PAGE  
Higgins, C. 2013. When local and global scapes collide: Reterritorializing English in East Africa. In R. Rubdy & L. Alsagoff (eds.) The global-local interface and hybridity: Exploring language and identity  (pp. 17-42). Bristol: Multilingual Matters.

WHEN SCAPES COLLIDE: RETERRITORIALIZING ENGLISH IN EAST AFRICA
Christina Higgins

What is the mechanism that produces linguistic and cultural hybridity? In this chapter, I turn to the concept of scapes (Appadurai, 1990, 1996) as a way to explain how linguistic and cultural hybridities emerge and transform. I focus on the context of East Africa to explore how intersecting scapes produce new modes of meaning making, not only in linguistic terms, but also in the form of new spatial (scape-ist) arrangements. Intersecting scapes provide a way of explaining how English is reterritorialized in its local contexts, and they demonstrate how such reterritorialization is not always, or necessarily ever, an appropriation from the global contexts and/or ‘the west’, but rather, the re-scaping of already localized language. 

Drawing on data from the mediascapes of hip hop, advertising, and the ideoscapes of politics and public health education, I show that rather than simply adapting English to fit local purposes, Kenyans and Tanzanians localize English again and again by exploiting the multivocality (Higgins, 2009) of the language to simultaneously index the multiple meanings associated with each scape.  

SCAPES AND LINGUISTIC FLOWS
A 2007 edition of the cartoon Besela (see Figure 1), published in Tanzanian comic books and newspapers, summarizes well what happens when various scapes (Appadurai, 1990) of social life collide. The three-frame cartoon depicts a middle-aged male teacher who is teaching a Swahili lesson on proverbs, a form of ‘culture’ teaching that is dominant in Tanzanian schools. The example depicts the fluid mediascape of popular culture (in the form of Tanzanian Bongo Flava, or already-localized hip hop) within the mediascape of a popular magazine, Mahaba ya Pwani. The educational goal for the day, to teach Swahili proverbs, is thwarted not only by the intrusion of Bongo Flava into the orderly teaching of Swahili oral tradition, but also by the students’ boisterous and unsolicited participation in the class, a behavior which is in reality uncommon, and which would be typically responded to with the prompt delivery of corporal punishment by teachers.
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Figure 1. Besela by John Oscar (in Mahaba ya Pwani, 2007, vol. 8)

In the first frame, the teacher explains that his purpose is to help the students, and he asks if there are any questions. He expresses pleasure with the fact that the students are silent, which he takes to mean that they have understood his lesson perfectly thus far. In the second frame, the teacher continues his proverb lesson and asks one of the students, Besela, to finish the proverb that begins with Mficha uchi (‘One who hides their nakedness . . .’). This is one of the best-known proverbs in Tanzania, and every student would know that it finishes with hazai (‘doesn’t have children’), meaning that people should be willing to talk about their problems with others in order to find solutions or to cope with difficulties. 

Though this proverb has been in use for many years with its original meaning intact, the proverb has recently been incorporated into a popular Bongo Flava (Tanzanian hip hop) song by the artist Mchizi Mox, where it was given a strongly sexual nature. In the third and final frame of the cartoon, Besela stands up, ready to answer the teacher’s question. He says, ‘Mbona ize hivyo?’ (‘What such an easy one?’), thus making clear that he is an expert on such oral traditions, which he labels ‘ize’ (‘easy’). Instead of demonstrating his knowledge of traditional Swahili proverbs, however, he sings a verse of Mchizi Mox’s song, leading the teacher to drop his Swahili book, clap his hand to his forehead, and say ‘Toba yarabi Bongo Flava kha! Mox, umeniharibia kazi. Aisee kamusi zote zimeekspiya sasa’ (‘Good grief this Bongo Flava! Mox, you’ve destroyed my work. Now, all of the dictionaries have expired’). The cartoon is funny precisely because Bongo Flava-style language is in the ‘wrong’ context – in fact, even the students’ body language is maladjusted to a Tanzanian classroom in the final frame. As those familiar with Tanzanian educational contexts know, such behavior would be impossible to find in an actual classroom, and the cartoon is presenting a situation that only exists in the imaginary. However, the point to be made here with this example is how the language in the scape of education can ekspiya ‘expire’ because it becomes reterritorialized (Deleuze & Guattari, 1972) in other domains of life— in this case, local hip hop music. 

The sort of fluidity across the domains of education and popular culture illustrates how we can see hybridity as the product of global and local flows within shifting scapes. Appadurai (1990: 7) describes five scapes to establish the major ‘building blocks of . . . the multiple worlds that are constituted by the historically situated imaginations of persons and groups spread around the globe’, and refers to these sets of flows as the 1) ethnoscape (flows of people); 2) technoscape (flows of technology); 3) financescape (flows of money); 4) mediascape (flows of information and cultural expression); and 5) ideoscape (flows of ideas and philosophies). The scapes are amorphous due to their global spread (e.g., the World Bank’s funding scheme creates multinational, multilevel financescapes, which do not exist in one place), and often take form only in the imagination (e.g., popular culture can be a source of identification for young people in the form of a global hip hop youth culture in the mediascape).  

When scapes collide, as is illustrated with the Besela example above, the result is that the sociolinguistics of one scape (in this case, the mediascape) enter into that of another (the ideoscape of education). While these scapes may have previously exhibited more separation at the level of speech genres (Bakhtin, 1986 [1978]), their collision provides the necessary context for linguistic hybridity to emerge at the surface. This collision is depicted below to highlight the way in which previously separate scapes underneath language can produce hybridity at the linguistic surface:

SEPARATE SPEECH GENRES


HYBRIDITY IN LANGUAGE



Figure 2. Linguistic hybridity as a result of scapes colliding.

Despite the abundant linguistic evidence to the contrary, most academic representations of global English depict English as a code that functions both linguistically and ideologically apart from other languages in local linguistic landscapes. Next, I briefly discuss this perspective before turning to the challenges that language use in East Africa present for such a stance.

ENGLISH AS SEPARATE


Much academic work that describes the appropriation of English in local contexts treats English as a separate code, entirely distinct from other local languages in both form and function. English is frequently presented as a part of extended diglossia (Fishman, 1967), for it is described as an institutional language of schools, international business, and parliaments, far removed from other more ‘localized’ contexts such as the home, the marketplace, or popular culture (cf. Kachru et al., 2006; Kirkpatrick, 2007). English is also ideologically constructed as a language that does not belong to the local context, for it is argued to be a largely instrumental language and hence, is referred to in relatively distant terms in catch phrases such as a language of ‘wider communication’, a language for ‘global competitiveness’, and most obviously, a ‘foreign’ language (Kachru & Nelson, 2006; Murata & Jenkins, 2009). It is presumed to mark an international point of view, or to act as a reference point to global/western identities, rather than to construct a sense of the local. In terms of identity construction, it is held at arms-length, rather than seen as a local language.  


Nonetheless, actual contemporary manifestations of English in the world challenge these dominant conceptualizations of this ‘global’ language (cf. Pennycook, 2003, 2007). Though it is most frequently described in monolectal ways in World Englishes literature, thus providing ease of comparison with center and periphery varieties, English often intersects with other languages, forming amalgalms such as Hinglish, Franglais, Spanglish, and Japlish. English is mixed with other languages on the street in advertisements, in the consumption of popular culture, and in everyday conversations. Because it occurs in a hybrid manner, however, it is not usually recognized as ‘English’ due to the impact of the centripetal forces of linguistic purity. 


Furthermore, English does not constantly retain a non-local quality. Instead, it can create new ways for people to comment on local societal changes that result from global and local flows. Another cartoon from Tanzania illustrates the double-voice that English can provide for people to comment on local realities (Figure 3). Here we see a foreigner greeting a Tanzanian woman in (apparent) English, exclaiming ‘Hawa yu mama!’ (‘How are you, mother?’). The woman responds in Swahili, stating ‘We mzungu vipi mie sio Hawa’ (‘What’s wrong with you, foreigner, I’m not Hawa’), pointing out that he has mistaken her for someone else named Hawa, which is the East African name for ‘Eve’, originally derived from Arabic. The cartoon comments on the ethnoscape of tourists, missionaries, and foreign workers, and its impact on the linguistic landscape of Tanzania.
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Figure 3. Hawa yu Mama! (‘how are you mother?’) in Kingo, 2001. Reproduced with permission of James Gayo.

The cartoon is funny not because the two fail to understand each other – but because the reader, who is expected to know both English and Swahili, can see that the utterance Hawa yu mama! can be taken as English and Swahili at the same time, and this bivalent meaning is the foundation of this cartoon’s joke. Hawa works both as a Swahili name and as English ‘how are’, and yu can be taken as a shortened Swahili copula (yuko), thus meaning ‘You are Eve, Mother!’, an arguably odd thing to exclaim to an older woman one does not know; alternatively, yu can be read as English ‘you’. The simultaneity of meanings that this utterance produces for the bilingual reader is what makes this cartoon effective. Such humor that relies on knowledge of English as a way to critically and humorously interrogate local identities in relation to global flows is also found in Kenya (Higgins, 2009), South Korea (Park, 2009), and Hong Kong (Tsang & Wong, 2004). 
LOOKING UNDERNEATH LANGUAGE

In order to better understand hybridity, we need to examine the important shifting underneath language in the scapes where language is used. Taking the case of advertising in Tanzania, hybrid languages involving English seem to have become a legitimate form of language for selling goods and services, and more importantly, for selling consumer identities. In Dar es Salaam, these hybrid languages originate from the ethnoscape of the kijiweni (‘street corner’) where people, and especially the young and underemployed, congregate to pass the time. Lugha ya mitaani (‘street language’) has now become reterritorialized by the array of heavily competitive mobile phone companies’ advertising campaigns in the mediascape. For example, the mobile phone company Tigo started running their Longa Longer ads in 2009, juxtaposing the street term longa (‘chat’) next to ‘longer’ as a way to draw attention to the cheap rates offered (see Figure 4). The result is a double-voiced reference to the lengthy amount of time Tigo provided their customers, at least for those who recognized the interplay of street language and English.
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Figure 4. Tigo’s 2010 ad announcing a rate








of 1 shilling per second, 24 hours a day.

Despite the usual stigma associated with street language in other scapes (i.e., the ideoscape of education, the mediascape of mainstream journalism), mobile phone companies have been using this non-standardized language for the past decade in an attempt to capitalize on the power of the mediascape and its key player, hip hop. Hence, street language has become commodified, corporatized, and marketed back to those who produced it in the first place. Of course, music artists, actors, and others in the public eye have long been paid to market products. Moreover, how such individuals talk has long been of interest to young people especially as one way to fashion cool, streetwise identities (cf. Alim, 2006). However, what is of note here is that the language that is associated with the spheres of the ‘underclass’ is being ‘elevated’ to the status of commodity because of shifting scapes. Moreover, while the scape of hip hop had already been localized since it had already intersected with the scape of the street, this new intersection of scapes (hip hop, advertising, and street) creates new meanings in all three scapes: hip hop is increasingly commercialized, advertising is increasingly cool, and the street becomes a less unknown or underground place.


Next, I turn to examples of shifting scapes that explore how hip hop language in East Africa has become altered through its movement from the sphere of the mediascape to the ideoscapes of politics and HIV/AIDS awareness. I present examples from both Kenya and Tanzania to show the range of altered meanings that such shifts can produce.

HIP HOP INTERSECTS WITH POLITICS IN KENYA
In 2002, Kenyan rappers Gidi Gidi Maji Maji released ‘Who Can Bwogo Me?’, and the song quickly became the number one song on Kenya’s radio charts. Though first titled ‘Who Can Bwogo Me?’, the song came to be known as ‘Unbwogable’, a Sheng word that is comprised of the Dholuo word bwogo (‘to be shaken’) inside an English frame, thus meaning ‘un-scare-able’.  The song was written as Gidi Gidi Maji Maji’s ‘come back’ effort after the commercial failure of their first album due to corrupt music industry producers (Nyairo & Ogude, 2005). The first verse of the song voices the rappers’ frustration with the music industry, but the lyrics seemed to voice the feelings of many Kenyans who faced daily encounters with bureaucracy, corruption, and a decayed economy. In the verse, Maji Maji, one of the singers of the group, asserts his ethnic identity as Luo, and this characteristic is presented as an aspect of perseverance in the lyrics.  


‘Who Can Bwogo Me?’, Gidi Gidi Maji Maji (2002)


What the hell is you looking for 
Can a young Luo make money any more 

Shake your feet baby girl enango (‘what is it’?)


Majimaji nyakwar ondijo  (‘Maji Maji grandchild of Ondinjo, I am Luo’)


Am a Luo but who are you? 

What are you? 

Who the hell do you think you are? 

Do you know me? 

Do I know you? 

Get the hell out of ma face because hey I am unbwogable 

I am unbeatable 

I am unsueable 

So if you like ma song sing it for me I say


CHORUS


Who can bwogo me 


I am unbwogable

The third verse of the song provides Gidi Gidi, the other member of the group, with the chance to advertise his own determination in the face of challenging obstacles. He declares himself to be well known and his music to be lucrative, like a ‘hot pepper’. Then, he turns to Dholuo to pronounce his greatness, stating that no one in Kanyamwar or Homabay (Luo-populated districts of Kenya) compares to him. 


Listen, nobody can bwogo me 

Neither nobody can bwogo this 

Gidigidi big name, am saleable 

Kama pilipili, yes am terrible  (‘Like hot peppers’)


Kanyamwa homabay ng'ama chalo koda  (‘in Kanyamwar, Homabay, who is like me?’)


Do you know Gidigidi is unbwogable

While this self-praise could be identified as a form of conceit often found in west-based hip hop and ultimately derived from African American storytelling traditions, Nyairo and Ogude (2005: 237) explain that the Luo group is performing pakruok (‘self praise’), the act of ‘inject[ing] one’s social credentials and authority’ into a musical performance in order to receive the attention one deserves from the audience. This is a case of what Pennycook and Mitchell (2009) describe as the indigeneity of hip hop when they write, ‘It is not so much the case that hip hop merely takes on local characteristics, but rather that it has always been local’ (p. 30). In the case of ‘Unbwogable’, it becomes impossible to know to what degree the acts of self-aggrandizement are influenced by west-based hip hop, or how much they represent the indigenous cultural practices of the Luo people. 

This multivocality is what seems to have allowed the song to become an anthem for opposition to the ruling party in 2002. That year, Mwai Kibaki, the leader of the opposition parties known as the National Rainbow Coalition (NARC), led a presidential campaign that garnered great optimism as it promised real reforms in a country that had experienced a high degree of corruption under the ruling party, the Kenyan African National Union (KANU). In a pre-election rally, Kibaki shouted to the audience ‘We are unbwogable!’, and in the months that followed, Unbwogable became the slogan for Kibaki’s campaign. In an analysis of why a song that promoted the Luo so clearly was politically successful in a nation that has endured decades of tribal politics, Nyairo and Ogude explain 
This fusing of tongues – English and Luo – is a testament to a new Kenya, one that breaks with the earlier constructed Kenyan past in the sense of separate ethnic identities, and instead attests to the multiple and fluid identities that are increasingly defining postcolonial, particularly urban, Kenya. (2005: 239)

After the song became associated with Kibaki’s campaign, the government-regulated radio station (which was overseen by KANU officials) stopped playing the popular song. It moved out of its mediascape, where it was a ‘come back’ song for Gidi Gidi Maji Maji and moved into the ideoscape of politics, where it became a ‘we will overcome’ song for the NARC Coalition. Gidi Gidi Maji Maji signed a licensing deal with NARC and the multivocality of unbwogable continued to gain new voices. The band produced remixes of the song that rewrote KANU’s history, pointing out the corruption of the ruling party during the pre-election months (Nyairo & Ogude, 2005). They also marketed t-shirts and other paraphernalia with the slogan unbwogable on it, and these became a very popular way of expressing support for the opposition to the ruling party. 

While the word was identified as Sheng and as Luo in its earlier incarnations, unbwogable became classified as a form of English due to its circulation (and value) in political spheres of life. In December of 2002, Daniel Arap Moi, the nation’s longstanding leader, lost to Kibaki. After being sworn in as Kenya’s president, Kibaki continued to use the term to praise the unbwogable character of the Kenyan people in political speeches. Once the new government was in power, unbwogable found its way into parliamentary proceedings, and when the word was questioned by the Speaker as ‘unparliamentary language’, Vice-President Michael Wamalwa defended its use, arguing that the ‘English language is a growing language . . . Unbwogable captures the mood and soon it will be acceptable’ (East African Standard, 20 February 2003, cited in Nyairo & Ogude, 2005: 244).  

HIP HOP INTERSECTS WITH HIV/AIDS EDUCATION IN TANZANIA
A final example I discuss in this chapter is how the already-localized language of hip hop has become more hybrid due to being re-scaped through its affiliation with the ideoscape of HIV/AIDS awareness in Tanzania. To illustrate this, I discuss the re-territorialization of English-derived words that refer to young women in Bongo Flava lyrics. I first briefly illustrate how these English-derived terms are used to relate to a man’s fantasy world where women are mostly sex objects. Then, I explore how male artists use these terms within Swahinglish lyrics to critique these lifestyle choices due to the intersecting scape of HIV/AIDS education.

Masista du and Mademu as Sexual Starlets in Bongo Flava
The content of Bongo Flava lyrics vary according to the goals of the artists. Artists such as Mr. II/Sugu, Professor Jay, and Mwanafalsafa (‘Mr. Philosopher’) sing about social problems like corruption and poverty, while others such as Mchizi Mox, Ngwair, and Dully Sykes are best known for songs celebrating drugs, alcohol, and sex. In this latter strand of Bongo Flava known as party music, the lyrics tend to focus on living the ‘high life’, characterized by the enjoyment of material and sexual pleasures. The language varieties that appear in Bongo Flava include Street Swahili, appropriated forms of African American English (AAE), appropriated forms of Jamaican Creole, and various types of blending with English including codeswitching, often referred to by Tanzanians themselves as Swanglish.   

One of these words, sista, is actually bivalent (Woolard, 1998), or even multivalent, since it can be heard as a Tanzanian English word for ‘nun’, or as a way to refer to a young woman in  Tanzanian English, Swahili, or street language. Sista is obviously a re-territorialized form of the English word ‘sister’, but it has more recently acquired the connotations of African American English (AAE) ‘sistah’, and it can also be interpreted as a calque of Swahili dada (‘sister’), a common vocative for young women in East Africa. If it comes along with du (an interjection particle meaning ‘oh’), it immediately becomes Street Swahili, meaning ‘hottie’ or ‘beautiful towngirl’ (Reuster-Jahn & Kießling, 2006). The phrase sista du is very similar to another English-derived word for young women, demu, (< ‘dame’). In my observations, demu is used in less respectful ways than sista or sista du and is typically not used to refer to a woman who is within earshot. Nevertheless, young men often use the word to refer to their (non-present) girlfriends or to point out someone else’s embarrassing lack of having a girlfriend. Significantly, the word demu also gets used in gossip-oriented newspapers involving scandalous stories about sexually loose women.
Rapping about living it up 

A great deal of Bongo Flava has used the terms sista, sista du, and demu to sing about a certain kind of modern young woman whose (always urban) lifestyle is marked by spending a great deal of leisure time in nightclubs and expensive bars, seeking the company of well-to-do men, dressing in tight, western clothing, and being sexually liberated. Ngwair’s 2005 song ‘She Gotta Gwan’, whose title makes use of appropriated Jamaican Creole, employs the word masista du (pluralized with Swahili plural marker ma-) to exalt the beauty of a young woman who stands out in the crowd at a dance club. She is prized for her sexuality, and by the end of the song, she is portrayed as willing to go home with a man from the club. 


‘She Gotta Gwan’ Ngwair (2005)

Tukianzia uzuri tu she gotta gwan 
If we start with the best, she got it goin on 

 
Tabia, heshima ndio duh she gotta gwan 
  Personality, respect, yes, she got it goin on 


Mpaka kwa masista du yeeh nabaki tu kusema  Of all the sisters, yeah, I still say, 


uuh she gotta gwan 
  uhh she got it goin on

Sitojali ashatembea na wangapi 
I won’t care that she’s been with many


Kuwa nawe maishani naona bahati                     Being with you in life is lucky


…


Nionyeshe zaidi ya nguo zako ulizovaa              Show me more than the clothes you wear


Nionyeshe zaidi ya ngozi yako ya kung’aa 
 Show me your skin that glistens


Nioneshe kile ambacho kitanipa raha                 Show me everything that gives me pleasure 

Hey hey hey hey 



  Hey hey hey hey

Similarly, in Dully Sykes’s song ‘Ladies Free’, demu and sista du are characterized as sexually aggressive women who enjoy their leisure time in Dar es Salaam’s nightclubs and who take advantage of men with means, such as Sykes himself. The demu and sista du are part of a hip urban scene in which rappers (Kebi, Jerry, and Mr. II) and modern living intermingle. Sykes’s song makes heavy use of Swahinglish and Street Swahili, two language varieties that strongly convey a cosmopolitan indexicality.
 
‘Ladies Free’, Dully Sykes (2004)


Ladies free, wala sijakosa Friday hii 

Ladies free, and I haven’t missed a Friday


Tena kulikucha wiki hii 


Again it’s coming this week


Hey yo mademu wanajazana kila kona
Hey yo dames are packed in every corner


Billicana na Mambo Club


Club Bilicanas and Mambo Club




Hey! hey oh! natoka kaunta ya chini 

Hey! Hey oh! I leave the lower counter


nakwenda ya juu



And head upstairs


Nawaona Kebi na Jerry wapo na Mr.II

I see Kebi and Jerry who are with Mr II 


Kwenye makochi meusi wapo masister du
On black couches are some hot sisters, oh!


Mmoja ananibomu nimnunulie redbull

One of them asks me to buy her a redbull


Nikaona safi tu ah! mbona poa tu

I thought it was best, so just do it


Nikajiminya mwanaume nikatoa blue

I stopped complaining, and pulled out a blue


Nikamwambia keep change oh baby

I told her keep the change oh baby.

Here, the club scene, the linguistic choices, and references to urban commodities like Redbull entextualize demu and sister du in a particular kind of context. This urban and freewheeling setting is established through the expression ‘Ladies Free’, through the surrounding thematic content of being in the club, and through the juxtaposition of mademu and masister du with other Street Swahili expressions such as ananibom (‘she keeps asking me’) and blue (a 10,000 Shilling note, blue in color) whose meanings are not at all transparent from the English components alone. It is significant that Sykes can tell the young woman who keeps ‘bombing’ him for a drink to keep the change on a 10,000 shilling note (approximately $9), as this helps to construct Sykes’s life of leisure. Even in the expensive club, she would have kept at least half of the money as the change, a substantial amount for most Tanzanians.

The prevalence of HIV/AIDS in Tanzania and increasing attention to this pandemic by the government and international aid agencies, has dramatically shifted the social context of Bongo Flava and lyrics about sexual activity. Not surprisingly, this has had a major impact on the way that some artists sing about women and sexual relationships. In the next section, I examine the impact of these shifting contexts from 2000-2006, when the Tanzanian government’s attention to HIV/AIDS prevention focused a great deal of efforts on changing behaviors known to spread HIV. I also explore more recent lyrics about women in 2009-2010, when messages about stigma and living positively with HIV had become prevalent in public health campaigns.

Hybridity due to shifting contexts


Party songs focusing on enjoying the good life are still big hits in Bongo Flava, but this use of sista du and demu now competes with another context which uses these words within a context of critique. Increasing HIV rates in Tanzania and calls from the government and public health sector for hip hop artists to do what they can to battle the disease has paved the way for the mediascape of hip hop to become an educational zone. Public discourses about HIV/AIDS have become much more possible in Tanzania since 1999, when the Tanzanian government declared AIDS a national crisis. It is not surprising that the first popular song to focus on HIV/AIDS in Tanzania, ‘Sister sister’ by King Crazy GK, was released in 2000. Other macro-contextual changes during this time promoted public discussions of the disease, including the formation of a governmental organization called the Tanzanian Commission on AIDS that would implement a multisectoral campaign to fight the transmission of HIV. 
Next, we see how street-conscious terms for young women become re-territorialized in a context of critique. The new indexicalities are created through using these terms to critique, rather than to celebrate women’s sexual behaviors. In producing and interpreting lyrics, then, artists and their fellow audiences re-entextualize utterances from one set of discourses to another in order to create new meanings.

Masista and Mademu re-entextualized as behaviors for critique: 2000-2006

In contrast to songs that focus on leisure time and nightlife are songs by artists such as King Crazy GK, whose song titled ‘Sister sister’ characterizes masista as the target of criticism instead of symbols of desire. In the first part of the song, we see the words ‘sister sister’ to describe a ‘nice girl who got lost’ and a ‘dear who became disabled,’ expressions that depict the ‘sister’ as wayward while also entextualizing the Standard Swahili references for ‘nice girl’ (msichana mzuri) and ‘dear’ (mpenzi) as preferred ways of being. The actions of the sister of turning her back on her parents are described as akasacrifice (she then sacrificed), a Swanglish word that shows judgement on the part of the lyricist. 

 
‘Sister sister’, King Crazy GK (2000)


Maisha umeyachezea sasa
You’ve played around with your life 


mpenzi unalia 
now you cry


Sister sister!                                          Sister sister!


Eeh yo! Nakamata microphone rap       Eeh yo! I grab the microphone (to) rap


Na safari hii Crazy GK


 This is the journey of Crazy GK


Siyo kama naimba bali nalia
  It’s not that I’m singing, I’m crying out


Namlilia msichana mzuri aliyepotea
I cry for a nice girl who got became lost


Akaitoa shule sadaka sababu ya             She left school for the offer of 


starehe za muda mfupi


 good times


Halafu akasacrifice wazazi wake
 And then she sacrificed her parents 


ili awafuate mabwana                             to follow men


Bwana akamkimbia                                Her man left her


Mpenzi akawa kiguru na njia                 The dear became disabled on the way (w/o a man)

The song continues, and the outcome of ‘sister’ cutting ties with her parents follows. As a result of quitting school and leaving home, she gets pregnant again and again, actions which are described in Swahinglish as amepunch mpenzi, mashine akatega tena (‘She had sex with her lover and she got pregnant again’). The grim consequences of AIDS follow and ‘sister’ becomes entextualized with a negative set of behaviors as King Crazy GK laments ‘Oh, sister sister’. 


Wazazi nyumbani akawasusia
      She stopped visiting her parents


Akajiona amepunch mpenzi
      She punched (had sex) with her lover and the 



mashine akatega tena


          machine got her (she became pregnant again)


Ni watoto watano sasa anao 

          She’s got five children now 


UKIMWI juu ameambulia 

          and AIDS too


Ohh sister sister


          Oh sister sister

Another popular rapper, Noorah, also critiqued the actions of young, urban women who enjoy the high life in his song ‘Ukurusa wa Pili’ (‘Page Two’). The lyrics relate to the female groupies who fawn over him because of his success. A fellow MC chimes in as well, offering comments on Noorah’s tale at the end of most verses.


‘Ukurasa wa Pili’, Noorah (2006)


Attention please


This is another public announcement from MJ Records


Yo ndani ya gari navinjari
Yo in the car I’m hangin



na Prince Dully Sykes 
with Prince Dully Sykes


Namuona du! White, simjui
I see her, hey! Light-skinned, I don’t know her


Amevaa glasses
She’s wearing shades

 


‘Eti mambo!’ Safi. ‘Samahani,
‘What’s up?’ Nothin. ‘Excuse me, 


naomba lifti’ 
 can I get a lift?’


Unataka lifti?  ‘Eeh.’ Kapande
You want a lift? ‘Yes.’ Then take



kitega uchumi
an elevator


‘Ai kaka mbona unanijibu majibu
‘Oh fella why do you talk to me




ya kihuni’
like a hooligan?’


Hebu toka hapa mtakufa na UKIMWI
From this you will die from AIDS, 

nyie mabinti 
you daughters



MC: Jaman
MC: C’mon, people
Here we see the use of AAE ‘yo’ mixed with Street Swahili such as navinjari (‘I’m hangin’) alongside Swahinglish such as amevaa glasses (‘wearing (sun)glasses’). The demu in this case uses Swahinglish naomba lifti herself to ask for a ‘lift’, an expression which is quite common in Dar es Salaam. Here and throughout the song, Noorah depicts himself as smarter than these girls, using language that is either over their heads because of its streetwise quality, or through simply making fun of them. Like King Crazy GK, Noorah gives advice at the end of the verse to all young women, using the respectful Swahili word, mabinti (‘daughters’), to warn them about the threat of HIV/AIDS.


The song continues with explicit critique of demu. Like the young woman asking for a lift, these are women who pester Noorah with their interest in him, which he depicts as disingenuous since they only call him when he has just been on tour (and likely to have money). He jokes around with one woman who calls him on the phone, responding to the question Mbona siku hizi huonekani? (‘Why don't I see you these days?’) in a playful manner (‘Have I gotten too dark (skinned)?’), and also by pretending that his female caller has confused him with his fellow rapper Ngwair, implying that the woman has relationships with many rappers who she cannot keep straight.  

Halafu kuna demu huwa anapenda
Then there’s another dame who 


sana kunizingua
really likes to bug me


Huwa hanitafuti mpaka asikike
She doesn’t look for me until she hears 


nimetoka tour 
I’m off tour


(Rings) Hallo! ‘Mbona siku hizi
(rings) Hello? ‘Why don’t I see you



huonekani?’
these days?’


Nimekuwa mweusi? ‘Ah we acha utani.’
Have I gotten too dark? ‘Ah, stop joking’



Hivi unajua kwanza unaongea na nani?
Do you know who you called?


‘Si Noorah?’ Ni Ngwair. ‘Basi samahani’
‘Not Noorah?’ This is Ngwair. ‘Excuse me’

Finally, Noorah explicitly ties mademu behaviors and HIV/AIDS by ridiculing such demu for their actions. In his lyrics, he shows his exasperation with young women by stating Kama ana ngoma unamuongezea gitaa na keyboard na kila kitu (‘If she has AIDS, you can give her a guitar, a keyboard, everything’). Here, ngoma literally means ‘drum,’ but it also is a Street Swahili euphemism for sex and also for HIV/AIDS. Noorah exploits this double meaning to mock mademu who get infected with HIV by singing about how he’ll give them musical instruments to go along with their ngoma.


Aaah! Nishajua mademu wa
Aah! I know about the dames 

siku hizi bwana
these days, my friend


Ukitokea nao eti wanakuambia aah!
If you go with them they tell you, 


‘Mi nna ngoma’ 
‘I have the drum (AIDS)’


Kama ana ngoma unamuongezea
If she has the drum (AIDS), you can give her a 
gitaa 
guitar 


na keyboard na kila kitu 
and a keyboard, everything


Halafu anafungua bendi au vipi
so she can start a band, what do you think?

From 2000-2005, the critique of women’s behaviors had become increasingly dominant among hip hop artists. This trend fit well with the many themes in Tanzanian hip hop which have served to critique societal corruption, disarray, and change for the worse which development and modernization seem to have brought about. Perhaps because hip hop is dominated by men, there is a prevalence of discourses in these socially responsible lyrics that puts the burden of sexual morality and sexual health on women’s shoulders. Such responsibility is also seen in HIV/AIDS education events in discussions of women’s clothing as a major source of lust (cf. Higgins 2010). However, the past few years have seen some changes with regard to discourses of responsibility, at least at the level of public health discourse. While there seems to be little changing in terms of patriarchy or women’s rights in Tanzania, this discourse is starting to appear in the realm of popular culture in the form of hip hop lyrics.
Singing about HIV/AIDS in 2009-2010

A survey of 10 top Bongo Flava hits in the past two years that discuss sexual morality and HIV/AIDS shows that women still feature strongly as the main characters in many songs, hence promulgating the indexicality between promiscuous women and the spread of HIV that was established in the earlier years. ‘Marehemu’ (Jebby, 2010), is a good example of a recent song that fails to challenge this linkage. 


‘Marehemu’ (‘the deceased’), Jebby (2010)

Dunia haina siri
                The world doesn’t have any secrets


Leo nimegundua                                           Today I’ve discovered that

Wanaopenda ngono


        People who like having sex

Mzichunge tabia


        They have to control their behavior

Demu ameshaondoka


        The dame has already left (‘died’)

Mtaani kuna utata


        On the street there is chaos

Ngoma inaonyesha warembo 

        Drum (‘AIDS’) is targeting the beauties
wa huku swazi

of Swahilini here

Idadi ndefu inasubiriwa                                There are many more that are expected (to die)

Sijui ni nani, wenyewe mnajijua
        I don’t know who, they know themselves

Idadi ndefu inasubiriwa

                    There are many more that are expected (to die)

On the other hand, Z Antony’s lyrics in ‘Kidole Kimoja’ (‘One finger’) for example, ask those who cast blame on women to reflect on their own actions as well, and hence, is a refreshing departure from a sole focus on women’s behaviors. Moreover, it battles the problem of stigma in Tanzania that is directed toward people living with HIV/AIDS. This stigma is a major focus of more recent public health campaigns in the country (see Figures 7 and 8).
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Figure 7. Public Service Advertisement against discrimination for PLWHA. (‘I have HIV. I like to sit at the same desk with my fellow students. Don’t ostracize me’)
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Figure 8. A poster which reads, ‘Stigma and AIDS. “Let’s not ostracize her” so that she can live with hope’ (nb. the girl’s t-shirt reads ‘I am living with hope’)


‘Kidole Kimoja’ (‘one finger’), Z Antony (2009)

Alikuwa msichana mdogo mzuri
She was a young pretty girl
juu yenu


      above all

Alikuwa anapenda dini
       She liked religion

Anaitwa Sophie                             She was called Sophie

Ni mzuri mamii

       She was really beautiful

Siku ya kifo chake huyu Sophie    The day she died, Sophie

Alituliza wengi

       Left many people speechless

. . . 

Tulipopata habari mbaya
       When we got the bad news

Inasemekana


       It was said

Yule changudoa, eti ni miwaya   That prostitute, doesn’t she have ‘wires’ (‘AIDS’)
Chakula chabo sana
Chakula chabo sana                       (Weren’t there) many Peeping Toms (watching her have sex)?

Kidole kimoja kwa mwenzako      (Pointing) one finger at your friend

Vidole vitatu kwako

       Three fingers (should point at) you

Jichunge mwenyewe 

       Look after yourself

The point to be made in examining the shifts in language across one decade of hip hop songs penned about HIV/AIDS is not so much to explore how different kinds of English or Swahili relate to social changes, but to highlight how intersecting scapes from elsewhere bring with them new foundations for making relevant certain types of language. In the world of East African hip hop, artists continue to struggle economically due to difficulties with their producers and limited opportunities to tour. Therefore, it is not hard to see that their art may sometimes be ‘compromised’ by opportunities to compose a song for World AIDS Day, and to be disseminated on a CD sponsored by an international non-governmental organization. Songs about living responsibly are also looked upon favorably by many radio stations, and hence may receive more airtime than songs that are too risque for the relatively conservative government agencies which regulate the airwaves. Perhaps more than in the wealthier parts of the world, the financescape of producing music in East Africa clearly contributes to artists’ decisions about lyrics, musical styles, and video content. 

CONCLUSION
In spite of increasingly narrow language policies around the world that focus on the utility of standard English as the language of globalization, language users in East Africa and all corners of the globe continue to create new forms of expression through reterritorializing and re-localizing English. Instead of focusing on language as the starting point for theorizing and describing the use of English, however, this chapter has argued that sociolinguists needs to pay more attention to the ways that spatial flows of people, ideas, monies, and technology create new constellations for English. This means that hybridity can better be explained by examining the flows underneath language, where intersecting scapes produce new contexts which then have an effect on language.

In exploring hybridity underneath language, it is important to remember that these new formations are not necessarily the first instances of localization, however. In each case, re-territorialization had already taken place in East African hip hop before this mediascape intersected with other scapes. What will be fascinating to see is what future hybridities will emerge when these scapes continue to collide.
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