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Introduction

Music produced in Zimbabwe and South Africa expressed the joys, problems, politics,
and values of the people. Music played an integral role in the Zimbabwean liberation war, the
achievement of independence, and the critique of the post-independence government. Music
serves as a creator and an expression of cultural values. The arts are important aspects of cultural
identity formation at all levels. This holds from the “micro” level of small towns to the “macro”
level of the identity of an entire nation.

Pan-African ideology was a critical political movement in the twentieth century. Pan-
Africanism is a: “worldview that purports the oneness of black people by virtue of their common
ancestry in Africa, and which stresses the need for Africans who live in the Diaspora and on the
continent to form social, economic, and political links in order to improve their standing in the
world.”? Pan-Africanism had its foundations in the African Diaspora. Pan-Africanism is founded
on “feelings of dispossession, oppression, persecution, and rejection.” Pan-Africanism
developed from the racial inequalities, created through the institution of slavery, in the United
States and Caribbean. In the Diaspora, Africans faced inferiority based on race and isolation.
Pan-Africanism arose as pride in “blackness” and a longing for a connection to a lost history.*
The colonial project, through anthropology and oppression, created an African identity that was
dictated by European “knowledge” and the written record. Essentially, colonial anthropologists
developed their own theories of African identity, recorded these ideas, and influenced colonial

policy by re-teaching ideas of the African identity.’ In contrast, Pan-Africanism attempted to

2 Nicosia Shakes, “Marketing Pan-Africanism to a New Generation: A Case Study of Liberty Hall — the Legacy of
Marcus Garvey, Kingston, Jamaica,” in Pan-Africanism African Nationalism: Strengthening the Unity of Africa and
its Diaspora ed. B.F. Bankie and K. Mchombu, (Asmara: The Red Sea Press, Inc., 2008), 194.

3 Colin Legum, Pan Africanism: A Short Political Guide, (Westport: Greenwood Press Publishers, 1962), 15.

¢ Legum 19.

5 Ka%illlatu Kanneh, African Identities: Race, Nation, and Culture in Ethnography, Pan-Africanism and Black
Literatures, (London: Routledge, 1998), 18.



A A Al A A A A & & A L L L L R S SE SE K MK SE VR SR SK SE O GK SX OX X AX OF 4K 0K 4K 4K AF 4K 4

- TR AT A YRR VR T NAOT T RS IR TR B MG TR L PSRN T E IO 4 Y0k 5N TN Rl AL TN LW TR R

R LRI AL AVR W XTIV

rebuild an African identity based on mutual struggle across the continent and world. It rejected
the viewpoints of Western colonial ideology and tried to reappropriate an indigenous identity. It
asserted that all Africans, including those in the Diaspora, had complex and diverse cultures; but
it did imply that they shared commonalities and interests based on shared experiences of
subjugation and repression. Pan-African themes were utilized in the political, cultural, and
economic terms of the twentieth century. Africans used music, among other media, to articulate
and propagate Pan-African identities.

In his book, Songs that Won the Liberation War, Alec Pongweni articulates the
importance of music to any society but especially African societies. He argues that “music is the
first of the fine arts, by which every mind is moved. But music, however crude and simple,
speaks to every human heart, and this with dance constitutes nature’s general festival throughout
the earth; for the music of a nation in its most imperfect form and favourite tunes, displays the
internal character of the peoples.” The music of Zimbabwe reflected the beliefs of the people
partially because it was created directly by Africans.

Many of the liberation songs, in Zimbabwe, were part of a larger historical narrative of
resistance to white rule. Many artists used these different songs and appropriated them to specific
styles, genres, and themes. The importance of this communal sharing and mixing of musical
styles was that the community itself identified with these songs and the shared goal of a black

self-rule. Pongweni also argued that the war in Zimbabwe “emphasized and asserted the dignity

of an oppressed people and through its music, the vitality of folk art.”’

¢ Alec J.C. Pongweni, Songs that Won the Liberation War (Harare: The College Press), II.
7 .
Ibid., III.
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The music created during the colonial period was crucial to the Africans who had been oppressed
by white minority governments. But it may be asked whether music played an integral role in
identity development following independence?

This thesis traces music in Zimbabwe and South Africa during the reign of colonial
governments beginning with the Apartheid regime in 1950. Colonialism was a problem to which
Pan-Africanism was the solution. Following World War II, many European powers became
unable to maintain empires. The next fifty years saw the independence and development of
Africa through various struggles. Apartheid in South Africa and quasi-Apartheid in Southern
Rhodesia saw the legalization and institutionalized racial policies that limited African mobility.
The pervasive social problems and underdevelopment of Africans were evident through the
musical narratives of the people.

There is considerable literature on music in Africa. A lot of this scholarship has been
directed at the volatile situation in South Africa during the Apartheid government. In reference to
Zimbabwe, the liberation war remains a dominant theme. Within the scholarly resources on
Zimbabwean music, there are many different approaches, including anthropology, history,

linguistics, and ethnomusicology used to analyze music.

Alec Pongweni and Alice Kwaramba both did linguistic studies of the music of the
independence struggle. Pongweni focused on a wide range of musical genres, including songs
from guerilla choirs, branches of the nationalist armies during the conflict, and domestic
Zimbabwean artists based within the country. However as, Urther Rwafa and Maurice T. Vambe
have pointed out, Pongweni left out important topics, such as the role of women musicians. Alice

Kwaramba focused specifically on the work of Thomas Mapfumo, arguably the most famous
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musician from Zimbabwe, from independence to the 1990s. She dissected Mapfumo’s song texts
through the social problems in his music.

The role of mass media is important to the dissemination of music to large audiences. In
an unconventional study, Julie Frederikse examined the media and public consciousness and the
role that communication played in the liberation war and in the early independence era. Her work
is not a conventional scholarly book, but a compendium of collated primary materials:
interviews, newspapers and magazine cuttings, transcribed song texts, and other news mediums
interwoven with small blurbs of analysis that give one full sense of state policy and African
agency from multidimensional angles.

Fred Zindi’s book, Roots Rockin in Zimbabwe, provides useful narratives and interviews
of the specific artists influential during the liberation war and in independent Zimbabwe. His
work accounts for many of the musical influences in Zimbabwe and provides interviews with
many prominent artists during the 1980s.

David Coplan traced the lively musical production in the townships of South Africa in his
book In Township Tonight!: South Africans Black City Music and Theatre. Coplan addressed the
issue of music production within the racist Apartheid regime and also offered an example of the
complex way in which musical styles spread and mixed across national borders.

Thomas Turino’s book, Nationalists, Cosmopolitans, and Popular Music in Zimbabwe,
offers a highly valuable analysis of music in Zimbabwe. He focused mostly on the global forces
in the music of Zimbabwe. His extensive and well-researched book traced music from the 1930s
to the music following the liberation war. While Turino is essential to understanding the breadth
of music in the last century in Zimbabwe, some questions have emerged in scholarly discourse

about his classification of cosmopolitan and racial issues. According to Ezra Chitando, a scholar
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of music in Zimbabwe, much of Turino’s research focuses on Harare, the capital of Zimbabwe.
Chitando argues that this may have skewed Turino’s understanding of music and
cosmopolitanism in Zimbabwe. Chitando further argues that Turino’s argument misrepresented
the racial inequality in Zimbabwe. Despite an emerging black middle class, policies that
supported white dominance kept this middle class “traditional” because of economic policy.?

For this paper, there are important themes to address as contextualized in the various

sources used. ZANU and ZAPU were the principal nationalist forces in the liberation war. The
Zimbabwe African National Union (ZANU) was led by the more militant Robert Mugabe
towards the end of the liberation war. The army of this faction was called the Zimbabwe African
National Liberation Army (ZANLA), and its military operations and headquarters were in
Mozambique. ZANLA's liberation choirs were directly connected to the armed forces and not
the party itself. The other nationalist force was Zimbabwe African Peoples Union (ZAPU)
headed by Joshua Nkomo. The armed force was Zimbabwe People’s Revolutionary Army
(ZIRPA). At the most fundamental level, ZAPU aligned with the Soviets and tried to rally the
urban workers whereas ZANU aligned with China and tried to rally the peasants in the
countryside.

A lot of the traditional music produced in Zimbabwe is done in Shona and to a lesser
extent Ndebele. These are the two main linguistic groups in Zimbabwe. The Ndebele historically
resided in the western section of Zimbabwe. The ZAPU faction was largely associated with the
Ndebele while ZANU was tied to the Shona. There are many different languages used in South
Africa. Some of these include English, Afrikaans, Ndebele, Xhosa, and Zulu. In reference to the

song texts, the songs stemming from Zimbabwe were translated into English by various scholars.

® Ezra Chitando, Review of Nationalists, Cosmopolitans, and Popular Music in Zimbabwe, by Thomas Turino,
Zambezia (2002): 87.
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Similarly, the translations of the non-English songs by Masuku were also done by scholars. The

interpretation and ambiguities of translation is the work of those scholars.

Southern Africa

» e i S
gttt e B T

Colonialism

Music was a strong unifying force against colonial power structures in Southern Africa.
The repressive Apartheid policies in South Africa secured an elite status for whites while further
impoverishing Africans. Colonialism was a vile form of oppression shared by Africans among
different national contexts. Music, like other forms of cultural expression, mirrored the social

and political problems of its creators. In considering colonialism, artists addressed three main
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ideas: the white oppressors directly, songs of unity, and songs that critiqued society. Musical
production unified artist across national boundaries both in style and shared situations of colonial

power structures. Due to the power of music, artists were often the victims of colonial censorship

and violence.

Songs of White Oppression

One of the main themes in colonial music was the demarcation of the different factions
in the independence wars. Artists clearly labeled themselves as the victims of an oppressive
white regime. In Zimbabwe, guerilla fighters composed songs that questioned the legitimacy of
white rule. The guerilla song Maruza Vapambepfumi (You Have Lost the War you Marauders),
composed by Cde Chinx, spoke to the problem of colonialism and the exploitation of Africans:

You exploiters, you've experienced the war now.
ZANU's revolutionary war,

They came to Zimbabwe,

From Britain,

America,

France,

And from Germany, the lands of hunger and suffering.
They made for Zimbabwe

But this country belongs to the blacks

It flows with milk and honey,

Yes, but it’s our country.

They brought their guns to Zimbabwe

They came to hunt they said,

And would return to their homes-

The liars.”

In this song, Cde Chinx narrated the Zimbabwean war for independence. He clearly delineated
the different identities. The Africans were the rightful and oppressed owners of the land, which
the Western world had appropriated. In Zimbabwe, the history of colonialism was a liberating

theme and constructive history in the songs of both the home artists, musicians not directly

associated with ZANU and ZAPU, and guerilla choirs.

® Maruza Vapambepfumi, as translated in Alec Pongweni Songs that Won the Liberation War, 18.
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The First Chimurenga was a war fought in 1896-1897 between the British South African
Company and the Shona and Ndebele.'® Chimurenga is the Shona word for revolutionary
struggle.!! Guerilla forces invoked the First Chimurenga as opposition to white imperialism and
a symbol of black unity during the struggle for independence in the 1970s. Although these wars
were seventy years apart, they connected Africans to their ancestors’ struggle for independence.
Many Africans saw the war for independence as an extension of the 1896 war. This represented
the continuation of struggle against colonialism. The Zimbabwe African People’s Union (ZAPU)
published a journal called The Zimbabwe Review. In these journals, poetry and music composed
by the nationalist soldiers often appeared. In one poem, “Down with the Boer-Settler,” the poet
invoked history to describe the effects of imperialism.

The old peaceful folks-men

Used to mine and farm the land...

The Boers trekked in
They grabbed it all by force."”

This characterization of a “peaceful” community implied that the problems and violence in
Rhodesia were caused by the imperialism of the white settlers. While this was not an entirely
accurate account, it was an important narrative. This poem situated the history of colonialism as
a foundation and reason for present problems. It clearly articulated the people responsible, the

Boers, and the problem the colonial system. In order to solve these problems, Africans had to

remove the white government.

1% The First Chimurenga, or revolutionary struggle, occurred in 1896-97 between a Shona-Ndebele coalition and the
British South Africa Company. It is regarded by the black majority in Zimbabwe as the first war for independence.
The Second Chimurenga was the liberation war between ZAPU/ZANU and the illegitimate colonial regime of lan
Smith. In 1965, the white minority government of Rhodesia unilaterally declared independence from Britain; it
named Ian Smith as its Prime Minister. Between the mid 1960s-1979, this Rhodesian regime fought guerilla forces
(ZANU/ZAPU) to maintain the rule of the white minority in Rhodesia.

"' Alec Pongweni, Songs that Won the Liberation War, (Harare: The College Press), 1.

12 Gift Busarurwa, “Down With the Boer-Settler,” The Zimbabwe Review.
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The Nationalists framed the liberation war as the Second Chimurenga, thereby
comparing it to previous ancestors and indigenous culture. ZANU connected the First
Chimurenga to its revolutionary struggle as a part of their policy of “cultural nationalism.”" This
policy was cultivated by ZANU; although ZAPU published poems, their policy did not promote
as much cultural programming. However, the connection to the First Chimurenga was important
in both the discourses of ZANU and ZAPU. The nationalist choirs appealed to the previous

liberation struggle by invoking ancestral spirits. One song, Mbuya Nehanda, used Nehanda to

appeal to the masses. "

Nehanda's bones have come back to life.

Now the spear of ZANU is emitting fire

That fire is ZANU'’s gun.

The very gun that took our country. i

Nehanda was a spirit medium during the First Chimurenga. She provided inspiration but
was captured and executed by the British forces. ZANU’s use of Nehanda symbolized respect for
indigenous culture and connected the second liberation war to a longer history of resistance
against British rule.' This further legitimized the nationalist cause to the masses because it
depicted current violence as a continued fight against invaders and an illegitimate British regime.
This song falsified any claims for a white regime. Uniting the masses was a critical component to
the nationalist success. Identifying the reason for African poverty and immobility unified

Africans against a common oppressor. Music and poems offered an important media through

which Africans, both leaders of guerilla forces and non-fighters, focused their grievances on an

1 Thomas Turino, Nationalists, Cosmopolitans, and Popular Music in Zimbabwe, (Chicago: University of Chicago

Press, 2000), 209.
" Pongweni, 57.
'> Mbuya Nehanda, as translated in Alec Pongweni, Songs that Won the Liberation War, 56.

' Pongweni, 58.
10
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enemy. Despite many different languages, cultures, societies, and political boundaries, Africans
had at least one unifying force: colonialism.
Songs of Social Problems

Because of this shared experience of oppression, Pan-Africanism was a powerful tool
aimed at combating the inequalities created by colonial policies. Although colonialism took
many different forms, Africans, across the created boundaries of colonialism, united in the
different struggles for independence. Musicians spoke to the different social problems that
plagued African societies. These social problems directly stemmed from colonial policies. South
Africa and Zimbabwe were two cases in which music provided support for the struggle against
Apartheid in South Africa and the Rhodesian government in Zimbabwe.

Apartheid was the institutionalization of racial policies in South Africa that cemented the
political, social, and economic power for whites. The Afrikaaner-dominated National Party
gained political control in 1948; they reinforced the informal racial segregation that had existed
in the colonial government by creating a permanent policy of segregation.'” Despite the work of
the OAU, the destruction of the Apartheid regime did not take place until 1994.'® The OAU
attempted to build Pan-African unity via political support of anti-Apartheid struggles. Through
cultural production, Pan-Africanism was a weapon against the Apartheid government. In the
1950s and 1960s, musician Dorothy Masuku teamed with popular South African musicians Hugh
Masekela and Miriam Makeba. Masuku represents Southern Africa as a transnational cultural
unit. Her father was Zambian, her mother South African, and she was raised in Zimbabwe. Not

only did her music transcend national boundaries but she embodies the Pan-African spirit.

7 Ali A. Abdi, “Identity Formations and Deformations in South Africa: A Historical and Contemporary Overview,”

Journal of Black Studies 30 (1999): 148.
'® Adekunle, Ajala, Pan-Africanism: Evolution, Progress, and Prospects, (London: Andre Deutsch Limited, 1973),

381.

11
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She penned the songs that started the career of Makeba and became huge hits for Masekela."

Masuku was known for her deliberately political songs. The policies of the Apartheid
government aimed to socially engineer the permanence of white superiority. Masuku’s song, Dr.
Malan, addressed the pass laws in South Africa that restricted the movement of Africans.”

Dr. Malan has difficult laws.

Prime Minister Daniel Malan led South Africa from 1948 to 1954. In this song, Masuku both
directly addressed the Apartheid regime and alluded to the social issues at stake. The Pass Laws
Act of 1952 required that all non-whites carry a pass book in order to move throughout the
country. The Apartheid regime attempted to limit African spacial mobility and educational
mobility. The Pass Laws in South Africa controlled African movement in order to solidify
African identities. It constructed space that maintained segregation and white superiority.
Africans were meant to serve as labor for white controlled industries but remained in a separate
urban landscape. The construction of isolated urban space was not limited to the South African
government.

In the late 1950s and 1960s, an educated black middle class had emerged in Southern
Rhodesia whose members had attended mission schools.*' The complex nature of the class
chiasms in Southern Rhodesia centered on colonial policies limiting the growth of Africans. In
the quasi-Apartheid policies in Zimbabwe, mobility was an important factor in the creation of
white controlled African urbanity. As Maurice Vambe argued, African movement into urban
spaces was useful to white industry, as labor. However, to maintain the African identity as

“primitive,” the Rhodesian government controlled the movement of Africans to urban spaces

¥ David Coplan, /n Township Tonight!: South Africa’s Black City Music and Theatre (Chicago: The University of

Chicago Press, 2008), 175.
2 Banning Eyre, “Dorothy Masuka biography,” http://www.afropop.org, accessed February 13, 2011.
2! Thomas Turino, Interview by Banning Eyre, Afropop.org, October 2005, http://www.afropop.org, accessed

January 12, 2011.

12
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while maintaining their colonially generated rural homes.”? The song Hapana Chavo (Nothing
Belongs to Them), expressed the exploitation of Africans on the basis of colonial land policy:

They won''t leave our country to us

Because they claim

They have businesses to protect,

They have investments

They have farms

All these belong to the people to you the masses of Zimbabwe. -

This song addressed the uneven development in Zimbabwe. The Land Apportionment Act of
1930 forced most Africans to live on “Reserves” (basically communal lands) and prevented
Africans from purchasing nearly two-thirds of the land in Southern Rhodesia.2 These policies
allowed white to profit from previously African rural lands. It also fabricated an African identity
of laborer for both urban and rural businesses. Land expropriation was a fundamental cause of
the intense poverty faced by many Africans in Zimbabwe.

The limitations of all Africans existed despite beliefs that there was an African “middle
class.” Turino argued that the cosmopolitan black middle-class was unaware of local or
indigenous music practices, but this argument has been questioned by scholars of Zimbabwean
music. Ezra Chitando argued that Turino’s classification of the black middle did not address the
complex relationship between whites and blacks.”® The white-controlled UDI government
increasingly repressed all blacks by broadening the inequalities in land distribution, applying

police and military power.26 Turino’s argument that the black middle class was closely related to

the repressive white culture did not address this relationship of inequality. There was an

2 Maurice Taonezvi Vambe, * *‘Aya Mahobo’: Migrant Labour and the Cultural Semiotics of Harare (Mbare)
African Township, 1930-1970, African Identities 5, no.3, 356.

2 Hapana Chavo, as translated in Alec Pongweni, Songs That Won the Liberation War, 12.

 patrick Bond, Uneven Zimbabwe: A Study of Finance, Development, and Underdevelopment (Asmara: Africa
World Press, Inc., 1998), 93.

* Chitando, 88.

* Bond, 122.
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emerging middle class that appropriated some Western styles but the economic power of these
Africans was imagined. The Rhodesian government ensured that all blacks lacked sufficient
social mobility. The song lyrics addressed the racial inequality and the platform of Smith’s
regime that attempted to mask the continued exploitative policies of the previous British
imperialists.

In both Southern Rhodesia and South Africa, the government maintained separate but
blatantly unequal spheres for whites and blacks. This socially engineered the identities that
whites held so firm. It created an elite spacial status for whites, while limiting African growth
thereby producing the supposed identities of “primitive” Africans and “civilized” whites. The
similar features of colonialism in South Africa and Southern Rhodesia united Africans in a
shared experience.

Despite the large time gap, the music of Masuku and artists like Lucky Dube, a South
African reggae artist, remained connected by the thread of colonialism. In the later years of
Apartheid, the late 1980s, Dube released the album Slave. It featured the main track Slave that
challenged the issue of Apartheid in South Africa:

'Cos now I am a slave, a slave

I'm a slave

I'm just a liquor slave

I am a slave, a prisoner

I'm a slave
Just a liguor slave.”’

Outwardly, the song seemed to be about alcoholism, but the deeper meaning of African

enslavement under Apartheid was evident. Slave used the symbolic idea of slavery and its

relevant history to the African continent to represent the situation of Africans under Apartheid.

Liquor was an important avenue of colonial control but also African agency and economic

27 Lucky Dube, “Slave," Slave, Gallo Record Company, 1987.

14
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advancement. Historically, African women brewed African beer as a means of economic
subsistence that was limited due to colonial policies of repression. But in 1962, the Apartheid
government lifted the ban on African access to “European” liquor which was presumed to be
higher in alcohol content.?® However, it limited the economic opportunities of African agency in
the liquor industry.?’ Essentially, although Africans had gained the legal right to consume this
alcohol they could not profit economically. The law was engineered to serve white business
interests in the liquor market. When Dube alluded to liquor slaves, it both added ambiguity to his
lyrics and also lamented about the policies that had limited Africans.

Like Masuku, Dube focused on the limited freedoms of Africans. The pass laws restricted
the movement of Africans and spatially controlled Africans as a means of securing a system that
economically favored whites. Dube’s other explicitly political late 1980s song was Prisoner:

I asked the policeman and said

How much must I pay for my freedom?

He said to me, son

They won' t build no schools anymore

They won' t build no hospitals

All they' Il build will be prison, prison.”

Dube’s song directly addressed the unequal and racist education policies of the Apartheid
government.

The 1953 Bantu Education Act relegated the educational policy in South Aftica to the

Department of Education and Training.3 ! The education systems benefited the whites, offering

them better educational opportunities. The schooling system in South Africa was very

% Anne Mager, “The First Decade of ‘European Beer’ in Apartheid South Africa: The State, the Brewers, and the
Drinking Public, 1962-1972," The Journal of African History 40 (1999): 368.
29 1.

Ibid., 371
X Lucky Dube, “Prisoner,” Prisoner, Gallo Record Company, 1989.
3! Diane L. Brook, “From Exclusion to Inclusion: Racial Politics and South African Educational Reform,”
Anthropology and Education Quarterly 27 (1996): 208.
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