bieese ideologies, as “active construction of
meaning” (Street, 1993), are legitimated througk tlultural industry” and the concept of

modernity (Appadurai, 1996).
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CHAPTER SEVEN
HIPLIFE VISIBILITY AND BUSINESS

7.0 Introduction
We have already discussed how hiplife charts nedwyeys with its own taxonomy of ideological

discourses legitimated through hip hop symbols.this chapter, we shift to hiplife symbols
mediated through hiplife interconnectedness, desdriin this analysis as the basis of hiplife
cultural visibility in and out of Ghana and the smiof hiplife cosmopolitanism and business. In
this chapter, | argue that hiplife cultural visityi the presence of hiplife — physical or virtuah
global and local cultures, is converted to hipligsiness, exchanges for financial gains based on
hiplife creativity. This gives us two parts to thamalysis, hiplife cultural visibility and hiplife
business, including other affiliated business pcast For the purpose of this discussion, | draw on
the theory of detachability of the text and proptiseconcept of the “looking glass” to serve as the

broad framework for this analysis.

7.1 Theoretical Considerations
Regarding the theoretical framework for the concaptietachability of the text, | draw on the

definition Greg Urban offers for the concept ofetttialization (Urban, 1996: 21). Detachability of
the text is therefore an instance of a discouraé ¢hn be detached from its immediate context so
that it can be re-activated and re-embedded innaaoaitext with a dialogical force that allows the
text to construct new meanings in different corgexX8y implication therefore, all the physical
boundaries on the immediate context, which for glhepose of this work we call the pragmatic
context, are lifted, and the time and space of ffaticular context collapse into the virtual,

rendering the detached text virtual as well. Theadw®ed or virtual text is subject to a whole range
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of manipulations. To be able to investigate theaitkef such manipulations of the detached text

within the context of hiplife cultural visibilityl, propose the “looking glass” concept.

THE LOOKING GLASS CONCEPT

The term “looking glass” is borrowed from Sherryrkle whose notion of interconnectedness
based on contact with the screen stems from thdHat, “when we step through the looking glass,
other people are there as well” (Turkle, 1997:3)e uses the term “looking glass” in reference to
how people negotiate the virtual and the “realtlasy present themselves on the computer screen
(Turkle, 1999: 643). According to her, this negtita is occasioned by a sense of
interconnectedness based on imagination and \vistualt is this same concept of
interconnectedness as a result of imagination artdality, which, within the context of hiplife
culture, is brought about by detachability of tekiat which drives the “looking glass” concept in
hiplife. This is because it enables us to thinkhgdlife identities in terms of multiplicity and
flexibility. Even though her use of “looking glas& more of a visual experience, this analysis
adopts the term “looking glass” because the metaphmultiple and flexible identities as seen in
Turkle’s screen experience runs through not onlptwine see on the screen about hiplife but also
what we hear on the radio, read from the newspapsagazines, books, billboards, flyers and T-
shirts about it. The hiplife “looking glass” con¢eps used in this analysis, therefore, goes beyond
interconnectedness mediated through the screemdasied by Turkle. It moves a step further to
posit that imagination and virtuality used in consting multiple and flexible hiplife identitieser
not exclusive to the computer screen experience tbat traditional detachability also uses
imagination and virtuality to construct new hipliigentities. It covers the notion of both virtual
performance and a live one. This analysis alsoutatsts that while the role played by the

horizontal transmission of hiplife culture, thattise circulation of hiplife in and outside Ghatiz
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role played by the vertical transmission, thatthe manner in which the Ghanaian oral tradition

helps to construct newness and multiple identitidsplife should equally be paid attention to.

The “looking glass” concept in hiplife within themtext of this work is therefore the interface
between the medium which carries the virtual ordagached text and the pragmatic person whose
focus is on the medium. The medium, any objectwhi¢h symbols can be attached” (Altheide,
1985: 27), can be of physical representation, wtien medium carrying the detached text is
pragmatic person or object. The medium can alsaf betual representation, when the medium is a
technology that mediates virtualizatidn this chapter, we look at detachability of hipliext with
respect to how traditional culture, within the aofit of traditional detachability, and modern
cultural expressions, within the context of moddetachability, combine to construct the hiplife
cultural visibility. We go further to investigatéd influence of shifting cultural realities in the

hiplife cultural visibility and in hiplife business

7.2 Traditional detachability of text: the physical representation medium
In this section, | argue that in hiplife live pemwance, the performer himself is a physical

representation medium of a traditional detached, taxmultiple and flexible identity, and the
occasion is an interface between the pragmatiopedr, carrying a traditional detached text, and
pragmatic fans. For the role the physical presemtanedium plays in traditional detachability, |
investigate the traditional detached text in hgobs generated by disturbing the deictic field, asd
used in music. | also examine how the mental soniihe traditional detached text uses the hiplife
performance as a medium of expression and thatughranemorization in performance (Lord,
1960: 13-29; Diop, 1995: 229-251; Havelock, 1982;86; Tonkin, 1992 ; Agyekum, 2011: 21)

the traditional detached text acts as a hugeiartetource for hiplife performance.
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7.2 .1 Disturbing the deictic field in hiplife

Hiplife takes advantage of disturbing the deicteld to avoid attacks from the dominant. The
traditional process of detachability of the texsimilar to that of deterritorialization (Viriliorad
Lotringer, 1983: 142; Ohmae, 1990, 1995; O'Brie®92; Appadurai, 1996; Elden, 2005: 8)
because it destroys or suspends the pragmatic apddeme of the immediate context and converts
the detached text to virtuality. This is the ttamhal means of constructing virtuality without the
aid of technology and it comes about when pragnsitiectures like the deictic field, pointers to
reality like pronouns, time or space are shiftedsabverted. This invalidates the pragmatic
structures of the pointers and changes them taalidnes. In deictic fields and contextualization
frames where the pragmatic roles or representaifopronouns are shifted for the purpose of
destroying the pragmatic or the physical, the gopesed or the reference of the pronouns also

become virtual. Let us use this example. The paispronoun first person “I” indicates a speaker
in a physical speaking event and the second pessiie listener in the same speaking event. They
are real and palpable and the validity of who theydepends on the role they play in the speaking

event. Any attempt to subvert their roles like shg them affects their validity and this equally

subverts their pragmatic nature within the deifiatd.

They become virtual and certain traditional pragiowe their insulation against persecution to this
process of subverting the roles of pronouns. Tramgte of using this process as an insulation is
the Wolof insult poetry, Xaxaar (Irvine, 1996: 13%9) in which the production team of the insult

poetry starts with the sponsor who employs a coempdken the composer creates the song for a
singer and co-singers, thus making it difficultaitcuse a single offender. This also applies to how
hiplife artistes insulate themselves against petsat for purpose of freedom of expression. There

is an interface of pragmatic audience and pragnperéormer or even virtual performer all right,
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but the pragmatic performer is not the only medioeng used by the detached text because he
does not possess a unitary persona. He now possesseltiple and flexible persona. As in the
case of the Xaxaar practice, the composer is aunedhe executive producer is another medium,
the technical producer takes over the medium ofesgion and finally the performer expresses the
detached text to the audience. If there is anylprolwith the detached text, the question is: who is
to be directly responsible? Kow Kesse in “Ecomil@mpoons President Evans Atta Mills for
mispronouncing the word “economics”. A Plus seripuseduces the former President J. J.
Rawlings to a laughing stock, calling him name® Ikongo man, which in that context means a

street fighter. Nobody has ever raised a fingemagahem.

7.2.2 Virtual time in hiplife music

The concept of detachability as part of the proacdssntextualisation can also create virtuality in
music. The universal time like the one producedHhsy clock on the wall is changed by the time
produced in the musical rhythm. The musical timerefore superimposes on the universal time by
suspending it. The moment we follow the music, wié rom the universal time to the virtual time
of the music. We are separated from the univensa by virtue of our engagement with the virtual
time and our consciousness follows the virtual tohéhe music, which is not natural or universal.
We are thus thrown into a virtual time at that matenoment we are following the rhythm of the
music. This may be the reason why when a particulasic is played, you are sent back into time
because the virtual time sends you back into tineek@ings back memory of a period or an event
in the past with which the music was strongly asged. Music therefore becomes a memory aid
(Lord, 1960; Havelock, 1963; Tonkin, 1992). At tm®ment, hiplife is drawing the virtual map of

our time and in future, will serve as the memony, d&iringing us back to the virtual time of this
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physical present period. Music as memory aid endgtice hiplife cultural visibility as it passes
through time.

7.2 .3 Memorization and hiplife performance

After disturbing the deictic field of the pragmatiext to have a virtual text, this intangible
mercurial insubstantiality, as indicated earlisrstored in the mind. It becomes the mental script
that informs performance. According to Urban (2@)1this abstract is the essence of culture, the
“ethereal” or the “ghost-like” entity which movei one concrete embodiment to the other in an
immaterial form. Again, as indicated earlier, tletathed text, using the mind as an archival fgcilit
is applied in memorization in performance (Lord6Q9Havelock, 1982; Tonkin, 1992; Diop, 1995:
230). The mental script used in hiplife memorizatiowegutirim is a template that is used for
different events in performance (Lord, 1960; Di@p95). The youth are therefore interconnected
with their past through the process of traditiodelachability through memorization, and they are
thus better placed to present the traditional eidde hiplife culture. This reinforces the validif

a Ghanaian maxim that “Tradition die hard”. Hipldgistes like Obour from Accra, Stone and Joe
Frazer from Kumasi, Black Moon and Shanti from Tharal support Sydney that “hiplife is from
the palace”. Names of hiplife artistes like the A&yne (the linguists), Kontihene (rear guard
military commander), Nananom (ancestors) and Obrgthe executioner) are fluent testimonies of
hiplife’s close association with the tradition. &rees of the African traditional culture are thus
recontextualised in modern cultural expression likplife and this research therefore totally
supports Osumare’s (2012: 34) observation thataatient improvisatory African aesthetic has
now been disseminated through technological samppim the twenty first century”. Again,
memorization allows the presence of hiplife in nplét settings and enhances its cultural visibility

across time. Let us now look at how detachabilggrates in modern cultural expression in hiplife.
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7.3 Modern detachability of text: the physical representation medium
Indeed, it is not only the traditional method otatdability that uses the physical representation

media. The modern detachability of text that ineslva physical representation medium is a
contemporary method of detachability, mainly tedbgally mediated, in which the detached text
can be duplicated into many copies and distribatedver the country. The print media, a modern
method of detachability used in newspapers, higlifdboards, hiplife flyers and hiplife T-shirts

also use the physical representation media.

7.3.1 Hiplife news in Ghanaian newspapers

We may also add that writing, which involves aneyler taking what he sees from the context of
pragmatic or physical event and putting it into thieo context, a medium of artefactual signs on a
paper, is another form of entextualization. Thented words are therefore detached texts because
they are not the pragmatic events. Thus when | eeadwspaper, | read about events within the
context of participation frame of the reported sie@rvine, 1996), and roles of pronouns shift just
like in other instances of entextualization in ttagition. Judith Irvine’s explication, “the embexttl

| refers back to the subject of the main clabgé,(Irvine, 1996) to the reported speech, “He said, ‘I
am going™ is very illuminating. It indicates thatnce it is not the speaker who spoke during the
pragmatic time but it is the reporter who is imp@iEing the pragmatic speaker, the deictic field
has been subverted and virtualization is takinggldhis process of virtualization allows various
prints of the same hiplife message to be shareadvall the country at the same time. For example,
news on Sarkodie’s award at the BET awards in tBewas in only one edition of th@raphic
Showbizand readers all over the country read it not foora copy of th&raphic Showbibut from

different copies of the same edition.
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7.3.2 Hiplife billboards

There is an interface between a pragmatic giatiidatd and hiplife fans. During Christmas, 2011,
Sarkodie’s face was on big billboards in Accra &uinasi. It was the same iconic representation
but printed in different copies distributed in Aacand Kumasi. The writing or the picture was
detached from its original context and through tetetc devices, the detached text was enlarged
and duplicated. When pragmatic fans came into contath a copy, there was a pragmatic
fans/medium interface, the “looking glass” conceptg they admired this physical representation

medium which influenced them to attend Sarkodib®s during the festivities.

7.3.3 Hiplife flyers

Hiplife flyers are also the media of physical reganatation of the detached text. The same process
for the hiplife billboard goes for the hiplife flyge The detached text is duplicated and many copies
are distributed just like the way the newspapesrs distributed. The interface is that of the

pragmatic fans and pragmatic paper that helpsyertide hiplife shows.

7.3 .4 Hiplife T-shirts

The T-shirt bears the detached image or the namkiptife artistes and has the function of
establishing the “looking glass” contact betweeandrtiste and the fans. Thus Papa Zoro, Takoradi,
explained:

I will print all my T-shirts, Papa Zoro. Then evbody will be looking, | say, have you seen him? &l
has just passed here. So if | hear that then | Krenw doing my work.

Papa Zoro’s explanation informs the practice oisees who print replica T-shirt of their images

and names. It is the same concept that inform&alhé of fans who buy replica T-shirts of artistes
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and this practice, apart from promoting the hiphigistes, culture and industry, has the domino

effect of growing the Ghanaian textile industry.

7.4 Virtual representation medium
Apart from the physical representation medium dbedr above, we also have the virtual

representation medium. This medium is basicallyekattronic medium. In this “looking glass”
concept, we have the pragmatic person/virtualityterface. This interface constructs
deterritorialization (Virilio and Lotringer, 198342) because the fixity of the space and time ef th
original text collapses (Castree, 2003: 427). W& have a borderless world (Ohmae, 1990, 1995;
O’Brien, 1992). This is the pragmatic person/therinet interface, pragmatic person/mobile phone
interface, pragmatic person/ipad interface, pragmaterson/radio interface and pragmatic

person/television interface.

7.5 Hiplife business
This is the second part of our analysis. The detialehtext therefore makes the hiplife text visible

multiple and flexible settings. This flexibilitylalvs it to be manipulated to suit the intentiorttoeé

one presenting the symbols. These manipulatiorsrasult of shifting cultural realities are cast in
“anticipatory and responsive marketing strategiggiight, 2000: 19, see also Dess et al, 1997,
Khandwalla, 1977; Miller and Friesen, 1984; Morasd Paul, 1987) to satisfy buyer demands

(Knight, 2000: 19).

7.5.1 Technology virtualization and hiplife lip-synching

The detached text, commonly known in recording graxé as the data, allows lip-synching.

Technology virtualization has again brought aboshiét from live performance to the lip-synching
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(lip synchronization) or miming performarféen hiplife. In the 1970s and 1980s, a truck lo&d o
instruments was a common sight. It would take al@wuhour to unpack the musical instruments
and another hour or two to fix the gadgets and ktiee sound levels. Indeed, the size of the
instruments was part of the charm of the perforraaaed advertising the sophistication of the
instruments was a sure way of catching the atterdgfothe patrons (Collins and Richards, 1982).
Today, even though we still have concert party Bahdt go by this cumbrous method, with hiplife,
this is a practice of the past. | arrived at thariasi Jackson Park, 2009, at nine o’clock in the
evening. This park is a big open space besidermprh Assembly Hall. The event was sponsored
by Vodafone, one of the telecommunication compameShana, and the atmosphere was really
charged: Obrafour was on stage. All | could see Wag\ndy Dosty with his computer, amplifier
with its accessories and two groups of giant spsase both sides of the platform. There was no
other musical instrument. Obrafour, even thoughirauditive figure, looked “huge” with the
microphone in the hand, considering the way he mhdkre fans. All he was doing was lip-synching
to the original track coming from the giant speakéBtephens, 2001). Simple Obrafour’s
performance in comparison to highlife performandghnhseem, but a buyable commodity of real
gratification value to the hiplife in-group membéhere, thanks to the manner in which the hiplife

detached text on data was culturally made visiinleugh the mediation of modern technology.

7.5.2 Hiplife commodification

Hiplife commodification relies heavily on the copteof cultural shareability which presents the
modernity ideology as an interpretive cue. The awetd cultural text, made visible through the

medium of virtual technology, contains symbols afdarnization. For those who want to be part of

" There is a pre-recorded version of what the peréris doing and the performer only opens thedipacts to
synchronize with the pre-recorded version , whethtio or video. This is a make-believe perforngaimcwhich the
audience is made to believe that what it hearges & originally being performed by the performehrile in reality,
what the audience sees or hears is from the porded version.
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this modernity, such cultural texts constitute ati§ication. The “looking glass” concept makes
available foreign detached texts in Ghana and tteede come with a lot of influences as testified
by Emmanuel, 16, who commented on the influenchidason the screen has on them, saying,
“when we see them with that dressing, we could theysame clothes and we will be nice. We look
attractive”. These texts are recontextualised en@mnanaian cultural environment, invested with a

higher sense of glamour in modernity within theteahof hiplife to satisfy consumer demands.

7.5.3 Commodification of language in hiplife

The ideologies of modernity are extended to the afséanguage in hiplife and are recast in
economic terms (Heller, 2010: 103). Heller (20103)Lposits that language is an identity marker
and this research also sees language as a mutdgpigty marker. | met Kakape, whopseudonym
was the Akan word for the red ant, but who spokik wisimulated American accent. When | asked
whether his accent was hip hop or Ghanaian, hiwem&as that, “I have been listening to foreign
music, watching movies and documentaries becausanted to sound hip hop. That is why |
picked those accents”. Obviously, the “looking glasoncept has influenced him by exposing him
to the American slang but because he cannot spesitlg as an American, he has developed his
own dialect, the Ghanaian version of the Ameridang D-Black, Asem, Trigmatic, V. I. P. and
countless number of hiplife artistes use the ackakbpe was speaking to enhance their visibility
profile because hiplife takes advantage of thiepial of language and uses it as a medium of
modernity ideology for the construction of hipldesmopolitanism, a term which is associated with
the worldly, the urbane and the sophisticated (Kaymnd Koyuncu, 2005: 284). Thus Kakape and
D-Black’s accent confers a kind of “been®dstatus on them, an identity that constructs taplif
cultural visibility in Ghana. It is also an idemntithat constructs Ghanaian cosmopolitanism, a

development that facilitates the commaodificatiorhigflife because fans yearning for the “been-to”

% This is a term used to indicate Ghanaians who baea to the West and come back home.
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identity simply buy the music of artistes who regaet such a linguistic disposition. Dance hall raga
that uses the Jamaican Patois, the equivalenteotJ® slang in the hip hop culture in Ghanaian
musical circles, is a huge business for hiplifestets like Yoggi Doggy, OD4, Samini, Shattarako

and Sony Bali.

7.5.4 Hiplife consumer preference

The interpretation of the text of popular art isltinlayered and fluid but no matter how labilest i
there is always a common ground that indicatesseednible change in the society. To study this

change, investigating how hiplife is interpretediuases an indispensable role.

The shift in channel from the radio to the interaéfo comes with an accompanying shift in
interpretation (Fairclough, 1995) from a moral riegdof the lyrics of the traditional music text,
which is didactic in nature, teaching against doeials and calling for the maintenance of the
dominant culture to a protest reading of hiplifedg that encourages the youth to stand up for thei
rights. The introduction of music video, which canmgs audio and visual, has helped to effect this
shift, but we refer more to the internet due tcciisrent leading role in the dissemination of audio
visuals in music. The internet as a channel of camioation reconfigures meaning in music from a
semantico-moral reading, “the moral or ‘lesson’apsulated and enacted in the narrative” (Barber,
Collins and Ricard, 1997) to an absolutist or arbalatory reading where every element of the
music, shapes, (skin) colours, sizes and movenierke setting and of the characters in the video
are as important as the verbal text of the lyricshe song (Metz, 1994). This shift irritated the
participants who represented the old generatiqgreaally Uncle Abeeku, 54, who asserted, “it is a

bad genre of music” because as Kwodwo Atta, 54lagxq
There is no lesson in what they say. In the oldeys f Kakaiku, we had a lot lesson from

that. The tortoise said that he put something tfaréhe bird to take to the funeral and by the
time the bird went to the funeral, the tortoise wease.
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Indeed, what the old school said ignored the flaat hew meanings for these familiar symbols are
now used more for their cosmopolitan credentialghera than their moralistic ones.
Cosmopolitanism in this context constitutes thdit@shareability and visibility in youth culture.
To a large extent, it amounts to consumer expectathe response to the “changing meaning of
modernity” (Keyman and Koyuncu, 2005: 109) withasgds to the contemporary definition of what
is urbane and sophisticated (Keyman and Koyunc052@84). There is certainly a strong link
between the consumer pattern of the Ghanaian yanth his social circumstances that makes

foreign culture a local imperative.

7.5.5 How hiplife business started

Clearly, the hiplife cultural visibility in the fon of images we see or the sounds we hear from the
hiplife “looking glass” concept, as seen earliee aow manipulated for business concerns. | met
Obour at the Chrispat Hotel and seated comfortaibly sofa, he turned to me and said something
that keeps on ringing in my mind:

With the evolvement [sic] of the world when youmngeation is moving out of office and
a new generation is coming into office, always thesv generation will also have their
own kind of music they are used to so immediatbgt generation leave their medium
through which they can broadcast their music, egiroom to another generation to
broadcast the kind of music they like.

Popular music is about a generation of people #medagents that promote it belong to that
particular generation. It is this generation thabnpotes the visibility of any genre they are
associated with. Quite understandably, music bgsineGhana has shifted visibility, projecting the
marketability of music, from highlife of the old mgeration to hiplife of the young generation.
Certain factors however have helped to accountH shift. The first is the emergence of an
audience of a particular generation who sharedstdree ideology of modernity in hiplife. The

second is the success story of the rural eleatiba programme put in place by the NDC
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government in the early 1990s. The third is thdifemation of portable radio sets, cell phones and
second hand TV sets in the country that went viithdlectrification programme. All these forms of
media easily found their way to the villages andsdminated both foreign and local cultural
detached texts thus facilitating the looking glesscept.

Indeed, to a very large extent, the media itsetfabge part of the hiplife message because people
started enjoying the use of these gadgets. PreseateObour would opine, found it easier reaching
the general population and even much easier amge#ti the hiplife community even in the
remotest part of the country. Here again, it is shene concept of visibility but hiplife cultural
visibility bore different historical details fronmat of the US hip hop. In other words, the visiiili
text is detached from the US environment and reodunglised in the hiplife environment and while
Black radio stations in the US considered thatmaysic “scares off high-quality advertising” and
therefore depended largely on music video for igi(Rose, 1994), hiplife in its incipient stage
relied heavily on the radio. Obour opines that ‘®&tay, Abeiku Santana, Fiifi Prat...Kwame
Adinkra... Kwesi Aboagye, a lot of presenters whodht#le backbone of hiplife music” made
hiplife visible and accessible not only to urban twral dwellers as well. Indeed, Richard Agyeman
Berko, the manager for Tinny, traces the historfipfife visibility, lamenting that the state-owned
print media looked at hiplife dismissively and thgtlife news was only given prominence for the
wrong reason:

You find on the front page Kow Kesse has choppedetmdy’s money, a sensentional
story, or Obrafour has impregnated somebody to bivéh to twins, which is not true,
something. Tiny has not made front page.

He however revealed that hiplife owed its surviwathe private owned print and electronic media
whose target audience were the hiplife fans. I, thes fact had earlier on been observed by K. K.
Kabobo. Richard Agyemang Berko observed, “So yesy dwell on music fans and they do their

sensationalism and it works” and concluded that éhectronic media had stood by them
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everywhere, step after step, creating the audisxddem, spicing up their works, introducing their
works to their fans, providing information abouéth to the fans and sometimes getting involved in
the controversies and other strategies that thécrans used to call for attention. The radio amal t
print media started the hiplife cultural visibilityonce hiplife became popular with the youth,
entrepreneurs circulated hiplife performance — mlgoation of traditional and modern detachable
texts, for business concerns. Businessmen like M¥dekue Mante and Lisaf invested a lot of
money in young talents and the results were grgdifehartistes like Lord Kenya, the Akyeame,
Akatakyie and Sydney, artistes who pioneered thaahe middle to late 1990s. The country saw
the emergence of very talented technical produdesZapp Marlet and Panji Anoff. Zapp Marlet,
comfortably seated in a sofa in his Dansoman reselé a very smooth baritone voice reminisced
the good times of the incipient stage of hiplifg,Wwas great fun. We had to use a lot of creativity
and business was good”. | found Reggie RockstorteeaZanzibar Night Club. Seated on a short
seat with a glass of wine in the right hand, hdexainiriumphantly, “But | knew that the youth got a
certain thirst and | could supply it.” Today, wevkacountless technical and executive producers,
distributors, managers, dancers, performers, Ddsesen body guards making a living out of
hiplife by supplying the “thirst” of the youth ReiggRockstone alluded to using the “looking glass”
concept. Perhaps the most significant aspect of“ltheking glass” concept of supplying this

“thirst” is the internet.

7.6 Hiplife and the internet
It is true the other forms of media, print and &l@aic were doing hiplife business in the form of

advertisement and communicating hiplife informattonthe public. The internet however has far
overtaken the other forms of media in this resgsgiecially due to its interactive platform. That is

why it constitutes the main focus of our analysisiplife business.
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7.6.1 Interactions between hiplife artistes and audiences on the internet

The internet offers the best interactive platforetvieen the artiste and his audience. The “looking
glass” concept makes it possible for a meeting behneither pragmatic fans and a virtual artiste or
a pragmatic artiste and virtual far@kyeame Kwame reveals that “Everyday | am on the ne
speaking to my 30,000 fans that | have on faceba@wkd that the fans want to “have free reality
show with you, the artiste, and know your humare’sahd this is the story of every hiplife artiste
who has established a virtual fan base on thenetesince Hi 5 and My Space. Today, facebook,
has proven to be the most powerful social site. Maldhe had 10 million subscribers in 2011 and
almost all of them had internet on their phoness Tnot to talk about subscribers of Tigo, Airtel
Glo, Vodafone and Expresso. Some Ghanaians alse thavinternet on their personal computers
and the aggregate of all that can gives a fair mfethe number of Ghanaians who belong to the
virtual community. The Ghanaians meet people frdimeo countries by stepping “through the
looking glass” (Turkle, 1997: 9), culturally infloeing each other. Nkrumah, 21, an internet caf
patron in Atonsu, Kumasi, revealed that he visttezlinternet to look for lifestyles of US artistes.
This was corroborated by Dominic Owusu Dapaa, 3% tafé administrator of Global
Communications Café in Atonsu S-Line, adding thashof the young men and women came there
mainly for what Nkrumah was referring to. Thesensraational cultural exchanges (Ntarangwi,
2009) are a global prevalence as indicated by eveatling to the North African and other Islamic
nations’ political uprising. According to Okyeamavime, the artiste segments his audience by
looking for people whose musical taste is in coasm@e with his musical style by becoming a
member of a social network. He intimated he cowadehdirect interactive relationship with his fans
thus giving his fans their fair share of the tisréind excitement of the internet. He added thicle
25,000 on his fan page where he always manageteéchis fans an experience that those who are

not there would miss. Then he had 50,000 on OneBvitertainment blog and all these fans, Ani,
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the marketing manager of Okyeame Kwame believed,tsa internet as fashionable, exciting and
a must-have experience all youth are crazy abdwd.saw it as part of the hiplife culture because
the internet was associated with the culture ofGhanaian youth. Her observation provides further
credence to a position in media studies that “eaetlium is distinguished by its own temporal and

spatial logic required for presenting events iragtipular manner (Altheide, 1985: 31).

7.6.2 The internet and hiplife business

The internet thus becomes a huge gateway for &iplifsiness. The pragmatic fan/virtual artiste
interface help®liminating the third party (the radio dj or thestibutor) in hiplife business; the
artiste can now sell his CDs directly to his fabkyeame Kwame and Ani revealed that they sell
their CDs on African MP.3.com, Nwom.com, Itunes, M@ownloads and colour back ring tones,
and beaming with smiles, they indicated that theyld do better trade on the internet than using a
distributor. Perhaps the association between tieenat and hiplife business makes very interesting
reading since the artiste can now use the numb&ansfon the internet to bargain his brand icon

status with big companies like MTN and Coca Cola.

7.6.3 Hiplife artistic collaborations on the internet

This interface in the looking glass concept is lewartistes; a pragmatic artiste and a virtual one
The internet also now plays a pivotal role in thef@ssional work of the artiste for there are eoliot
professional work that can be done without havimgneet the other artiste on face-to-face basis.

Okyeame Kwame gleefully claimed that:

When you want to do features, you must not trawvélligeria and Kenya anymore. You just meet themethe
(internet) and send them your stuff and they semd their stuff. And if they are interested, you cehem
instrumentals. Then they go to the studio and de#end it, you go to your studio and mix it.
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Indeed the role of the internet within the contefthe “looking glass” concept informs the hiplife
culture with the ideology of glamour that uses &igency of the body — fashion. Admittedly, there
are other aspects of the “looking glass” concege kihe television influencing fashion but the
internet — you tube, facebook, mobile phone, ipadiehatz up — offers an interactive platform and

has a broader platform for hiplife circulation.

7.7 The body as agency of hiplife expression
The “looking glass” concept, that is, the interfadehe pragmatic Ghanaian youth and the media

carrying foreign detached texts, influences grethéy cultural content of Ghana. Obour puts it this
way:

People consume the culture but they do not conshensame way they (re)produce

that culture. | think when they consumed [sicthey added [sic] something else to it

So it came [sic] about maybe as a mixture of coresigm and your own culture.
This mixture of culture that produces the hiphfeltiple identity is a product of consumerism as
Obour opines and his observation sets the stageufodiscussion in hiplife expression or fashion.

This part of the research investigates hiplife tasthion, paying attention to the bodily presence of

artistes and hiplife fashion symbols.

7.7.1 Bodily presence of artistes

The utilitarian function of the body and the “loogi glass” concept as agency for expressing
popular culture had already caught the eye of exarbsearchers in Ghana. Their position is that
“The iconic or charismatic bodily presence of tlatoss; their stylized or effervescent physical
movement; the dance; the music” are all means pfessive culture through the use of the body
(Barber, Collins and Ricard, 1997). They are suggabby Thokozani Mhlambi (2004) who says the

same practice is in kwaito. While in the Akan conmityy masculine beauty is expressed through
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muscular bodily presence, that of the female fafidtithe Akuaba’ (fertility and play dolls§®
(Antobam, 1963). The underlying ideology of beautyhe two sexes is grounded in the traditional
concept of fitness in which the muscular body doetonly signify strength but also fithess of
nature, the ability to procreate and the conceptedility of the woman also follows the same
traditional logic. This traditional ideology of b&tgt had been kept as a mental script since time
immemorial and recontextualised in hiplife fashiéfiplife re-invents old cultural concept about
feminine beauty of “substantial thighs and buttdcigntobam, 1963) in favour of the female
gender and we add more flavour to the traditiorzaelal cosmopolitanism by calling it the guitar or

the G-shape. A lot of hiplife lyrics celebrate thraditional concept of feminine beauty and a

typical example is found in a line in Kwadae’s ¢ wo €” (1 will quickly lap you up) which reads

“Woyi akyea a, pu wo to, na yenhg srewosowoso” (when you do the cat walk, push your

buttocks up for us to see that it is shaking). 4X#&Vorld Trade Center” is manifestly a celebration

of the “big body girl”, advertising girls with bigutts in the video.

On the other hand, there is another class of biglifdience that are more influenced by Western
detached cultural texts of the female body. Th&sgl mainly senior high school (SHS) and
university girls, rejects the “Akuaba” beauty syrhbod prefers Western definitions because the
looking glass concept is inundatedh “anorexic-looking...skinny women” (Rose, 1994)dathis
has ever had some enchanting effect on Ghanaiaremo@ne of the two slender women on set for
Bradez’'s video on “Simple” answered in a very ssfigratulatory tone when asked whether
people spoke against the craze for skinny girls tha

I know a friend of mine who talks a lot about sljinls just because if she had had the chance
to be slim, she would do the same so she is jealous

% There is a spiritual reason for using fertilityaasymbol of beauty but we will talk about thatdhapter 8.
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A considerable percentage of young women, espgdié high school and university students
share the feeling of the lady cited above and iddbey even skip meals to maintain their skinny
sizes. Simon Stephens also speaks of similar expeziin South Africa” (Stephens, 2001). It is not
only the women who are crazy over skinny sizes;nie@ also are. The second slim female on set
for Bradez’s video alludes to this by saying “we asing our beauty in a reasonable earning ay”
[sic] and so the symbol of being slim serves asctirnectivity between the performer and the men
whose concept of beauty is being defined by théopaer. These men thus become consumers of a

cultural product that expresses beauty throughsliheideology in hiplife.

Furthermore, there is a teeming number of women avkaslim, not only by birth but by exercising
the body, dieting and by using drugs just to meeteaxpectation of the modern Ghanaian society.
This society views such performance as a celelratidhis narcissistic corporeal practice. There is
another group of females who are not slim, but &t gripped by the “wannabe” spirit of being
slim. The performer therefore reflects their ideatsl becomes their model. The performer, the
females and the males in the audience, all surrahée individual selves and get into the social
self of people with the same ideal, and the membgtkis group have a perceived importance of
their social category. The interesting aspect of ihthat “the way one categorizes oneself is what
determines one’s social behaviour” (Turner, 1988y &his is also mainly mediated through
technology virtualization. The cosmopolitan expecie, in this sense, as earlier on hinted by Obour,
is, however, a “sophisticated appreciation for nmé¢ional mixing and appropriation of cultural
styles and symbols from multiple geographicallypdised sites” (Allman, 2004). Indeed, this is
where hiplife intersects with other disciplineselikutrition and exercise because young women of

“middle class” associated with hiplife are verytpardar with dieting and exercises to maintain a

“See interview with two female dancers on locatimm‘Simple” by Bradez, Accra, 26/06/09. She isrehg to the economic
benefits of being slim in the context of a cosmdpalenvironment.
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more socially accepted size and shape and areroné po obesity. This observation is backed by
research which has shown that the albatross ofehigrevalence of obesity is among women of
lower class or rural areas in Ghana (Britwum eR@D6) who, from the data of this work, are not
associated with hiplife. Perhaps medical reseascloeking for solution to obesity in Ghana should

spare hiplife some thought.

7.7.2 Hiplife fashion symbols

Symbols associated with fashion in hiplife are higayorrowed from the “looking glass” concept,
that is, foreign detached text carried by virtugpresentation media. For Entwistle, fashion is an
extension of the body and a function of economifististle, 2000) but other critics also believe
fashion is an expression of attitude and Perkightly posits that “The rap attitude thrives on
fashion” (Perkins, 1996; Kitwana, 2002). He malkefenence to “designer sweatsuits and sneakers,
dookie gold, and leather jackets...tucked-in jean$ @mouflage ski jackets, and hunting vests,
female wear bandannas, colors, plaid flannel shartsy field jackets, and boots” (Perkins, 1996).
Hip hop is also said to advertise various hairpaiterns: stripes, close shaven sides, dreadlouks a
many others. There is a complete transfer of tkag®rial details to Ghana, thanks to the “looking
glass” concept, and there are even hip hop orgamizalike Rhymenreason Foundation which
produce some of these fabrics and wears locallgkyua fashion designer of Rhymenreason
Foundation said they mainly produce hip hop graffiesigned T-shirts and various hip hop
paraphernalia like chains. Vorsa and his brothexAprinted hip hop designs and Reggie, 16,
brought his jeans trousers to them to print hisediReggie”, at the upper part of the jeans just li
Crazy Legs in America would have it (Rose, 1994rk8die, a fashion brand icon for Akon’s
Konvict, advertises clothes and head phones bed&imdrand name, “Sarks beats”. For hiplife

artistes, such sartorial details do not only médesrt fashion models but they provide them with the
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kind of identity needed for their profession andstls so crucial that Papa Zoro looked at me,
revealing a cautious smile, saying:
Always they want to see you neat with designerrsv@ad if you can't afford it

you have to hide yourself so, | for instance, frbere to the house. Studio house,
studio house.

n7l

We also have the culture of displaying opulencéhing bling”*~, a concept borrowed from

American hip hop and it advertises the latest eas palatial buildings in videfs Though there
are some traditional dresses like Hiem costume of Obour, the Kente wear of Okyeame Kwame

or the Northern Traditional wears of Sherifa, tloerbwed sartorial details or symbols from the US
define current Ghanaian meaning of elegance, wsttaccompanying confidence and modernity,
what hip hop and hiplife refer to as “swagger’ atitht determines the standards of
cosmopolitanism and consumer pattern in GhananBasimen and women, importers, wholesalers
and retailers and fashion houses arrange with bp drtistes and supporting teams to advertise
these brands in the “looking glass” concept. Agddmmbaazi’'s comments on his sartorial
inclinations, “My cap on my locks; my name on my'taoes not only mark him out as fashion
conscious artiste but a surrogate voice for busmes in the fashion industry. Cosmopolitanism at
this stage is therefore heavily associated with gtemour of fashion, otherwise known as
“swagger”, which in turn feeds into the Ghanaianrket expectancy. The concept of “swagger”
also provides a platform for privileged Ghanaiarutioto display personal aspirations through

cultural style just as what pertains in Zimbabwedi¢, 1994; see also Bucholtz, 2002: 543).

There has not been a very comprehensive studyeahfluence of the sartorial practices of hiplife

artistes on audience but the data | gathered iteticthey have far-reaching influences on the

" These are the chains and the rings that glitterenforcing the idea that wealth glitters.
2 Similarly, in East Africa, we have Cash Presid, €pitome of “bling bling” there, who would hiréhalicopter for a
show (Ntarangwi, 2009).
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audience. The audience “wannabe” (would like to lib&® them. As reported by Altman that in a
“wannabe” TV show on MTV in which patients show impa doctor’s office and say, “lI want to
look like Britney Spears” (Altman, 2007) or any ethartiste, Ghanaian music fans may not afford
the huge bills that go with plastic surgery butytisan certainly have the looks of their models by
imitating their sartorial taste and all the accompag bodily praxis. Such imitations are put in the
public space through the reality shows, from BigtBer Africa (Dolby, 2006), West African Idol
to all local reality shows, except Ghana's Most lggal on GTV. The agents of these sartorial
practices, especially in hiplife, are icons of fasi®. Clearly, hiplife cosmopolitanism is heavily
inspired by the fashion the market wants (KnigllQ@ 19). Interestingly, the artiste is not only a

fashion icon but a brand icon as well.

7.8 The Performer as an icon
Another business practice that exploits the notbrshareability in the hiplife cultural visibility

mediated through the “looking glass” concept isdhéste acting as a brand icon for big Ghanaian
companies. In hiplife, the artiste in his multipfientity becomes a brand, a concept that sells the
artiste as a person, what he stands for, his augrdia music. As a star, he does not only express t
cultural shareability in the form of symbols thrdugis body but through his persona as well. He is
of symbolic value to the society: represents thmroanity’s values, interprets new and former
values — in dialogic and discursive manner - aravipges the benchmark for positive and negative
evaluation (Alberoni, 1972). This gives us two mamtegories for the iconography of hiplife

culture: the bad boy image and the good boy image.

In East Africa, we have the likes of Gidi Gidi Madgigi who do not believe in cosmopolitanism basedapying from the
“looking glass”, considering such a practice agtidyal of the African cause (Ntarangwi, 2009).
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7.8.1 The bad boy image
The bad boy image thrives on the other side ofribvens of society (Hebdige, 1987: 18). They

represent street culture, “an emphasis on physcghness” and deviant behaviour that shocks the
old generation by “challenging existing societalresoand promising liberation and escape from the
drudgery of constraints of everyday life” (Fenemd®@09). This is what Snoop Dogg would call
stepping out the box and doing what he likes. Gsdikg Niggers With Attitude (NWA) in the US
use hip hop to celebrate poverty, violence, “amt@liectualism, ignorance, irresponsible
parenthood, and criminal lifestyles” (Kitwani, 2002Chris Brown’s assault on former girlfriend,
Rihana, Kanye West's unwarranted arrogance anantineler charges against Snoop Dogg are all
calculated to provide leverage for commercial bigseThis sort of iconography has crossed the
“looking glass” divide into Ghana and an artisteliKow Kesse was reported to have stolen his
girlfriend’s money and yet remains one of the lmeetvd pullers in hiplife showbiz. Asem known
for very controversial lyrics was reported to hdef Lynx Entertainment, amidst very worrying
allegations of child defilement. Indeed, the onewlted the Shaka Zulu role in the music video of
4X4’s “Shaka Zulu” was standing trial for armed beby and yet the CD was more successful than
expected. Such bad boy role, which turns the soe@hl logic on its head, excites Emmanuel, 16
years, Barfour, 17 years and Reggie, 16 years.foll@ving interview with Reggie, RG, even
though he was reluctant to say exactly what he ehtd say, clearly indicates his reservation for
the proverbial Ghanaian sobriety:

RG. You see, we Africans are, | don’t know...
PA. Laid-back.

RG. Yes.

PA. We are laid-back.

RG. Something like that.

PA.. If | have to use the word timid.

RG. Yes.

In her preface to her book, Victoria Howard offerplication for why women love bad boys whom

“mothers have been long warning daughters to avhidt psychologist say such a bad boy “exudes
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untamed masculinity, independence and confidene®ward, 2007). This feeds straight into
hiplife’s ideology of toughness, a display of extded self-indulgence image of bad boy that
seeks to break free from societal imposed normsk@mwdmes a symbol of all youth with such

ideology. Again, this is the extent of the influeraf the looking glass concept.

7.8.2 The good boy image

On the other hand, the rapper creates the goodhtexye by having lyrics that are supposed to heal
a sick society. In the US, Keith Edward Elam andviemce Krisna Parker, whose backronyms,
GURU, (God is Universal: he is the Ruler Universahd KRS-One (Knowledge Reigns Supreme
Over Nearly Everyone) are suggestive of their Blrienission. In Ghana, Okyeame Kwame,
Obrafour and Obour play such roles and they areopiaed by professionals, civil servants,
bankers and even executives. Okyeame Kwame commieky explains his role as playing the

good boy saying:

My charm lies in the fact that | don’'t wear bagdgtices. | am not in dreadlocks. | am not in
fanticised glasses and my watch is not 100 cms.8mthe way | look, how | speak, the ideas in
my song, the tempo of my song and my whole demeatmmes to emphasize the politicians,
doctors and the elite. It contributed to the awandring. Who are the people who read the
newspapers? The elite. Who are the people who fleepes who will text? The elite. Who are
the people who sit at the panel? The elite. Whdlagournalists who are writing? The elite. If
you can appeal to them, you have longevity. Thdlyheld you because there are very few of
you and they are many and they want to see theassealinning.

Thus Ani, the manager of Okyeame Kwame, differéasidoetween the two categories:

And we know, Ghana knows that Batman smokes. Budanebe pardoned because he looks
like it and he tells us that he looks like it. Kwamn the other hand preaches morals, therefore

in one of his songs, he saidnd de ompe mmaa” (As for him, he does not go after women).
Therefore if we see Kwame in a line that portragmeathing different, then they [sic] stop

following Kwame, “mo ngyae no, a1 no aockano, ny esaana ote ¢”( Leave him;
he does not practice what he preaches).

What Okyeame Kwame seeks to do is to avoid ghettacadeologies that provoke controversy in

the mainstream culture and he is reported by Reukielyie, a presenter for entertainment

200



programme on Luv FM, to build his (Okyeame Kwamgspularity on such practicés Certainly,
both images are mere role playing (Goffman, 19%%yed on- and off-stage to segment the
audience for commercial benefits. The artistes tmecthe agents of these symbols borrowed from
the “looking glass” concept. They in turn put thegenbols back into the “looking glass” concept,
what Osumare (2012: 1) calls the arc of mutual inatipn, to generate meanings that construct
syncretism and cosmopolitanism. The ingenuity wittich the performer plays his role as an icon
and how visible he is in the “looking glass” idiatetermines the number of fans he creates and the
more the fans of the performer, the more likely tignpanies will select him for their brand icon
marketing. At the time of writing, Okyeame Kwamesatae brand icon for Coca Cola and MTN.
Samini was the brand icon for MTN. Reggie Rockstané Tinny were the brand icons for Glo and
4x4 for Vodafon all not because they were the bdsttes but that they knew how to act the “ideal”
self which the fans yearn to be part of and thespérsona of the artiste becomes a commodity as

Okyeame Kwame revealed.

7.9 SUMMARY
Deterritorialization, a marker of new crisis in tlwwncept of nation-states ((Ruggie, 1993;

Appadurai, 1996, 2001; Sussen, 1996; Rosenau, 189€Molte, 2000a: 96, 2000b, 179) creates
borderless states (Ohmae, 1990, 1995; O’Brien, 1888 helps to construct the “looking glass”
concept. The “looking glass” concept allows theefgn detached texts and the traditional detached
texts to enter into constant dialogue and the teduthis dialogicality (Bakhtin, 1981: 276) is an
amalgamation of foreign and local cultures, hyhridtures that frame new Ghanaian mentalities
and identities, especially new youth cultural age(®ucholtz, 2002: 525, 257). The performance

of these new identities in hiplife, proliferated oth physical and virtual representation media,

™ This was part of the presentation by Reuben Adrigia Luv FM programméntertainment Drivein which he deputized for
Nana Banyin, 17/08/12
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fossilizes in the psyche of the youth. Hiplife cagralitanism is thus legitimated through media and
business practices. Again, hiplife cosmopolitanisaw frames the new Ghanaian youth social
order, the knowledge and shareability practicesraezs to be regarded a competent member of a
community (Garret and Baquedano, 2002: 346). Thve Gadanaian youth social order, far from
destroying the society, presents new Ghanaianrallibwsiness actors and new economies as what
pertains in Turkey (Keyman and Koyuncu, 2005: 19%. are showing that society is evolving and
not breaking®.There is also a feminist twist to this Ghanaiaaletion. This feminist development

in the Ghanaian cultural evolution is the preoctigpaof the next chapter which examines the

dialogicality between the male and female cultteats in hiplife.

5 This is one of the themes of the banners on thepaa of University of Birmingham, UK, at the timewariting this
dissertation.
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CHAPTER EIGHT
THE POSITION OF GHANAIAN WOMEN IN HIPLIFE

8.0 Introduction
This chapter is a continuation of the power pditdiscussed in chapters 5 and 6. It is also an

extension of the Ghanaian cultural evolution disedsin chapter 7. The emphasis here is on
gender politics, the locus of which is the positadrithe woman in hiplife. Women are perceived by
male hegemony as being difficult to handle and Bdhe need to be contained through traditional
structures (Emecheta, 1979; Ata Aidoo, 1965, 1888ko, 1998; Dolphyne, 2000). While highlife

reflects this traditional containment of women,die@ to a hesitant participation by women

(Sutherland, 1970:15; Collins, 2007: 47), hiplifeee though demonstrating women’s containment
by male hegemony, unlike highlife, boldly presemtsmen’s resistance and projects women’s

participation as constituting the representatiomofiern Ghanaian women.

8.1 Theorizing the position of Ghanaian women in hiplife
The theories that ground this analysis are diseoarglysis and the dialogicality of texts. Stubbs

defines discourse analysis as “attempts to stuelyptbanization of languages above the sentence or
above the clause, and therefore to study largguistic units such as conversational exchanges or
written texts...language in use in social contextsd garticular with interaction or dialogue
between speakers” (Stubbs, 1983: 1). “Larger lisiguiunits” of texts like the lyrics, the verbal
component of entire live shows and other symb@presentations of the position of the Ghanaian
woman in hiplife are illuminated by discourse as@&\because these texts are presented within the
context of conversational exchanges between the arad female sexes, each taking his or her turn,

like the two chess players guided by the mentaptsthat allows them to take their turns (Searle,
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1992). Interpretation of meaning, the interpretatad intentionality, is therefore a two-way affair

between the speaker/sender and the listener/digstin&earle mentions this discrepancy between
the speaker/sender meaning, the internal epistgyalo the speaker’'s narrative of what he says
and the listener/destination meaning, the extepmstemology or the narrative of what the

listener/destination makes of what the speakeaysg. He further postulates, “When | read, say, a
book of philosophy there are all sorts of reasamsbElieving or disbelieving what the author says
but it is not one of my reasons for believing wttad author says that | recognize that he intends

me to believe it” (Searle, 1969: 47).

This seeming discrepancy in epistemology betweee tpeaker/sender meaning and
listener/destination meaning is resolved by theiadocontext. Indeed, what appears to be a
discrepancy is “an active participant in social lafime” (Bakhtin, 1981: 276) in which one
participant constructs a text based on one soagning but the same text is given another social
meaning by another participant. By implication #fere, the actual meaning of the text “is
understood against the background of other concittééeances on the same theme, a background
made up of contradictory opinions” (Bakhtin, 192B1). Meaning therefore becomes indexical.
This is where this work builds on the work of SeafThe seeming discrepancy in intentionality
between the female rapper and male rapper is cateatal. The male rapper’s intentionality in this
context is the result of prevailing politics of giem power that manipulates meaning in performance

all for the sake of power.

The theory of performance therefore assumes aagrs@nificance for this work for the following
reasons. First, Searle’s notion of meaning wittardg to the listener’s action as a result of wieat h
understands by what the speaker says takes digcmiosthe performance paradigm. Second, the

exchanges in discourse analysis are mainly dyadiommunicational process between two parties,
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the adjacent pair. It ignores a third party butlwelered in the hiplife discourse is the thirdtgan

the form of the audience — the youth, which mafolyn the hiplife in-group members as defined in
chapter 6, section 6.1 and the old, which mainfynfthe out- group members as defined in chapter
6, subsection 6.2.2 - which is not part of the eelj pair. Performance theory (Bauman, 1977)
however covers the audience, even as a third gaytgealing with the male and female rappers as
performers on one hand, and the solicitation & #udience to play a visible role in the

performance on the other.

8.2 The Akan concept of Suro basia, Fear Woman

The Akan concept of “fear woman” takes its rootsnirthe Akan philosophy of sexuality as
expressed in the mores and lores regarding sexumdita complex cultural system expressed
through oral practices and ritualsny analysis of the Akan philosophy of sexualityiviiave to
have recourse to proverb praxis or the folkloreerethough some people do not fully support the
notion that proverbs encapsulate total and unifiledosophy of a group of people on the grounds
that most proverbs are ambiguous and can be diffgranflected according to the circumstances
and the speaker, this research finds the meanipgowkerbs very appropriate. This is because using
proverbs in works of this nature is consistent witldings by Gyekye (Gyekye, 1987: 13) and
Yankah (1989: 72) who posit that proverb praxia major Akan oral resource expressing the Akan

world view or cosmology and serving as a critigfithe Ghanaian social realities.

There is a body of knowledge in the Akan oraturat uggests a tacit fear of the woman. The
obvious question is why the woman is feared. Thereo direct answer to this question but again,

proverbs and idioms in the language suggest ansWwetaditional exercises that involve thinking,

especially exercises involving intelligence in theace, the elders sayehgko akobisa aberewa”
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(Asante Twi), or “Yenkebisa aberewa” (Fante), td, wie seek the opinion of the proverbial wise
old lady. And when they take a decision, they s&yriec aberewa senie” (Asante Twi), or “Ma

aberewa ka nye no” (Fante), to wit, this is whatwhse old lady says. There are examples in other

Ghanaian languages. The Gas and the Ewes makeaitie reference to the cultural concept of

going to seek the wisdom of the proverbial old lahe Gas saying, “Yyaa na yoomi ni w ba”
(We will go and ask the old lady and be right baakd the Ewes saying, “Myi ablewa gb

mava” ( We are going to the old lady and we will be rightk). Ghanaian wisdom is therefore

generally abstracted in the woman, a tacit recagniof her mental or brain power. Again when
somebody has difficulty in doing something and sdy finds the solution, he says with happiness
“Aberewa eyi poma kwan mu” (Asante Twi), to wit,etlold lady has finally removed the
impediments on our way to the solution to the peobl The metaphorical reference to the woman’s
wisdom from these examples is clearly a widesp@dtiral theme in most parts of Ghana: she

provides solutions or uses her intelligence to namie impediments to solutions. Indeed, in the

Akan tradition, the female sex is considereddsom kokroko”, the great goddess whomo'tika
mmo din, opanin mm din” (Asante Twi), to wit, the young and the oldnnot allude to it by its
real name. The woman thus enjoys a privileged jposih Akan folklore which says that “alaa

ko n'enim a, obu nkotodweypanin kb n’enim a, obu nkotodwe; onimhene, onim ahenkwa”

(Asante Twi), to wit, both the king and the servéineel before this goddess. Certainly, the
patriarchal world view represents the woman aseclend powerful but surprisingly feels uneasy

about its own depiction of her.
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8.3 Containment of women in highlife

Patriarchal hegemony however has a huge adaptipacitg (Lay, 2000: 229). It defines the
“natural” (Weitzer and Kubrin, 2009: 6; Hall, 197that is the ideological confines within which
behaviour is acceptable, and labels any valu€*tioatradicts the myth of consensus” or values that
offend hegemony as abnormal and a deviation (Hebdi§87: 18). Thus the female gender is well
contained by patriarchy and when men hurt womeis, titadition, but women hurt men and it is a
tragedy (Mosala, 1992: 2). The man is the norm tiedwoman, within the context of the Akan

moral philosophy, is partial, inferior and in nesfccare (Beasley, 1999: 6).

So pervasive is the traditional hegemonic contairtnoé the woman in Ghana using methods like
taboos constructing the menstruating woman as bekl, lunclean and unfit to perform certain

social functions that highlife music is not sparédhn Collins reports that “until the 1990s female
parts and voices were practically always perforimganen” (Collins, 2007: 47) because “it would

create bad luck for women to move with men” (Callikf94: 166-170 and 1994: 461/2) and quotes
Vida Oparebea, one of the pioneer female highlitestas as saying that “when females have
menstruated and they touch band instruments —eabahd may not succeed” (Collins, 2007: 47).
Indeed, the traditional hold on the woman was seepful that an interview he had with Adelaide

Buabeng indicated that for her to remain in shoybie mother had to give “a bottle of schnapps to
the chief to allow her daughter to continue hemactareer” (Collins, 2007: 48), perhaps as a bribe

to or means of placating him.

8.4 Containment of women in hiplife
The women in hiplife have the misfortune of beimgt@ined not only through traditional but also

through educational structures because the edueiiustitutions apart from their core mandate of

educating the women also serve as incubatory fmiostl all the female rappers. According to
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discussants from Yaa Asantewaa Senior High Scleo@#male institution that has produced two
major female rap artistes in the country, TiffaAyya, and a host of underground female rappers,
education in the school is so much geared towaadsipg to the university and the authorities are
even suspicious of students who give self exprassaher than that of academics. One of the
teachers confirmed this suspicion by revealing thaing entertainment “they will just come to the
stage, bring the girls out and ask them to brirg ¢lothes they are wearing”. This meant the
teachers would ask the girls to undress their sgoitged wears and hand them over to the teachers.
Consequently, he added, “they always try to do $bimg which will prevent them from coming
out with, what, good programmes”. He therefore tuwhes that for the success of Tiffany, Afya and
other artistes, “We have to give credit to thesgilemselves...but not the educational structure
because there is nothing in the educational stredar women empowerment”. Indeed, what goes
on in Yaa Asantewaa Senior High School, Kumasfasas the self-expressions of the students are
concerned, pertains in most of the female or migekools in Ghana and Christiana Brenu of
Labone Senior High, Accra, expressed similar careeBhe even believed removing restrictions of
women self-expression in institutions is the regtihty of the government and any inaction on
the government’s part “means that we can’t do wiratwant to be [sic]’. However, the female
students will not wait for the government to matker “what we want to be” but take advantage of

other factors to enhance their self-expression.

One of these factors that help them to enhance sleffiexpression is the influence of the media.
Asare Oppong and Erzuah, all of Yaa AsantewaahoBéhgh, Kumasi; Philip Afum et al, Labone

Senior High, Accra; Sandra et al, Takoradi, Mr. ArAddo et al, Legon Taxi Station and many of
the discussants were all in unison of this opinibhis confirms the notion that “communication

practices shape cultural life” (Wood, 2006: 96hation already popular in communication studies
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(Glaser, 1956; Bandura and Walters, 1963; Gerbnat.,€1980; Kubrin and Weitzer, 2010: 129).
Such studies consider culture as a unit of sysimiswhen one system is touched, all the other
systems are affected and it is on this basis tleasay the American hip hop with its American
influences in the Ghanaian media has touched then&an youth culture, thus constructing the
youth in a way earlier unknown to them. These yowognen subsequently started imitating their
foreign role models. Aberewa Nana intimated in terview that she was influenced by the jazz
elements in Aaliya and Mariah Carey’'s music whea slas in Aggrey Memorial Senior High
School and in Takoradi Polythnic and this greatijuenced her brand of music that brought her to

stardom.

Ghanaians adapted such new cultures in local T\grpromes like TV 3’s singing reality show
series, Mentor and the kiddy version Talented Kiflg3's dancing reality show series, Boogie
Down and GTV’s women cultural reality show seri@jana’s Most Beautiful; GTV’s singing
reality show series, Star of the Future and manyenmfrom other TV stations. These reality shows
were even replicated by bodies like churches. lasapper and an R&B singer of Mentor 2 fame
was proud to say that the exercise made her gaikitid of confidence she had in competing with
men on stage. Afya was th& 2unner-up of the maiden Stars of the Future, 2866, her desire to
join the women’s empowerment crusade in music gggéred by this feat and her winning the
Best Ghanaian Female Musician of the Year, 201iheaCity People Entertainment Awards, held

in Lagos, Nigeriacame as no surprise to pundits in Ghanaian music.

Another factor is the attitude of the “new genematiwoman: she is bold. Erzuah, the entertainment

master of Yaa Asantewaa Senior High School destrifga, an old girl and one of the leading

hiplife artistes in the country, as being an ex¢érvpvand unconventional, showing indications of
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thinking out of the box. He added that the likesA®fa would run away to town to attend shows
even at the risk of being dismissed and Afya haesttape dismissal by the skin of her teeth in one
of such escapades. Tiffany and Mzbel are on retmohdve been physically assaulted by males who
consider their confidence as an affront to thebdistament and yet they never give up representing
women in their art. This is the spirit of the “ngeneration” woman, ready to take on the dominant
power. Indeed, the historical significance of thésew generation” women cannot go without
recounting the circumstances surrounding the esftberewa Nana, the very first female hiplife

artiste, into the Ghanaian musical sphere.

In an interview, Aberewa Nana revealed she litgralheaked unto the hiplife platform hiding
among male rappers, after having her demo in 19@9naaking it available to DJs and Okereku
Mante of Slim Music who kept it for eight monthsvatusly afraid of selling a female artiste in
male dominated business. She continued that shedisasuraged by the male counterparts for
introducing inferior style that would not sell amtleed, she never succeeded catching the eye of
the main players in the industry till Alhaji Bandé Bandex sported her in the company of Sass
Squad, a Takoradi-based male rapping group. Sloeiméad, “Bandex called me the following day

after he had listened to my songs. DKB Studios ttidrmy first work™®

. This encounter gave birth
to her first aloum in 2000 and in that year, she waminated for three categories by Ghana Music
Awards, the Female Artiste of the Year, the RapgSairthe Year and the New Artiste of the Year.
She was a single female voice in a male dominatea laut was not deterred. She kept throwing all
she had into her career and this paid off so il won the Hiplife Song of the Year. She again

won the Best Female Vocalist in 2004, all from shene award organization, Ghana Music Awards.

Nothing was really going to stop her in her tratksuccess and she even became a judge for the

® Aberewa Naa said this in an interview she gra@hedna Music. Com, www.ghana.com, 09/06/2004. Aemk63/12/11.
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West African Idol series. Thus she apotheosized @om music and carried women representation
to the apex of Ghanaian music. She was followedhbyfirst female rap group, the Tripple M,
Mildred Mark-Hansen, Mercy Quarshie and Monica Tawiin 2003 but their popularity was short-
lived and got drowned by the appearance on the &&amusic scene in 2004 of the hiplife diva,
Mzbel, whose feminine antics and essentialist feshigrics dazed the whole of Ghana. She won
the Encouragement Award for her contribution to d&arempowerment bhear Power Ventures,
organisers of the Portrait of an Excellent Womar2008. Meanwhile, around the same time, other
Ghanaian female singers like Becca, Sexy Diamomth Bnd Lib Queen were also specialising in a
Ghanaian brand of R&B. These and other factors reshéo provide the platform for women
empowerment in music; they developing the abilityekercise collective assertiveness in making
their voice heard.

That today women form a small percentage of Ghansigerstar rappers, not more than ten of
them the whole country over, is not a surpriseggithe prevailing circumstances. It is therefore
obvious that the women, mainly between the agekbtamf 20-32, as at 2012, may form a small
percentage of the hiplife phenomenon but have éakctteir credibility in numerous awards and are
even more poised to make a stronger statementdoren’s empowerment. While hiplife expresses
this empowerment, it demonstrates the forces wohame to confront to actualise this expression

and the first is the manner in which male hegenmmstructs female inferiority.

8.5 Constructing female inferiority in hiplife
Hiplife socializes or constructs the Ghanaian wortamccept her position of inferiority. In this

case, hiplife helps to maintain the status quoasa$ gender is concerned. Dolphyne asserts that
“Every African woman grows up knowing that it isstthvoman who cooks the meals and generally

sees to it that the house is clean and well-kdptighyne, 2000: 5). Okyeame Kwame, one of the

211



defunct duo called Akyeame, corroborates this ibh&® Pa” and articulates the Ghanaian concept

of theobaa pathe ideal woman as:

Osi me nnoma, na wasan ato She washes nmgthiand irons them
Mefiri edwuma fzba na woato me pono | come home from warktable is ready

The woman in man-woman relationships is not a cas@enan but consigned to household chores
and these chores are socially prescribed evereifvbman is a professional (Dolphyne, 2000: 5).
Theobaa pais the emotionally weak and diffident, ready tmsit to the wishes and control of the

man and this is seen in the way his co-singer Qkgeldofi presents her:

Obaa awo ahobrease whan naompe? Who does not like a humble woman?

Obaa awo ntease, whan naompe? Who does not like a woman whdarstands things

Obaa awo abotat, whan naompe? Who does not like a woman ghtolerant

Meho wa, mebu m’anipte ase. When | cough or bat #ye, she understands what | mean
Me pilla a mekura mu a menhwe ase My pillar on whom | rely

Dets meka naye hesdoes exactly what | say

Dde ne nsagedwuma Sipplaes herself to hard work

Otumi o me din me wura he&alls me my master

Obviously, in man-woman relationships, the womasefoall space for any self expression; all
human expression is to please the man. The Fouaautdncept of language as an instrument for
power (Foucault, 1990) is relevant here becauseishtlearly a debilitating slavish condition but

this is disguised in the Akan language - nowherth@Akan language do we have a single word to
describe this interaction between the two gendersetating to slavery on the woman’s part.

Dolphyne reiterates this disequilibrium in gendewpr that when a woman wants to divorce the
husband following his infidelity, the “older women her family will tell her about several

instances in which a woman had patiently tolerdtedhusband’s infidelity” (Dolphyne, 2000: 19)
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and cannot help but conclude that this “illustratesv society conditions its members into
accepting the norms of the society and that thengagirl will hear such stories over and over till
she accepts her position of inferiority to be ndrfolphyne, 2000: 14). Her sentiments are fully
shared by other African writers. The ZimbabweartevTsitsi Dangarembgalservous Conditions

presents Tambu’s father rebuking her in a mannepite her education saying, “Can you cook
books and feed them to your husband?” (Dangarenitfi8: 15). The irony, however, is that the

woman has been socialized to actualize herselfraalavoman by serving the man and Okyeame
Kofi rightly articulates this cultural hypocrisyysag “Mesi noohemaa, mergyno abaawa” (I will

make her a queen, | will not make her a slave) thatonsigning herself to the above slavish
requirements, she becomes a queen. In this wayuiberdination of the woman by man and the
resultant feeling of inferiority by the woman be@mmormal and natural (Weitzer and Kubrin,

2009: 6).

The standards by which the feeling of inferioritifl e measured are set by the man. In Tamale,
Black Moon, one of the hiplife duo called Abadafinkes the position of the woman in a man-

woman relationship as:

You the woman should bring yourself low. Respeetrttan and you must have the [sic]

he is taking care of you.

Thus the woman has been described as vulnerabék, weedy and incapacitated in a society in
which the burden falls on the man to provide fod @notect her. This cultural prescription for the
woman is also reiterated by Dolphyne, “Moreovenanan was expected to be provided for by her
husband” (Dolphyne, 2000: 49). This is echoed theopfeminist writers (Lemish, 2004: 44). For
this hegemonic structure to be operative, howetles, women have to accept their sense of

inferiority or being a weaker vessel to be natarad this is given overt statement by an interview |
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made with a focus group of women in Takoradi. Her@n extract of that interview and S is Sandra,

21 and CE is Charlotte Eshun, 25:

S. Yes | am talking like a woman. We have seen auptional disabilities. We realize that
emotionally, women are weak as compared to...if sadglzollapses, they will go for the men
and not the women so no matter how far we wanetattpar with them [sic] but then we are not
the same. The ability to stand situations diff8¥& can never say that we are at par with them.
That is why God used one rib to create the woman.

PA. Are you not speaking religion?

S. | am not speaking religion but | am telling ytbe fact. That is the reality; people are not ready
to accept but it is the truth.

PA. (Turns to Charity) Sandra tells me that shediglaying the second fiddle to the man.

CE. It is not like playing the second fiddle to thean but it is about giving honour to whom
honour is due.

Perhaps this is the most powerful demonstratiorhegemony | encountered in this research.
Hiplife, as a social mirror, moves a step further gut this acceptance of being weak into
performance to give it a physical manifestation belzperforms the vulnerability of the innocent 16

year old girl, fencing off the libidinal aggressioha male adult:

| be 16 years, | go dey be like this o | am 16, | will always remain like this o
If you touch my thing o, | go tell Mummy o If you touch my thing o, | will tell my mother o
| be 16 years, | go dey be like this o I am 16, | will always remain like this o

If you touch my thing o, | go tell Poppy o If you touch my thing or, | will tell my father o

She expresses vulnerability vis-a-vis the man, @sfpe in matters of sex, and seeks protection.
Vulnerable as the women are, the men prey upon,tteamg them to be gullible, ready to swallow
anything men tell them. The women are “reducedhi® by honeyed mouth youth that prattled only

love of make belief” (Newell and Gadzekpo, 2004qdoting Dove, 1931).

Times are however changing and the women are nghirig back, fighting the strictures and
structures of hegemony, in the usual dialogical rapgh, rejecting such stereotypical

representations and exposing the lies that meresutjem to. Tiffany, representing the modern
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Ghanaian woman, in her single, “Fake London Boyluees the persona, a male, she is addressing

to a mere heap of lying braggart:

He’s nothing but a wonnabe, w'agye ne fake walabi e’shhothing but a wonnabe with his fake walabi

Wanya kala bi alie no amma no agye adi He has sdeckin lying to an innocent girl

Ode Oko ns@se ode Jayden, He is called Oko but pretends he is Jayden,

Ofiri London,kyer e s ¢ ote Clayton He says he is from London and stays at Clayton
Bra ne ne slanging, are u alright Just check out his slangs, are you all right, Bruv?
Bruv?

Mereka yi ode ka ma yeamma no light

off Meanwhile his electricity has been

disconnected for not settling his bills

Similar work in the US shows how low-income Blackighbourhood adore being seen as

“exploiters of women” (Liebow, 1967: 140; KubrinchiVeitzer, 2010: 137).

Women in hiplife, representing the modern Ghanamman, have a fitting answer to the
Akyeame for constructing them to play subalterresdo the man. Afya deconstructs the domestic
male domination where household chores are theufaldtduty of the woman and brings the

woman onto a par with the man:

When you say

Cook the food, let me wash the bowls
Come here Baby, let me touch your toes
Makes me love you more

When you suggest, wash the clothes, let me clemhdhse

Man-woman relationship, for the modern woman asn sie hiplife, is premised on equal
distribution of chores. This leaves us with the liegsion that the women have seen that their

subordination lies in the roles assigned to themd By adapting androgynous roles, they are
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addressing the problems of their inferiority. Thedarn man does not take this lightly and does
everything in his power to perpetuate his domimatwer her. Again, sex is the locus of this power
struggle in hiplife and misogyny is his main weapafndomination, calling the woman names,

referring to heterosexual relationship as a garodrgying the woman as gullible, a parrot, a cheap

commodity meant to be consumed and treated witespect.

8.6 Misogyny in hiplife
Since 2000 when Daddy Lumba’s misogynistic highfiédden wo ha” received the “song of the

year” award by Ghana Music Awards, the floodgatesnfisogynistic lyrics have been opened in

Ghana (Arthur, 2002: 11) for purposes of gendettips!

We would define misogyny to cover any belief, pi@ector concept that helps to fossilize, glorify,
justify and perpetrate negative perceptions abmeivtoman (Oware, 2011: 24). In hiplife, playing
the role of the double-edged sword, liberating aadstraining women, the female sex is singled
out for a creative denigration within the contextheterosexuality and this attitude of hiplife,
mainly coming from male rappers seriously jeopaslithe image of womanhood in the country.
Hiplife reinforces this image of the woman throughinventing and re-contextualizing traditional
meanings as we saw in previous discussions butmidwener in which we interpret symbols in
misogyny needs to be seen through cultural lenseause it indexicalizes local patriarchal negative
stereotypes about women. In examining Ghanaiangyisg as already mentioned, the Ghanaian
broader cultural context serves as an ideologivaist. We may however make references to other
cultures, especially that of the US, believed tothe origin of hip hop, to demonstrate how the

sameness in symbol can result in differences grpmétation contingent upon their locality.
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This work relies on participant observation in sBpwata of lyrics and interviews conducted all
over the country and it is supposed to addresepigemological lacuna on women’s position in
hiplife by dwelling on the role audiences play imsagynistic lyrics (Weitzer and Kubrin, 2009).

This research covers misogyny of portraying womsncheap commodities, making fun of
women’s body, re-contextualising symbols of oppmesdy women rappers, re-contextualising
symbols of female power in commercialization and presentation of the image of the strong

woman, all in hiplife.

8.6.1 Portraying women as cheap commodities

The traditional concept about the male-woman rigtithat women outnumber men in the society
and this is supported by the provisional 2010 GlaanBRopulation and Housing Census released by
the Ghana Statistical Service which puts the péacgn of the women to be 51.3%. That

notwithstanding, portraying women as cheap the hialife puts it, needs further interrogation.

Nana Boro’s “Aha ay de” comes in here for scrutiny:

Anadwo yi me ne boyz boyz yeresi town Tonight, the boys and I are visiting town
yereko p € mmaa We are runn ing after women
Yabeduru mm 5s05; na nti mmaa na ebu sei, Look at the glut of women in the club
Owoarahw ¢ Just look at that

One interesting aspect about men’s uncharitableepéon about women’s being cheap is that
which pitches the old male against the young nfajafing over a woman. T-Blaze in “Wosisty

ya” has a narrative of a struggle between the sigjar daddy” and the young man over a girl:
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Wosisi y& WO ya, nanso wogis € wo sa You have a weak waist and yet you want to dance

Akokora te s wo, ne mepe nawop €S ewop &  Anold man like you, what | want is what you want

He threatens the old man, “mebu wo jaw” (I will &keyour jaw). They are struggling over a
commodity each claims ownership of. The reactiothefhiplife out-group, especially the old male,
refuting what T-Blaze says, is encapsulated in wKatlwo Atta, 54, said, “They do not

communicate any sense”.

The female rappers are however very alert this ameewill not allow such a perception about them
to go without resistance. Eazzy, one of the madliffr female rappers in Ghana, in 3Bvo nsamu

ma me”, which advocates female confidence, reptegbe Ghanaian modern woman and squarely

replies the men:

So many guys be afraid of Eazzy So many men are afraid of Eazzy
Eno be say Ibe World Cup but Charlie, It is not that | am the World Cup, but Charlie
| dey be pass your World Cup I am more than your World Cup

You wonna be with me, you gotta work hard  Afingbu want to be with me, you have to work hard.

She makes a very clear statement for women cordeland dispels the notion of the woman being
cheap and this appeals to women concerned with woemeancipation like Christina Eshun,
Takoradi, who like such lyrics for “the words iretmusic” and dislikes those that mischaracterize
women. Eazzy is as expensive as the world cup wikieton through hard work and in a way is

disparaging men who think women are just ther¢Hem.
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Such proclamations by the female rappers do net dle¢ male rappers from denigrating the female
for they take liberties with the female body andscharacterize the female as a consumable item.
Rappers like Kow Kesse in “Na yaatar” says thesgitb not know how to dance so when they
dance, leaving certain parts of their body expo%sd,yaatar, na yeedzi” (we huddle against each
other; we consume each other). The listening pulelspecially the hiplife out-group members,
including the critics, however felt enough was egioand could not remain silent on Asem’s “Give

me Blow” which says:

1. Afei oma wo sign se abrantee betwi a So if she signals you to make love to her
2. Give me blow (3x), blow, blow, blow Give me blow (3x), blow,blow,blow
3. Fa wo twe twe, twe, twe, twedee wd wia mu Just blow the air

As if “abrante bra betwi” which literally translates as “come aat” is not graphic enough, Asem

proceeds to use an English word, “blow” (line 2)daaccording to Ameyaw Debrah, certain
members within the Ghanaian audience interpretWblo mean oral sex. Asem is still not satisfied

with that creativity and makes meaning more obvibyssaying in Twi in line 3, decoupling the
two syllables that make up #dee, the first syllable unambiguously reading the Tanre for the

female sex organ. While opinions by junior high@ahstudents sampled by tk&aphic Showbiz
hailed the song, the critics were mad and desctibedyrics as too explicit and beyond acceptable
creativity limits; the newspapers were up in armsl ahe Graphic Showbiz the leading
entertainment news paper in Ghana summed all tingse its caption “Axe hangs over Asem’s
song”; the female community was entirely embarmssgsem was also embarrassed and in
response to the moderate and extreme hiplife autpgand even some in-group criticism, had to do

a remix and leave out all the Twi hooks that had plotential of defaming women. Another
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response of this nature was when Tiffany had toogee to her audience for displaying her
exposed breast on the internet. Sandra, 21, as$igntin a focus group in Takoradi, could not hold
back her anger when | asked Charlotte Eshun, 28haf(Charlotte Eshun) was in favour of such
women portrayals in the media, and she (Sandrg)lgisnapped, “I hate it". All the discussants,
who were women, in the focus group expressed theapproval for they felt men were just making

fun of them.

8.6.2. Making fun of women’s body

It is not only Asem’s “Give me blow” that takesdifties with women’s essential body part9d

esisi me” by Akatakyie for example mentions “ wieniw’ekyi, wo front” which creatively takes
advantage of the translation into English for otlmschievous purposes as we have seen in Asem'’s
“ Give me blow”. The first phrase, “wenim” couldanslate your front in English but the
juxtaposition of “w’ekyi” and the presence of “wmht”, disambiguates “w’enim” to be your face.
Then the third phrase “wo front” could replicate timeaning of “w’enim” but for the reason cited
above and for Akatakyie’'s recourse to multilingsadi to signify modernity and yet rely on the
Akan oral resource of image building, it achievasiflerent meaning, and as in conjunction with its

contiguous “w’ekyi”, it becomes clear he is refegito the round protrusions of the woman’s
behind, “w’ekyi”, and her breast, “wo front”. They d’esprit in Akatakyie’'sddo esisi me”

using the front and back protrusions of the womasaurce of fun is also found in VIP’s “W’enim,

w’ekyi, ahomka v mu/ Wohonam beebiara anigye wnu” to wit, your front and your back

generate pleasurable viewing/ Every part of youhybmakes me feel good. This play upon words

indexicalises the fun men make about women’s esdqudrts in the broader Ghanaian culture,
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which they consider “extras” that make women abradrr(Beaseley, 1999). Gyedu Blay

Ambulley’s:

Basia n’ayeradze, biribi hye ho 2x There is something in the groin of the woman
Wetin dey there? What is there?

Ragm, ragm, zo Ragm, ragm, zo

clearly gives the male rappers away as targetiagetiparts for making fun of the women, much to
the disapproval of some moderate hiplife in-grougnrbers like Gloria and Deborah, students of
University of Ghana, who denounced the perceivathection between hiplife and profanity. Here
again, the “Ragm, ragm, z0” is a non-sense exmessa dummy expression depicting the
supposedly lack of substance of this part of thena. As remarked by Dolphyne, such language
constructs stereotypical inferiority (Dolphyne, B)@uch as the Ghanaian woman who believes her

natural space is the domestic and is afraid torcfaiblic space.

| experienced such stereotypes during my fieldkwdlost women | approached either turned
down my request for interview or would simply notnch me. In the Tamale market, a woman
simply told me to leave her alone because she atdng to do with hiplife. In Takoradi, Sandra et
al were very reluctant to grant me interview beeailey believed | was a journalist going to show
them on TV and friends would call them from all ottee place and ask questions. When they saw |
was visibly shaken by their attitude they explairlegt women’s association with the media was
often interpreted by the community to be indicativéoose morals and that the place of the woman
was the house and not the public. This reiterassntonies given by Grace Omaboe, a famous

actress, and Dina Akiwumi-Botwey, the former presidof MUSIGA, concerning the link between
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the media and their unstable marridgéndeed the link between the media or public spaue
women’s loose morality has been reported in eadMest African musicological literature
(Sutherland, 1970: 15; Omibiye-Obidike, 1987: 4nkdgy, 1992: 237) and the example of Sandra et
al shows how women either avoid the public spac®removed from it and why they stick to the
private sphere (Ross and Byerly, 2004: 5, quotirggnish). This narrative of the woman’s
entrapment (Kolawale, 1997: 155) constructs thenbdaoself-effacing, passive and too ready to

accept roles imposed on them (Kolawale, 1997: 156).

Dela Hayes, the leader of All Female Band, the dalypale highlife group around 2009 in the
country, in connection with the domestic entrapma&nivomen, argued that the expression of the
woman was contingent on her talent and the ess#rtbe woman was being herself. In the context
of women expression therefore, this work identifie® kinds of the identity for the woman or
womanhood. One is that offered by Dela Hayes wprgdicates the expression of womanhood on
talent and the other is given by the two dancergle Bradez video who posit the definition of
womanhood on feminine essentialism which from thdical feminists’ position is “Woman’s
inherent advantage... the specific qualities of theidies” (Beasley, 1999: 18). In the case of the
former, the bass guitarist told her story as beiyirally good in music but was ridiculed and made
to appear strange by her own friends whenever styeg the guitar. The lead guitarist had a worse
experience. Her own sister talked her out of plgyiime guitar and she had to contend with the
socially defined role for women by the Ghanaianripethy (Dolphyne, 2000), the kitchen,
preparingbankuby the roadside. In order words, the essenceeotrtte meaning of the woman was
in performance, lending more weight to Searle’s ceph of external epistemology in which
meaning is in performance (Searle, 1969) and jebpag the woman’s attempt at expressing

herself in the public sphere amounts to inhibitihg very essence of the woman. In highlife, the

" These testimonies were given during a confereitied tWomen: Half a Century of Transformation” aacjanized by
the Institute of African Studies in Accra3” — 14" November, 2006
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man denied her the public sphere (Collins, 198%: #¥ modern times, the male denies her the
public space citing reasons of loose morality drel éxperience of the bass and lead guitarists of
the All Female Band indicates patriarchy employsrglody, including its victims, women, to
carry out the get-women-out-of-public-sphere proj€tearly, might is right and the “truth” comes
from the mighty. Hiplife, like women writing in Gima, however, provides the platform for women
to express themselves and their problems and ehadlenges existing structures and strictures that
hold them down. In hiplife, they do so through oevextualising existing symbols used for their

oppression.

8.6.3 Re-contextualising symbols of oppression by hiplife women rappers

Ghanaian women re-contextualize or reverse symiepecting negative meanings associated with
their body into very positive meanings. The femadppers in hiplife locate their liberation in

essentializing the female body as means of coudiseourse, subverting power through the very
language the dominant uses (Terdiman, 1985: 14tt,St@00). They take advantage of the same
concept of the otherness used against them anfdnairg the dialogicality of the gender discourse
in Ghana. Feminist essentialism becomes part dkefeelogical unfolding of the ongoing Ghanaian
gender discourse and Kow Ahenakwa, a seemingly rateldiplife out-group member, is surely

alluding to this feminine “power” when he describddgzbel thus, “In all her songs, Mzbel teases;
but she does so with the aim of encouraging youoghen like her to flaunt their potential,

especially as though, she is saying ‘come and geif you can’™. This smacks of the idea of using
one’s natural potential as a fulcrum in a complesbwf power relations and Ahenakwa puts

everything in the right perspective when he cor@sto describe her as calling attention to herself
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“as a young woman who is conscious of the powengbls”. Ahenakwa moves a step further in

his description and supports it with some linethmfirst song of her album “Saucy Girl”:

I'm a little saucy girl

And I'm shy

If you want some hohaffa
Be my guest

This made Johanne Amakye, an extreme hiplife cotygmember, opine, “To me, it is their music
that makes our wives and children degenerate iraltygt Kwodwo Forson, 59, also reiterates,
“Today everything is loose” for he interpreted swslicitations as a serious lapse in morality.
Other female rap artistes in Ghana like Eazzy, vaweally around female essentialism, the same

poststructuralist feminist approach to gender i@tatwhich the extreme hiplife out-members refer
to as immorality, obviously enunciating hegemonitates disguised in morality. In “Bwo nsa

mu ma me”, she sings in English and gleefully digplher female beauty premised on her “extra”
(Beasley, 1999) that makes her a woman, “And if kpow, that you got a lot of ass, the real type/
Put your hands up for me”. Clearly, power is atygiere and Eazzy is playing the supremacy role
and in “Wengeze”, singing in Broken English, shekesapower unmistakably clear, “As soon as |

walk to the club/ All the guys them dey stand uptlogir feet”, creating the awareness that when
Beyonce reiterates this concept of female supremacyho Rule the World”, she may have to be

given all the attention she deserves for her Glanaounterparts and other African female rap
artistes belong to the same persuasion. In GHaowever, these symbols of essentialization are

again taken away by the man for business needs.

8 According to Kow Ahenakwa, what she means by “hafidmaybe anybody’s guess but “what is in no ddshihat,
(sic) whoever wants it, has to work for it”, forslaving Eazzy.
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8.6.4 Re-contextualising symbols of female power in commercialization

The struggle for power between the genders stdipkeraging on for the men will respond to
women'’s show of power as demonstrated above wign evore vigour than we have seen. As has
been indicated earlier, hegemonic patriarchy haage adaptive power of “turning an instance of
original subversion into a commodified corroboratiof hegemonic discourse” (Lay, 2000: 229).
We also need to revisit Stuart Hall's concept af tominant class’s framing of all competing
definitions within its range (Hall, 1977). Womergewer is certainly refractive from the normative
and hegemonic patriarchy that contains it throdghksification: the norm is normal and natural and
the refraction is the “other” (Weitzer and Kubri2Q09) and linguistically strait-jacketed by the
media, the owners of which are mostly males “whe iigo tell stories that suit their purposes”
(Rakow, 1990: 235). Women'’s representation is lissacrificed for business concerns (Rakow,
1990: 231) in business and women'’s power positegdesformance thus classified as the “other” is
now located in fantasy by the dominant cultureharq@menon that says women’s power can only
be taken seriously for its entertainment value. Tegtras” of the women are converted to
communicative apparatus of male sexual gratificatior commercial purposes. Hegemonic
patriarchy’s subjecting the woman to capitalististures seeks explication in its preoccupation with
psychoanalytic process premised on the male gaaeistwhen the woman, in feminist film theory,
is the object of man’s gaze for the purpose of qlea (Riordan, 2004: 95, quoting Mulvey), a
concept that resonates very well with the beliefaofocus group of underground rappers at
Pocalous, Kakraba et al, Kumasi. The male gazeraala mental activity for the purpose of this

work can be grouped into three categories: scopgkibyeurism and fetishism.

Scopophilia is when women on the screen are disdldgr the “gaze and enjoyment of men”

(Mulvey, 1989: 21). We borrow this concept for thealysis of the manner in which the man
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sexually objectifies the woman in hiplife and weellvon the example of the women dancers in the
shooting of the video for “Simple” by Bradez, aS#te TV, Laterbiokoshie, Accra. For the purpose

of scopophilic pleasure, these ladies were casefsdlected to construct spectatorial desire that
appealed to the gratification of the consumer. D&k having a guitar shape and dimpled cheeks,
the first woman went to the make-up room to be greg for the set. After the make-up, she was
given her costumes, simple jeans and yellow to Bhas told by the producer to make moves

redolent of sexual act but not to exaggerate thidm.idea was to create the image of a simple but
sexy girl. The next was a set of two women of thime size and shape; slim, fair in complexion and
of average height. They were told to exaggeratgttyi sexual moves. The idea of the make-up and
the sinuous movements of lithe figures were catedldo subject the female body to art, rivet the

male audience, creatively appeal to men’s sensassgsand to tease them to project their sexual
fantasies on the figures of the women just to tbheen (the men) into seduction and leave them with
no option than to buy the video CD. Indeed, the, &ione and Kuntakunte, were also instructed by
the producer to constantly make gestures of adgthiese beautiful women. The dancers are the

subject of viewing pleasure by both male heroesaamtience (Mulvey, 1989).

Voyeurism is another concept in feminist film thgthat holds that the man eroticizes the sight of
forbidden parts of the woman (Mulvey, 1992: 29; Kieg, 2004: 24). In hiplife, just like

elsewhere, we have the consensual voyeurism inhwthie victim herself is aware she is being
watched. Koby Maxwell Veeda’s “I| am Aware”, featgi Red Eye amply demonstrates this
feminist film theory. The male, who is doing theeswing, calls the woman'’s attention to her

revealing parts but the woman replies:
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Adee yi worehwe, naaso worentumi a ka €, You are looking at it but if you cannot, say it

Meye aware, woahunu a fa w’ani hwe I am aware. Just view it

Na mfa w’ano nka But do not say what you see

Clearly the persona in this song claims to revealain forbidden parts of her body intentionally
and again, this is to illicit erotic feeling frorha male to seduce him to buy the CD. To the extreme
hiplife out-group members, this is completely urggtable and the discussants in Sekondi, Forson
et al, were in unison that such indecent exposumribarrassing, one claiming “I am not ready to
look at such a thing”. Dr. Clayton, another extremnaife out-group member, also expressed fear
when Mizbell performed on GTV. He commented wherhbard Mizbell was going to perform, I
immediately became uneasy because | guessed wealveut to be subjected to her explicit lyrics
and gyrations of a sexual nature”. But for Mizbé#sget audience, the hiplife in-group, this was an
excellent show; they goaded her on and she eveatdwed to strip naked if members of the
audience could pay for that. The moderate hiphifgroup members, especially the females, are not
very comfortable with such exposure, for Christi&@sun explains, “the more you expose yourself
... they do whatever they want to you and dump yoU'his consensual voyeuristic appeal is

however simply meant for business controlled by men

Fetishism occurs when the male, even though thalterman also do that, eroticizes materials
associated with the female sex that is overvalang worshipping of the female movie star by
celebrating materials associated with her (Mulvé992: 29). Indeed, Kodwo Forson, 59,

Sekondi/Takoradi, an extreme hiplife out-group memizonceded that, “There are some of us
when we look at such dresses, we get provoked BgkuaApplied to the context of hiplife, this

concept conceptualizes female rap artistes andedaras disseminators of signals in the form of
costumes of erotic value in the name of fashionaAgxtension of their concept of misogyny, akin

to metaphysical essentialism by poststructuradistifist which challenges the fixity of the statdis o
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established categories of sex (Beasley, 1999:1&i)the fact is that sex is of the mind, Kakraba et
al say the man even though may not be in physmaact with the woman, may fantasize a whole
lot of things by merely viewing objects relatedthe female sex. Fetishism through costumes and
other signs and symbols constitute a contact featuough which the female hiplife rappers and
dancers control the mind and emotion of their naaldience. Again, the female rap artistes and
dancers become agents of modifying the societylleaore consciousness of female beauty for
purposes of business. This collective consciousras®rding to John Collins, is taken advantage
of by entrepreneurs to meet the expectation ofbtteader culture. This broader culture sees the
woman as an object of gratification as exemplifled the article inthe Finder “Sex is our
entertainment”, presenting the sex narrative ofzeits of Kpone-Katamanso as the only
entertainment in the village. In these power relsj the woman is free to express herself just as
the F' female dancer in the Bradex video shooting saihdt | do with my life is nobody’s
business” but the reality is that woman is onlefrethin the space provided by the business man.
She only uses the symbols that meet consumer deseeasite is not as free as tiiewloman dancer
makes it appear to be and Obour’s rightly obsettvasonce the topic of sex remains a controversy

in hiplife, the business men will never move awanf hiplife.

8.6.5 The image of the strong woman in hiplife

The strategic hegemonic structures instituted lsigrahy to contain the women do not escape the
vigilance of the women in hiplife. They rightly sttt the woman is part of the capitalist package
in business and this is purely grounded in heteneserelationship. The Ghanaian woman rapper
now reinforces Monique Wittig's idea that “theresisx that is oppressed and sex that oppresses. It

is oppression that creates sex” (Wittig, 1992: 83 gyou can only deal with matters of sex

228



oppression by “by abolishing them”, in other wordtepping out of sexual relationship with the

opposite sex and becoming independent. Afya in ySassy Wahala” clearly demonstrates this:

Make my own money

Do my own thing

Can’t you get it

Take it from me

In my world, I've got to get prepared everyday

She dispels the hegemonic notion of female naiwepfied by a participant of Forson et al., Ernest
Owusu, that “Adwoa, sleep at nine o’clock, shel wieep at nine o’clock’and assumes the
competitive life of the career woman as we findAima Ata Aidoo’s Esi Sekyi irlChanges.This

image of the strong woman infuriates the male repp@d they even get more vicious in their

lyrics. In “Agyei” by R2Bs featuring Sarkodie, theyarn the woman, “Sene anadwe yi woreba

aye a nhy nika efiri € mede adwen fi erebebu atopa” to wit, do not comnmé this night wearing

knickers for | will viciously toss my waist. And similar sex narrative is offered by Payday, a
member of R2Bs, who in the same song teases, “Maatatun ma woeguan kalo” to wit, the
woman had to run away because she could not sgxteik me, reducing sex to physical
punishment. Indeed, some of the female artistegwaea physically assaulted by hiplife moderate
in-group audience, who may like hiplife but certginot the aspect about women liberation, for
being too daring. Mizbel was physically manhandiieding a show in KNUST. Certainly, these
attackers are not the purely in-group members. i®e also sexually assaulted in Accra by three
armed robbers, Frank Apau 23; Adu Kwabena, 22 amddXlottey, 18, thus the male audience is
physically intimidating the woman not to expresssik#. Violence by the men is the last stage in

the containment strategy.
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8.7 SUMMARY
It goes without saying that the struggle betweentito sexes in Ghana as seen in hiplife narrative

is an interminable one. Mary Anne Doane may cegécihe use of sexuality as the main site for
feminist discourse (Doane, 1991: 9) and by impilacahopes for a better feminist picture if the site
is removed from sexuality. Monique Wittig may recoend to women to opt out of heterosexual
relations (Wittig, 1992: 2) something Afya alsolsdlor in her song. In Ghana, we even have
evidence of women'’s success in their fight agaimsie oppression if you consider that the number
of Ghanaian males in androgynous appearance igasicig in hiplife. All these notwithstanding, a

dialogic approach (Bakhtin, 1981; Stubbs, 1983} theorporates the role of the third party, the
audience, to the epistemology of the position ofaian women in hiplife through symbolic

representations in performance (Bauman, 1977) lglelamonstrates that hegemonic patriarchy
with its huge adaptive power, taking advantagehef collective consciousness of Africans and
their belief in family life (Kolawale, 1997: 34) ontinues to construct women inferiority in Ghana
with heterosexuality being the main weapon and worcentinuously struggle to free themselves

from this grip.
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CONCLUSION

It is appropriate to conclude this research byrgiahat it is a study of the textuality of hiplifethe
Ghanaian version of hiphop — and it investigatesdiscursive and non discursive practices. The
research undertakes such a study by looking aifdipls a verbal art within the context of
performance through qualitative research. It isigqae of both the cultural and verbal production
of hiplife texts on four main levels: texts; howt® and performances comment on themselves;
what performers and other stakeholders, includmegaudience, say about performance of hiplife
lyrics in relationship to their lived experiencedamy interpretation of levels 1-3. Hiplife is ankli
of youth culture that presents experiential reggditthat elicit a binary response: a passion of the
majority of the Ghanaian youth but judged to bertitan source of youth’s moral degeneration by
the old. The research is therefore a study of feipibt merely as an art form but as an expressive
culture. The study was therefore designed to andwerfollowing questions which covered
concerns of both hiplife art and culture:

a) What were the experiential realities — the thinkisngd feeling of Ghanaians — expressed in

hiplife performance as a “text™?

b) What kinds of cultural materials (both traditiormaid foreign), ideas and practices were believed

worthy of being entextualised in hiplife performafic

The purpose of this research was to address theealmmcerns by looking closely at the textuality of
hiplife — discursive and non discursive. This wasat at disinterring subterranean meanings that
could go unnoticed and negatively influence thdwataon of this contemporary culture. It must be
noted that such wrong evaluations also have thenpiat of negatively influencing policy on youth
culture in the country, thus denying the youth tlexessary opportunity of quality growth and

becoming members of a competitive global culture.
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It is instructive to note thaven though some work has already been done oifehgsl an art form
and an expressive culture (Shipley, 2009, 2013;ntase, 2012), not enough has been done on the
contribution of the Ghanaian traditional culturehiplife. The traditional input that adds to thelife
foreign outlook to make it a syncretic practicecoemopolitan dimensions has not been adequately
addressed. This is what this research adds toitdrature of African hip hop. Again, available
scholars working on hiplife gathered their datanmtyafrom Accra, the capital of Ghana. Very little
data is known from other regions and cities of Ghdrhis research also sets out to fill that lacuna.
The analysis of the data reveals interesting meanin the culture of hiplife. It also shows the
manner in which hiplife culture socializes the mogp members and influences the perception of
out-group members. These meanings are summedthp following paragraphs.

First, hiplife started with the quest of the Ghamayouth for a syncretic culture. Syncretism — the
combination of local and foreign cultures — mediaby the DJs, artistes and sites constituted the
hiplife ideology. This ideology was given a perfatine expression through the “wannabe”
competitions of hip hop artistes. Competitors waegle to look like M. C. Hammer or Grand Master
Flash and perform them. With time, the numbersatfgns for such competitions dwindled because
they started finding such competitions boring. Tdempetitors and the organizers resorted to
innovations like Twi raps to boost their increasyndwindling fortunes. That was the beginning of
Twi raps, later to be christened as hiplife.

Second, Twi rap is a cultural continuity of the Akdrum language. It is the rhythm of the Akan
drum language that influences the rhythmic complexif the modern musical art called hiplife. This
research therefore presents details of localizgt@ondry, 1999; Stephens, 2001; Auzanneau, 2002;
Mitchelle, 2003; Nyairo and Ogude, 2003; MoulardeiKa, 2005; Perullo, 2005; Marshall, 2006;

Pardue, 2007; Ntanrangwi, 2009, Shipley, 2009, 2@k&imaru, 2012) of hip hop and challenges the
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popular notion in Ghana that hiplife is totally Bgmomenon produced by globalization. Hiplife is
constructing new Ghanaian linguistic structuresajuild ones.

Third, hiplife has recourse to various discursind aon discursive practices to construct new values
including the quest for new social truths and thmetgst against hegemony. While the research
identifies direct protest as the use of discurgiractices to launch direct and open attacks against
hegemony, it also identifies modest protest asuse of discursive and non discursive practices to
launch indirect but more damaging attacks agaiegemony.

Fourth, in the quest to establish new social trutidife does not spare even artistes of equabbkoc
statuses. This ideology is given materiality in fbem of verbal battle or “dissing” (Rose, 1994)
which seeks to change the normative concept of Inggoaund which sees the one criticizing on a
higher moral ground and the one criticized on aelomoral ground and substitutes it with the kind
of moral ground that presents the same or equahinggounds to the two, the accuser and the
accused.

Fifth, the “looking glass” concept enables us bretteunderstand what is going on in the hiplife
culture. We are here talking about a whole rangssafes including hiplife ideologies of syncretism
show of toughness, protests, social change and fmesew social truths. Again, the concept as
proposed in this study throws more light on thewdation of the hiplife culture in and out of Ghana
The images in the “looking glass” concept are agldfty fashion houses in and out of Ghana and an
example of such an adoption is the signing of Sdigkas the fashion icon for Konvict, an American
fashion business group. Artistes like Eazzy andbdliz are well known for their fashion credentials.
Hiplife artistes are therefore vectors of fashiorand out of Ghana.

Sixth, the research moves a step further to estabthat the traditional shareability and
transmitability in African orality fuse with modershareability and transmitability (Urban, 2001)

expressed in modern media to project the visibdityhe hiplife culture. This visibility in turn sees
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as the fodder for hiplife business, which can bensas a potentially powerful emerging Ghanaian
economy.

Seventh, female rappers take advantage of faskerkifis, 1996; Kitwana, 2002) — expression of
both the body and inner beauty (Entwistle, 2000 +econstruct the position of the Ghanaian
woman in the Ghanaian society. They hit back aemabpers who take liberties at their gender and
resort to fashion, body expression and verbal rieeto re-assert themselves in the Ghanaian gender
discourse. By so doing, they represent the newdbsé&hanaian women.

There are also other findings which throw moretligh existing theories on global hip hop culture.
These findings suggest the need to revisit thesstiex theoretical cases for the purpose of
deepening our understanding of not only the higifture but the global hip hop culture as a whole.
For example, it has been established elsewherethibadlivision between the youth and the old is
blurry and ambiguous (Sharp, 1995; Rea, 1998; Gab0: Rasmussen, 2000). It is however
observed in this study that there is a bold lireg thvides the young from the old in Ghana and this
line further makes youth culture reducible to aegational battle. This observation is consisterhwi
findings on other forms of hip hop study (Cook, 20008, citing Condry, 1999, Ginsburg et al.
2002). Again, while applauding Sophie Moulard-KoyR&805) for her illuminating submission on
the various stages the rap text by Senegalesersagpes through before delivery, from the written
character to the oral one, data from this resedochot support her assertion that the rap text is a
“transitional” one, that is, the rap text is a hgbof oral and written modes. Data from this study,
which are very consistent with existing literattinat oral and written texts have their separatensiea
of keeping records of knowledge or separate mebaspession (Goody, 1977; Havelock, 1963: 61-
68; Tonkin, 1992; Ong, 2000: 57), suggest that atten how written the rap text may appear to be,
it still remains an oral text in substance andexture (Lord, 2000, 124-128). This research further

postulates that the rap art is primarily an oraé.oRurthermore, Englert’s (2008) contribution of
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categorizing Tanzanian rappers into superstarsuadéerground rappers to hip hop literature needs
commendation. While the analysis of data gatheredhis research strongly supports Englert’s
categorization of rappers into superstars and gndend rappers, it does not support her position
that the two are in binary opposition to each otaed that being in one category is mutually
exclusive to the other category. The differenceehgmon the system of categorization. Englert bases
her categorization on economic factors but theysimabf the data from this research discovered that
the distinction between the two categories in fepis based on how experimental it is, and, to be
precise, on the degree of subversive materials phejuce against the mainstream culture. Sarkodie,
Guru, Yaa Pono and many more Tema rappers areupérstars, that is, they are rich by the
definition of Englert, but they all pride themsedvef still being underground rappers because they
still keep surprising their fans with more expemta rhythms and lyrics.

All these findings have certain implications. Sdlgidhe Ghanaian youth, using hiplife as a medns o
expression jettison institutional pathways and teregw cultural pathways for themselves. This new
cultural development goes in tandem with emergcwnemies in Ghana which when paid attention
to could help improve the economic profile of tleuetry. Again, information from this research is
to help Ghanaian readers, and other readers formtagter, understand the realities of the hiplife
culture within the context of globalization. Polieyakers could also be beneficiaries of these
findings. In the educational sector, knowledge gdifrom this research can also add to a corpus of
teaching materials designed to help students d\als of our educational structure — basic, genio
high and university levels — to better appreciatgrtidentity in the Ghanaian contemporary culture.
For purposes of helping to solve the current empkayt crisis in Ghana, music institutions could
also use these materials to train young musicidrs ave interested in taking up rap as a careeh Wit
a little bit of conditioning, these findings caneevhelp promote the theory of performance in papula

culture in literary studies in the Ghanaian uniitegs, a study that has already started in the Kevam
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Nkrumah University of Science and Technology, Ghéwi so far with little success. These findings
could also help to enrich the study of power a®mctin Political Sciences, Diasporic Studies,
History and Gender Studies departments in our usitves.

Finally, these findings open up new opportunities firther research on hiplife or other arts, even
traditional ones, related to the hiplife. Akan aratis replete with musical genres which have simil
psalmodizing structures to the linguistic art gbliie. This half speech, half melody because of its
lack of the requisite range to be called melody @uedrequisite tonal structure of speech to besdall

speech, as in the Ghanaian Methodist Ebibidwomfoasangs and a lot of Ghanaian children
rhythms (Braloiu, 1956) needs a lot of research attention towhmore light on the role Akan

orature plays in some Akan musical structures.

Even though the hiplife culture is generally pevedi as compromising moral standards in Ghana by
the old generation, this research has revealeditthsitan emerging culture worthy of being paid
attention to. The findings in this research clealdynonstrate that it is important that all Ghansjan
not only the youth, know the extent to which anytemporary or modern culture of theirs is a
localized one (Cook, 2004: 108, citing Condry, 1,9G@hsburg et al. 2002; Moulard-Kouka, 2005)
and the extent to which it is a globalised one lfereand Weisberg, 2002: 274, see also Appadurai,
1996). Such information, which forms the bulk ofstihesearch, will not only help Ghanaians in
general and the youth in particular to better aoiestcontemporary identities by knowing which
portion of that contemporary culture is local andichk is foreign, but as indicated earlier, itlwil
also help them to better navigate the global celtartheir advantage.

This emerging culture — a combination of local &okign culture - is about the new experiential
realities of the Ghanaian youth — thinking and ifeelof the Ghanaian youth - expressed in
performative terms through the hiplife art. Cergirhiplife art and culture deserve more attention

than they have had in recent times.
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Okyeame Quophi bares it all — Akyeame broke up due  to jealousy and ill advice

Certainly all is not well between former members of the popular hiplife group of the late 90’s and early 2000's, Akyeame. Following
recent comments by Okyeame Quophi advising musicians not to form groups, and blaming Okyeame Kwame for their disbandment, his
actions have been interpreted as bitterness in certain sections of the media. However, the rapper/producer/video director/radio and TV

presenter says he has too much going for him at the moment to be bitter or jealous about his former group member.

According to Quophi, he is very disappointed in the way the writer on Ghanacelebrities.com made him to look, just because he had

expressed his general opinion on the issue of break ups in our music industry, citing Akyeame as an example.

“The story contains bias and it's evident that, it was tailored to destroy me as a person and to speculate what my feeling probably is,
concerning an issue | have refused to comment on for seven years. Seriously my decision not release records after ‘Quophilosophy’
was basically to allow my brother to have his shine since it looked like he was too hungry for it and anything from me would be

destruction,” comments Okyeame Quophi.

“I have Emklan to run, a wife and two kids to take care of, a radio show every morning, a TV show every weekend, and other
businesses and obviously don’t have any idle time to discuss people. Who | choose to be happy for is my prerogative and don’t think
needs publishing. What the writer doesn’t know is, it was jealousy and ill advice of his sort and not diverse opinion that destroyed eleven
years of blood sweat and tears that was used in making the Akyeame name. That is years of my life and money | am talking about. At

the, end of the day, the writer is trying to make a name | guess.”

According to him, he and Okyeame Kwame were on cool terms before the release of his last album. He traces the root of any problem

that may exist between the two to a number of factors.

“He lived in my house on and off for almost two months, sometimes with his dancers. He received any financial assistance he needed

from me during the promotion of the album. That was the period we recorded the two new songs we have. If | am not miscalculating, he

even impregnated his wife in my house. During his acceptance speech at Ghana Music Awards, who did he thank for allowing him stay

in his house? Was it not KOD?"

Quophi adds that things got worse with the release of Obrafour’s controversial hit, ‘Kasiebo’

“Later his beef became, why | played Obrafuor’'s Kasiebo so much on my radio show knowing the song was against him. As a good

presenter, | put my choice of music last and rather satisfy the needs of my numerous listeners. What they want to hear is what | play.
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This | discussed severally with him and even together sought ways to curb the problem. As fate would have it, when people started
talking about this same issue, he decided to play the devil's advocate. He placed a call to my elder brother saying i had joined forces

with others to pull him down. That | think is very funny.”

But even before ‘Kasiebo’, there appeared to be some dissatisfaction with Okyeame Kwame’s Ghana Music Award Song of the Year,
‘Woso'. According to Quophi, the song in its entirety is just the Twi version of a song (Shake Dem Demons Off), which he produced for
an American rap artiste by name Dark Side, when he was resident Recording and Mixing Engineer at All for Won Studios in Columbus

Ohio, USA.

“I contracted a graphic designer friend of mine to pull a job for me on my computer. He discovered the song (the original by Dark Side),
copied it and later played it to a Kumasi based radio presenter who later aired the song. As | speak, am still dealing with this graphic
designer. If | had wanted to sabotage the progress of the song in any way, would | have waited till later? Why he didn't call for

clarification and went on to make those baseless accusations | don’t know.

He explains that he is only human and can only take so much; and that he can’'t continuously be around people that always expect him
to justify his every action. Hence, he is better off apart. According to Okyeame Quophi, solo acts stand a better chance of succeeding in

the industry than groups, and he would not at this point in his life want to get himself involved in anything as such.

“When | agreed to do a come back album, it was for the fans of Akyeame who kept pushing for it. Unfortunately, it's evidently beyond
repairs and that cannot materialize. That Ghana Music Awards performance will be the last. | am done with it, and a name change is on

the way. For my music, it's gotten even better against the wish of the haters and will be putting out singles for my fans soon from.

www.ghanaweb.com, 19/09/10
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Kaseebo (Feat. Guru)

Obrafour

Yee, onwunu adwo, my people,

yerebo dawuro, nti monye aso

(2x)

Yerekyeakyea mo nyinaa, yede nkaseebo
erebre mo nyinaa (2x)

La la la la la, mmiensa, mmienu,

baako, hwii tem

La la la la la, se woapue, se¢ asa,

afei, ka w'ano to mu

Guru

Oman dehyee merekyea mo, Execution
FM na mo aso gu so

Nonsia kaseebo, mederebre mo

Mo somfo Guru na ede kaseebo yi rebre mo

Nsem no doo so, mebo no tofa

Dee adi mu akotene nso na mederebeto dwa

Yee, it is evening time, my people
We are on the air, so listen

(2x)
We greet you all; this is the news
To you all (2x)

La, la, la, la, la, three, two

One, hwii tem

La, la, la, la, la, you are now out
That is all, just shut up

Dear listeners, I greet you all
You are listening to Execution FM
This is six o’clock news
It is your servant Guru with the news
We will sum up all we have

Here are the headlines

Yewo soprase bi wo ahoma bi a ewo yen telefdn We have a surprise on our line

Ne latest track mpo na mede aye me ringtone [ have used his latest as my ringtone

Agya, mema wo akwaaba ba wo efidie yi so

FM yi wo nsem bi a, yepe se yebisa wo
€ye a, nkrofo taa fre bisa me se,

merebeka no sen, Obrafoo yi wo Ghana ha?

Ebinom se yetee wo nka wo America,
campaign trail, wo ne Obama, eye ampa?
€no nti na meboo kontene koo Twi

koo Breman, nsemtwerefoo ebepee wo
Agya merebisa wo kosan, wo dee gyina

so minute tiawa bi ma memmo me bow-tie

You've been away for too long

Ama mpopotwewa bi ahye asee regroo horn

Nti da ben koraa na wobepue, w'apawa

foforo no, da ben na woreda no adi
Obrafour

I welcome you to this station

This FM would like to ask you

where you have been?

Is Obrafoo in Ghana?

Some say you were in America
On the campaign trail of Obama

That was why I checked everywhere

Journalists were looking for you
Can I ask you a question?

Can I wear my bow tie

You have been away for too long

Some fingerlings are growing horns
So when will come out?
When will your latest be released?

Obrafour
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Meda wo ase, wose deen ni, radio ben ni Thank you, you say? Which network?

Hello, hello, hello Hello, hello, hello

(Yete wo nka, wo dee kasa) (We hear you so speak)

Yei, m'ahoma yi koraa deen ni? My line is giving me troubles

Wote me nka (Aane), metumi kasa Do you hear me? (Yes) Can I speak?
(Aane, ko so) (Yes, go on)

Obrafour Obrafour

Ei, sorry, na m'ahoma no retwitwa Ei, sorry, the line is breaking

Yoo, wei dee woabisa bi, na me nsem pa Yoo, you can now speak
€ye nokware trodoo, motee me nka akye Itis true, itis a long time you heard of me

Mekoogye m'ahome, €to da a, na I went on leave, I went into hibernation
mede me ho ate

Na wose sen, wose, me ne Obama What are saying, that [ am with Obama
na, yereto Hosanna, wo he? Oh Ghana! Singin Hosann, Oh Ghana!

Me mpo meteee, yese mehye kanta, I even heard I was behind bars

nkrofoo se m'anum nsem asa, mentumi mpie da They say I run short of words,
€nso enye nokore, false propaganda I can’t came out, that is false propaganda

Nipa bonefoo, Taliban na Al-Qaeda Evil people, Taliban and Al-Qeada
Wokankye, nante, me nti na wokyante They chant, walk about because of me
€nee monya adaagye, afei na morebehwe ase Just wait, you are now going to fall
Mete ase, afei na merebeye no gidigidi I am around and will be stronger
Yeregyegye mo cedi cedi, mommehwe We take your cedi, come and see me

me fiili fiili, live on your TV TV Live on your TV, TV

Obrafoo mate praka na mereye huri Obrafour, nothing can stop me Guru
huri, ebeye mo se sini sini Guru This will look like the film

Okay, bra panyin, gyina so ansa, Okay, elder bro, stay on the line
amanfoo, yerekogye nkratoo aba Let us go for a short break

Obrafour Obrafour

Eii, eii, eh na ehye mu! Eii, eii, eh, so that is how people feel
Se menni ho anka, mope, They would be happier if I were not there
Agyinamoa nni fie a, nkura twe kekye When the cat is away, the mouse plays
Nye mo na moaye 0, me ara na maye It is not your fault; it is my mine

Se mekooye, maba, monbobo mo kete | am back so give me the platform

Na ehye mu, eii, ei, eii! So this is how you feel, eii, eii, eii
Guru Guru

Atiefoo, yekoogye nkra, afei yeaba bio Listeners, we are back from break
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Me ne Dbrafoo rebetoatoa yen Obrafour and I will continue
nkommos dide mu Our conversation
Dbrafoo, wowo ho? Anaa ye tetefon no ate ko?  Obrafour, where are you, our line !

Nti mo dee, momma yentoa kaseebo yi so Let us continue with our adverts

Yen nsa ka no a, yebesane de no ato ahoma ne so We will put him back on line

Nkra a yen nsa aka fri Kumasi ne s¢ Reports from Kumasi says
Nnwomtoni OK, nso akoto mona Singer OK, has defiled a small girl

Dde abaayewa bi a, adi nfee nnwotwe aforo mpa Who is barely eight years

Woanyeni no, woaye no dosodoso, awengaa He has destroyed her, peadophile

Ka na wu, eye sene se dee woretweetwee It is better to say the truth than to laugh
Dee onni nokore awene ne se retweetwee Those who do not know the truth have
Obedane san bedane, ene n'adwendwene Started laughing and that is his problem
Abodin fata wo a, na wodi ho poosu Who the cap fit, let him wear it

Nanso dee mehunu yi, mehunu won But what we see is like China phones

mo te se China phone There is an imposter

Obi agye aboso 'Best Rapper Alive', Who calls himself, “Best Rapper Alive”
nanso yehwehwee mu, ne albums But do not even have five albums

mpo nnuru five Nana, now that we have you on the line
Nana, woaba ahoma yi so, ma menbisa Let me ask you

wo, nsem bi sei, wodwene ho sen, anaa mereha wo?What is your take on that?

Obrafour Obrafour

Woama m'ani agye, me nnua, si abotere You make me happy, my bro, just be patien
Demokrasi nti, obiara ne n'adwenkyere Democracy has brought about free speech
Momma wo bo mfu awiase, Never be angry in this world

biribiara wo ne mmere Thereimmé for everything

nananom aka ato ho dada, masan sen sre Our elders have said it, | repeat

Yese okoto de anibre so dee enso a, obu n'apre When the crab holds where it not
supposed to, thedhtalls away

Monnyae no, woaye agre, daakye obeka nokore Leave him, he is aggressive, he faces the
The truth in fugur

Abrekyi a, obutu kwan ho mpo, se woanyini The lamb by the roadside claims it is
Old and the road also flatters it that it
Is old

Wose kwan nso se wanyini, na dee ode wo butuu ho What about the one who brought
It tie€r
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€ye a, na eye me mobo, odasani nhu ne ho mobo, I sometimes feel sad, he does not
Know he is in a sorry state

Pagya n'abeti se bepo na worekeka mu se osebo  Raises the shoulder and shouts like

The tiger
Se wogyenegyene wo ho a, wopae se mpompo  You misbehave and burst like the boil
Wo ara wokanfo wo ho a, enkye na If you praise yourself, you fall
woate ato
Guru Guru

Ah, ampa, w'ano ate, gyammre Ah, it is true, you are from the palace
wofiri ahenfie saa na mate That is what I have heard

Asembisa a, etwa too, Obrafoo,  Last question, Obrafour

konkonsa nii bi a, obetoo nsem A gossip has whispered in my ear
twerefoo

Metee nnwom bi, 'Killing the I heard a song, “Killing the game”

game', nti yebeye no yie a, eno So is “atopagyengyen” the way to correct
ne 'Atopa gyengyen' and repair hiplife?

Mepe se wokyere yen mu, simple [ want you to explain, they say

and short, yese Hiplife awu Hiplife is dead

Obrafour Obrafour

Oh, wahye da anaa, Krakye? Ewuu Oh, are you teasing me

daben na mante When did it die? And I didn’t hear?

Anaa yese moakye no awe Auntie Muni waakye Or you have eaten “waakye” with
Hiplife wu a, yebesu ama ye ti ate  it? If hiplife is dead, we will cry our head off
€nee se anka afei na yen nyinaa Then all of us are going to be in tatters

ye to betete

Dee menim ne se music is dynamic What I know is that music is dynamic

Dee ompe nsakrae ye no na ahunu amane You are in trouble when there is a change
Se awu o, enwuue 0, me dee enhia me If it is dead, that is not my business

€mom, woye odwomtonii, na woye okunini But if you are a great singer you change
Se emmere dane dane, na se nnwom mane mane a When time changes

Me nnua, ennwane nwane, dane wo My brother, don’t run, change too
ho bi

(Obrafoo, enye mmere) (Obrafour, it is not easy)

Wo dee, to wo bo na menkyere wo Just let me show you my concern

me me concern
Nsemfua a ewo nnwom mu a Obroni fre no content Content is what is lacking
€no na &to siin, mempe se mebobo din I don’t want to mention names
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Da foforo, ma me mmere na menkyere m'adwene At the appropriate time, I will tell
You my peace of mind

Guru Guru

Yoo, yen nsem pa o, amanfoo Yes, this is what we have by wapews
Dee moteee ne nka no ne Rap Sofoo Listeners, the one you heard was Rap Priest
Mo somfo Guru nie This is your servant Guru

Obrafour Obrafour

Yee, onwunu adwo, my people, Yee, it is evening time, my people
yerebo dawuro, nti monyaa aso We are bringing you the news, so listen
(2x) (2x)

La la la la la, mmiensa, mmienu, La la la la la, three, two

baako, hwii tem One, hwii tem

La la la la la, se woapie, s¢ asa, Lalala la la, you are now out

afei, ka w'ano to mu So shup up

La la la la la, mmiensa, mmienu, baako, hwii tem La la la la la, three, two , one
La la la la la, se woapie, se asa, afei, ka w'ano to mu La la la la la, you are out,
Mmiensa, mmienu, baako, hwii tem Shut up, three, two, one,

Se woapie, se asa, afei, ka w'ano to mu  You are now out so shut up
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