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Abstract

This study deals with the interplay of music and text in contemporary Durban rap. It
would seem that the main intention of rap is to convey messages, particularly
messages of protest. Superficially, therefore, it would appear, that the importance of
the lyrics outweighs that of the music, and that meaning in rap is derived only from
the lyrics. I hypothesise that this assumption will not always be valid, that there will
often be an important relationship between the music and text, and that the music
itself may play an important role in meaning construction in rap compositions. For
this project, | have focused on the music of four established Durban performance
groups: lain ‘Ewok’ Robinson (also known as Creamy Ewok Baggends), Zuluboy,
Spin the Flava and Big Idea.

The theory of semiotics as applied to music by Philip Tagg (1999) and the active-
audience theory associated with Lisa Lewis (1992) have been used in this research as
both deal with how meaning is constructed by listeners. My data was accumulated
primarily through interviews I conducted with band and audience members, and the

analysis of specific rap compositions.

Much has been written about hip hop. However, such writing relates predominantly to
the history and identity of the subculture, and, with regard to rap, focuses largely on
the lyrics. Hip hop aside, there has been a good deal of research in the fields of music
and text, and music and meaning, particularly with regard to classical music.
Although there have been many debates over rap’s meaning and significance, the
musical elements of the compositions have been largely overlooked. It is my hope
that the findings of this research will be a starting point to filling this lacuna. As this
suggests, my hypothesis also runs contrary to the view that rap is of no musical
interest. This study attempts to show that meaning in rap compositions is not created
simply from the lyrics, but rather from the relationship between, and interplay of,
music and lyrics. As a result, this study has aesthetic implications, since it argues that

there is value in the actual music of rap compositions.
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Chapter 1

I ntroduction

1. Background

Hip-hop music, in the form we recognise today, developed in the United States Bronx in
the 1970s as a form of youth expression. It has always served as a form of protest music,
and is a medium that resonates particularly with the youth. It was used to express
opposition to social and living conditions, and as a means to express dissatisfaction with
government. In South Africa, hip-hop culture emerged in the early 1980s during the
apartheid years, and initially South African youth identified with rap as a means of
expressing opposition to government policy. The music dealt predominantly with the
oppression and horrors associated with apartheid. During this time, the South African
hip-hop movement “helped fuel some of the most dangerous forms of cultural protest of
the era” (Chang 2005:449). Hip hop has been, and is, used to express a response to social
issues such as drug use, poverty, unemployment, violence and AIDS. During the
apartheid era, hip hop was primarily based in Cape Town and Gauteng. In Durban, the
main growth and development of hip hop was seen in the post-apartheid years. The
United States hip-hop industry still dominates global hip hop, and there are many
parallels that may be drawn between United States and South African rap, the main one
being that it expresses a reaction to conditions of poverty, as well as issues of race and

oppression by white power structures.

Hip hop has become a global phenomenon with universal appeal. It is a means for the
youth to understand the worlds in which they live, no matter where they are from. Rap
can be used as a way to “bridge the culture gap” (Chang 2005:xi), as, by sharing in the
concerns that rap addresses, young people can be brought together, regardless of ‘race’,

gender or nationalities. As such, rap is a powerful force. Rap was the last element of the



hip-hop culture to emerge, but it has become the central form of expression in hip hop
(Rose 1994:51).

As Rose (1994:19) has shown, people from vastly different backgrounds identify with rap
music, and the emotions that rappers present speak to this fan base for various reasons.
Some fans listen to rap so that they might find a voice for their own oppression. For
others rappers represent a power in the face of an overwhelming oppression, and some
listen to “the music’s powerful and life-affirming rhythms, its phat beats and growling
bass lines, revelling in its energy, [and] seeking strength from its cathartic and electric

presence.”

2. Definitions

It seems necessary to define the terms ‘rap” and “hip hop’ in relation to the way in which
I will be using them in this research, as both these terms are contentious. “Hip hop” will
refer to the culture which incorporates different elements, some of which are graffiti art,
break-dancing and deejaying. ‘Rap’ is one of these elements of the hip-hop culture, and
refers to a particular kind of music. There are also other forms of music that would be
labelled hip hop, but that do not include rap. | have also made use of the term *hip-hop
music’, but in this research it refers to rap. Rap is a form of vocalisation, undertaken by
an emcee, where the lyrics are chanted and backed by some form of musical
accompaniment, which is often electronic. It is rhythmical speech that leans towards
music. John F. Szwed, in “The Vibe History of Hip Hop’, has explained that rap “falls
somewhere between the worlds of music and talk, but sharing with both,” as speech, to a
certain degree, is rhythmic, “with stresses occurring at regular intervals to make sounds
easier to understand”, and speech is also musical, as “some words are pitched higher or
lower than others.” (1999:4) Adam Krims quotes KRS-One as saying, “rap is something
you do, hip hop is something you live.” (2001:10) | found this sentiment reiterated in an
interview with local hip hop artist, lain ‘Ewok’ Robinson (also known as Creamy Ewok
Baggends), who feels that:



When you make hip-hop music, there’s an awareness in the track of hip-hop
culture. ... Hip hop is not just the music, it’s the whole culture, and you can only
make hip-hop music if it’s coming from the culture, you know. ... There’s bands
coming out now that’ll call themselves hip hop, strictly because they’ve got a guy
who’s rapping. (Author’s interview: Robinson, Durban, 1 May 2008)

Throughout this research I will be referring to the “music’ and “text’, or ‘lyrics’, as
separate entities, in relation to rap compositions. This is not to say that the text itself,
which forms the rap component of the compositions in question, does not have musical
qualities, or characteristics. This distinction between the text and the music which backs
the text is purely for ease of reference, and is in no way meant to disregard the musical
value of the text.

3. Research Problem

It would seem that the main intention of rap is to convey messages, particularly messages
of protest. As a result, it would appear, at a surface level, that the importance of the lyrics
outweighs that of the music, which would play a seemingly secondary role. This would
therefore suggest that meaning in rap is derived only from the lyrics. My hypothesis is
that this assumption will not always be valid, and that there will often be an important

relationship between music and text. Robert Walser states that:

even though many rappers and fans stress the primacy of the message delivered
by the lyrics, some ... argue that the instrumental parts are actually more
important than the rap because they create the mood, set the beat, and prompt the
engagement. (1995:193-194)

Another element of my hypothesis is that the music itself will play an important role in

meaning construction in rap compositions. As Christopher Ballantine states:

It is never enough to focus on the lyrics only. If we are to take popular song
seriously, we will have to allow the music of any song to complicate the picture
sketched by the lyrics — even if this introduces the paradoxical, or the



incongruous. Sheerly by virtue of its presence, music anyway always adds, or
changes, meaning: it might relate to the lyrics through a process of selective
emphasis; or frame the text in a particular way (ironically, for example); or raise
matters not directly addressed by the lyrics (such as the topic of globalization); or
point beyond — transcend — the words. And music is likely to make available a
dimension of subjectivity, of feeling and emotion, whether or not that dimension
is expressed by the lyrics themselves. (2002:17)

This research is limited to Durban-based rap as | am based in this area, thus making it
more accessible to me. | have focused on four established Durban hip hop performance
groups (two bands and two solo artists) as this ensured that there were recordings for me
to analyse and performances to attend. The performance groups | have selected are lain
‘Ewok’ Robinson (also known as Creamy Ewok Baggends), Spin the Flava, Big Idea, and
Zuluboy. Further reasons for choosing these performance groups will be discussed in

chapters 3 to 6.

4. Reasons for Choosing the Topic

Much study has been conducted in the field of hip hop. However, it relates predominantly
to the history and identity of the subculture, and, with regard to rap, focuses largely on
the lyrics. There has been a great amount of research in the field of music and text, and
music and meaning in general, particularly regarding classical music. However, there is a
lacuna in the field of rap music, particularly South African rap, with regard to the field of
music and text, and music and meaning. This will be dealt with more fully in chapter 2
under the section ‘literature review’. Although there have been many debates over rap’s
meaning and significance, the musical elements of the compositions have been largely
overlooked. It is my main hope that the findings of this research are a starting point to
filling the lacuna in the field of music and text with regard to rap, and more specifically,

South African rap.

Another reason for choosing this topic is that my hypothesis runs contrary to the view

that rap is of no musical interest. This study attempts to show that meaning in rap



compositions is not created simply from the lyrics, but rather from the relationship
between, and interplay of, the music and the lyrics. As a result, this study has aesthetic
implications, since it argues that there is value in the actual music of rap compositions.
The musical elements of rap compositions have been considered superficial, and some of
the main reasons rap has been accused of having no musical interest is that “few rappers
are formally trained musicians, [they] rarely compose elaborate melodic phrases, [and
they] do not frequently play ‘real” instruments” (Rose 1994:80). Rap music needs to be
taken seriously, as music, precisely because its audiences are “taking the music seriously,
as music” (Krims 2001:40).

Secondary offshoots from this research may be that it also encourages scholars to conduct
further research into the interplay of music and text not only in South African rap, but
possibly in other genres of South African music as well. And through the process of
interviewing and discussion between myself and the selected hip hop artists, this research
may also encourage the artists to reflect upon their own music in the compositional

stages.

5. Kevy Questions to be Asked

Several key questions need to be considered, the most important of which are: how is the
music received, what meanings are constructed by listeners, why are these meanings
constructed, and how do these listeners’ perceptions of the relationship between music
and text affect the meanings that they construct? The answers to these questions will
show that there is an interplay of, and an important relationship between, music and text

in the selected rap compositions.

In order to reach the answers, other questions, which stem from the overarching questions
mentioned above, need to be raised. These other questions are:
(a) What are the composer’s intended meanings of the selected songs? This question
will be put to the composers of the selected songs. Having these answers will

show whether the composer has been successful in relaying his intended



meanings, as the audience’s constructed meanings may or may not match the
composer’s intentions.

(b) Does the composer form any intentional connection between music and text
during the compositional stages, and does the composer believe that the
relationship between music and text will help convey the intended message?
Again, these questions will be to put the composers of the selected songs. These
connections could include a range of musical elements, such as instrument choice
(live instruments, electronically based, or a combination of the two), rhythmic
groove, and key. After receiving these answers, | will be able to see from the
audiences’ responses whether or not they have been aware of any of the
connections that were intended by the composers. I will also be able to discover
whether the audiences find any connections between music and text that were not

mentioned by the composer as intentional.

6. Broader Issues to be Investigated

There are broader issues that this study touches on but does not investigate. The most
important of these is that this research has relevance to discussions in general about the
interplay of, and relationship between, music and text, not only in hip hop, but in all

musics, both local and international.

This study also has implications for issues surrounding performativity. Meanings that are
constructed by audience members are not only influenced by the interplay of music and
text, but also by a range of other factors, such as the venue in which the music is heard
(for example whether it is a live performance or listening to a recording in one’s home),

and the social context in which the music is experienced.

7. Overview of the Chapters to Follow

Chapter 2 includes a discussion of the literature review, theoretical framework and

research methodology. The literature review section presents the works this research has



drawn from, and discusses several of these works. The theoretical framework section

presents the theories that have informed this research (the theory of semiotics as applied
to music by Philip Tagg and the active-audience theory associated with Lisa Lewis), and
gives a detailed discussion of these theories. The research methodology section outlines

the ways in which the research was conducted.

Chapter 3 covers lain ‘Ewok’ Robinson (also known as Creamy Ewok Baggends). This
chapter begins with a biography of Ewok, and a discussion of the selected pieces follows.
This discussion covers “My Mecca” and “Hollywood Burning” from Ewok’s Higher
Flyer for Higher (2007) album. Each piece is discussed generally, and then the audience

responses are discussed and an analysis of each piece is provided.

Chapter 4 introduces Spin the Flava, and follows the same format as chapter 3. This
chapter discusses “One Nation” from their One Nation (2004) album, and “This is War”
from their Combined Forces (2005) album.

Chapter 5 discusses Big Idea, and also follows the same format as chapters 3 and 4. This
chapter discusses “D to W and “Amnesty” from their Hot Box (2006) album.

Chapter 6 covers Zuluboy, and follows the same format as chapters 3, 4 and 5. This
chapter discusses “3 Zulus on da Mic” and “Ulibambe Lingashoni” from Zuluboy’s first
album Masihambisane — Da 1% Hip Hop Lesson (2006).

The final chapter, chapter 7, draws together, and presents a summary of, the main

findings of the research, and also gives suggestions for possible future studies.



Chapter 2

Literature Review, Theoretical Framework and

Research Methodoloav

1. Literature Review

As stated in chapter 1, there has been little study in the field of hip hop regarding the
interplay of music and text, and music and meaning. Most research in hip hop is
predominantly based on the history and identity of the subculture, and any research that
has related to meaning has focussed largely on the lyrics. This means that there is a
lacuna in the field of rap music, particularly South African rap, with regard to the
interplay of music and text, and music and meaning, in rap compositions. There are a few
researchers who have conducted studies into the music of rap compositions, and each of
their works concerns the relationship between music and text of rap compositions, and as
such they have been useful in my own research. These works are by Robert Walser
(1995), Simon Stephens (1997), Adam Krims (2001), Joseph G. Schloss (2004), and
David Clarke (2005). Krims’s book focuses on what he states is a “relatively neglected
but crucial aspect of rap music’s cultural force: namely, the particularity of its sounds”
(2001:3). He wants this book to be a “corrective to the vast majority of rap and hip-hop
scholarship which takes the music seriously but gives little, if any, attention to its musical
organization” (ibid.). Schloss, whose book focuses on sample-based hip hop, also hopes
to fulfil this objective, as he says that in some sense his whole study is devoted to the
questioning of Potter’s pronouncement that “whatever the role played by samples and
breakbeats, for much of hip hop’s core audience, it is without question the rhymes that
come first” (2004:20). Walser’s concern in his article is to present a more in-depth
analysis of the music of hip hop. He uses Public Enemy’s music as a case study because
of the band’s status in the hip-hop community. Walser states that in most cases, analysis
of the music of rap is missing from research because so many people do not recognise rap

as music (1995:194). Stephens, in his symposium paper, discusses the cultural



comparisons between United States and South African rap, and in doing so he focuses on
the music of South African rap group Prophets of Da City. One of the principal points of

Clarke’s article is how to deal with music and text that are identified as ‘other’.

There have been many general studies which consider the relationship between music and
text. Words and music have been combined for centuries, and Stacey states that it can be
argued that music’s origins can be found in language (1989:9). Scott (2005:11) states that
when studying words and music, one needs to “bear in mind the distinction between the
way words are combined with music and the way words are treated musically.” There are
various ways in which music and words may be combined, such as being sung, half sung
or spoken. However, these combinations can be treated in different ways. Walton
suggests that when words and music are combined, “the music often makes definite
representational contributions to the whole, rather than merely accompanying other
representational elements” (1997:58). Even though these works pertain mostly to
Classical music, they have been helpful in this study in discussing the interplay of music
and text of Durban rap. | have drawn from a wide selection of authors, all of whom
discuss the relationship between music and text. These authors are Lawrence Kramer
(1984 and 1992), Peter F. Stacey (1989), Paul Alpers (1992), Marshall Brown (1992),
John Neubauer (1992), Peter J. Rabinowitz (1992), Claudia Stanger (1992), Hayden
White (1992), Robert Samuels (1994), Jasmin Cameron (2005), Mike Jones (2005),
Derek B. Scott (2005), Bhesham Sharma (2005), John Williamson (2005), and James
Wishart (2005).

There are also works that | have drawn from regarding hip hop, but that are not
concerned with an analysis of the music. The authors of these works are Tricia Rose
(1994), Mark Schwartz (1999), John F. Szwed (1999), and Jeff Chang (2005). I have
used these books predominantly for information about the history of hip hop. Chang,
Szwed and Schwartz are concerned with documenting a history of hip hop in the United
States during different time periods. Rose’s book is one of the most frequently cited

books on hip hop, and it provides an analysis of the history and development of hip hop.
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It also deals with issues such as the politics of culture, that influence hip hop’s reception

and interpretation.

Much research has been conducted regarding music and meaning, particularly relating to
Classical music, but more recently greater attention has been given to popular music.
There has also been an interest in popular music audiences and reception, and how music
communicates. Through the years there have been numerous debates as to what
constitutes musical meaning, and there appear to be two main lines of thought. The first
is that musical meaning lies only within the context of the work itself, and the second is
the idea that musical meaning is communicated not only through the music itself, but also
through the “extra-musical world of concepts, actions, emotional states, and character”
(Meyer 1956:1). More recently it has become necessary to use this second opinion when
trying to determine musical meaning. One must look not only at the music in order to
find meaning, but also at the audiences and the historical and social contexts surrounding
the music. Since the days of Plato, philosophers and researchers have believed that music
has the ability to evoke emotional responses in listeners. Through the ages listeners have
consistently reported that music arouses feelings and emotions within them (Meyer
1956:6-7). | have used some of these studies in order to understand meanings that are
constructed from the interplay of lyrics and music of Durban rap compositions. Authors
that | have drawn from are Meyer (1956), Carroll C. Pratt (1968), Lucy Green (1988),
Charles Hamm (1992), Kofi Agawu (1994), Anthony Pople (1994), Charles Fisk (1997),
Kathleen Marie Higgins (1997), Gregory Karl and Jenefer Robinson (1997), Jerrold
Levinson (1997), Fred Everett Maus (1997), Anthony Newcomb (1997), Jenefer
Robinson (1997), Leo Treitler (1997), Kendall Walton (1997), Lawrence Kramer (2002),
Luiz Tatit (2002), and Eric F. Clarke (2005).

There are several other authors | have drawn from in the process of this research who |
reference in the bibliography. Most of these relate to discussions of music in general, and
some specifically to popular music. Two works that | have used relate specifically to my
theoretical framework (which will be discussed next). These are by Lisa Lewis (1992)
regarding the active-audience theory, and by Philip Tagg (1999), which relates
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specifically to the semiotics of music. Lewis brings together a selection of writers to
present a collection of articles, each of which deals with the active-audience theory.

2. Theoretical Framework

The works of all the authors mentioned in the literature review above have been helpful
in one way or another. However there are two theories by two different authors that have
proved particularly useful in my theoretical framework. These are the theory of semiotics
as applied to music by Philip Tagg (1999), and the active-audience theory associated with
Lisa Lewis (1992). Each of these theories deals with how meaning is constructed by the
listeners. They have informed many of my key questions, have helped me to articulate
how and why meanings are constructed, and have helped with the interpretation of those
meanings and the reasons behind their construction. I will now discuss each of these

theories in greater detail.

2.1. Theory of Semiotics as Applied to Music (Philip Tagq)

For this research | have drawn substantially from Tagg’s theory of music semiotics as
explained in his “Introductory Notes to the Semiotics of Music” (1999). This theory
relates to issues of music and meaning, and has been most helpful in the process of
analysis of the selected rap compositions. It has also informed several of the key
questions discussed in chapter 1. It has helped me to answer the question why certain
meanings are constructed, as well as in determining whether the composers’ intended
connections between music and text were successful or not. I have also used this theory
to aid me in finding and examining possible musical reasons behind the meanings that are

constructed by audience members.

Tagg believes that we need to make a connection between musical sounds and the society
in which it occurs, and in order to do this we need to discover what different sounds mean
to different people in various contexts. This process of discovery involves the use of

semiotics. To understand these relationships Tagg uses general semiotic theory and
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applies this to music. He states that one must first identify music’s signifiers and then
determine what these signifiers signify.

There are many aspects of Tagg’s theory, and these need to be defined and explained.
Semiotics is the study of signs and symbols, particularly with regard to spoken and
written signs and their relationships with objects in the physical world. There are three
types of signs that Tagg says are used in the process of signification. These signs are
‘icons’, “indices’, and ‘conventional’ or ‘arbitrary’ signs. An icon is a sign that bears a
physical resemblance to what it represents. This resemblance can be what Tagg refers to
as striking, as in a photograph or painting, or it can be structural, as in a map or diagram.
An index, on the other hand, is a sign that is “connected by spatio-temporal proximity or
by causality” (ibid.) to what it represents. Tagg’s example of a causal index is smoke
(meaning fire). He states that this sign type is important in the semiotics of music.
Conventional or arbitrary signs are signs that have their particular meanings dictated by
convention. The word ‘signification’ is used to mean ‘meaning’, and it is used in
semiotics “to refer to the whole complex of how something can be a sign of, or a sign for,

something else” (6).

Music is polysemic, meaning that it signifies several things at the same time. One
particular phrase of music might have several perceptual associations, even though there
might not be any connection between these associations. Tagg states that music must be
considered an “alogogenic’ symbolic system, “as it is not conducive to being expressed in
words” (9). He believes that many of the misunderstandings that arise in musical meaning

are as a result of musical meaning having to be expressed in words.

Tagg (9) refers to an “idea” which moves through a specific process. According to Tagg
the “idea’ is the musician’s or composer’s intended ‘message’ (that is, what ‘message’
they want to convey through their music), and it moves from the ‘transmitter’ through the
‘channel’ to the ‘receiver’ who has a ‘response’. The ‘transmitter’ is an individual or a
group of individuals that produces the music. The “‘channel’ can also be referred to as the
‘coded message’, and this is the music as it sounds. The ‘receiver’ is any person who
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hears the music, be it the transmitters themselves, or audience members. The ‘response’
is the way in which the receiver reacts to the idea that has been transferred to them
through this process. It is this process that I will be looking at as | research the way in
which a piece of music is received, that is, how the ‘receiver’ ‘responds’ to the initial
‘idea’ or ‘intended message’. There are times when the message or meaning that is
received and responded to by the receiver is not the transmitter’s intended message or
meaning. Tagg refers to this as codal interference. This occurs when the transmitter and

receiver do not share the same “sociocultural norms and expectations” (11).

Tagg (17-18) makes use of the term “bioacoustic universals’. This is the relationship
between musical sound and the human body, and even though these relationships are “at
the basis of all music, the majority of musical communication is nevertheless culturally
specific.” Tagg goes on to summarise the basic ‘bioacoustic universals’ of musical code
in various relationships, these being the relationships between:
) musical tempo (pulse), and the heartbeat (pulse), or the speed of other bodily
movements
i) musical loudness and timbre, and certain types of physical activity. For
example, a gentle musical phrase cannot be achieved by hitting hard objects
sharply
iii) speed and loudness of notes, and the acoustic setting, which means that quick
and quiet notes will not be heard if there is too much reverberation, and long,
slow, loud notes are difficult to produce and sustain acoustically if there is not
enough reverberation
iv) musical phrase lengths, and the capacity of the human lung. This means that
most musical phrases usually last between two and ten seconds
Even though these relationships may be cross-cultural, it does not mean that the
emotional attitudes towards these relationships are the same. Tagg states that one reason
for this is that the musical parameters mentioned above do not include the way in which
musical elements such as rhythm, metre, and timbre are organised in relation to each
other. This “musical organisation presupposes some sort of social organisation and
cultural context before it can be created, understood or otherwise invested with meaning.
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In other words: only extremely general bioacoustic types of connotation can be

considered as cross-cultural universals of music” (18).

Tagg suggests that one’s context and experiences can greatly affect meanings that are
constructed when listening to a piece of music. To explain this he gives an example of a
movie scene where a letter is being read, but the meaning of this scene is determined by
the context which has been set up previous to this scene, and the music that accompanies
the visuals. What this means is that to make sense of musical signification, we cannot
simply establish semiotic relationships between musical signifiers and what they signify:
we also need to place the musical signification into a broader (narrative, social) context
(21). One’s previous audio experiences and knowledge of cultural conventions will

greatly affect the way in which a piece of music is received and responded to.

By analysing musical production from the transmitting end, that is, how the musicians
“take great care in getting the right sounds in the right order at the right time” (21), it is
possible to discover “elements or building blocks of musical production” (21) by
observing how the musicians change what they do, and how they refer to the sounds they
are making, and these elements “can then be posited as structures within the music
culture to which these musicians belong” (22). Tagg (22) makes reference to
intersubjective consistency which occurs when “many musicians in the same culture” use
a similar form of expression “to denote the same sort of sonic event,” and these sounds
can therefore “be posited as musical structures within that culture.” If one of these sonic
events that makes up the musical structure changes, it has the potential to change the
‘meaning’ of the music of any particular style. Musical structure can also be analysed
from the receiving end, that is, how audiences receive the music they hear, where
intersubjective response occurs when the users of this music listen to the same musical
pieces and respond in similar ways. Intersubjective responses allow us to analyse what it
is in the music that elicits those responses. From the transmitting end we can determine

which musical parameter (such as rhythm or instrumentation) caused the response.



15

There are four types of musical signs that Tagg describes. These are the ‘anaphone’,
‘genre synecdoche’, ‘episodic marker’, and “style indicator’. Tagg discusses in detail the
use of anaphones. Anaphone means “the use of existing models in the formation of
(musical) sounds” (24). There are three types of anaphones; sonic anaphones, tactile
anaphones and kinetic anaphones. A sonic anaphone can be described as an
“*onomatopoeic’ stylisation” of a ‘non-musical’ sound. An example of this is musical
sounds imitating sounds of a river, or thunder. For a sonic anaphone to work effectively,
listeners must firstly be “conversant with the norms of musical stylisation whereby
sounds that are not necessarily musical are incorporated anaphonically into the musical
discourse” (ibid.). Secondly, listeners need to understand the connotations of the ‘non-
musical’ sound. Tactile anaphones are those that imply some sort of touch sensation. The
most common example of a tactile anaphone is the sound produced by “slowly moving,
romantic string underscores” (ibid.). Because these string sounds lack “audible attack and
decay”, they can produce a “thick, rich, viscous sonic texture,” and as a result they can
produce “sensations of luxury, comfort and smoothness” (ibid.). A kinetic anaphone has
to do with “the relationship of the human body to time and space” (25); that is to say,
movement of the human body. These movements, such as walking and running, can be
visualised through the music. Kinetic anaphones can also be related to animal movements
such as “flights of bumblebees”, or the movements of objects, such as moving trains. A
kinetic anaphone can also relate to the “subjectivised movement of objectively stationary
objects or beings” (ibid.), such as a human hand making an outline of rolling hills. Most
anaphones are sonic, tactile and kinetic at the same time, and when this happens, they are
referred to as ‘composite anaphones’. A sonic anaphone is simultaneously kinetic
because “all sounds are heard at specific distances from the sound source or in spatial
relation to one another and because space and distance both imply movement” (26).
Tactile anaphones will also be kinetic because touch implies that there is some sort of
movement. Sonic anaphones can also be tactile. For example, the sonic anaphones of a
babbling brook could also imply the tactile sensation of the water. Tactile anaphones are
not necessarily sonic as not all tactile sensations would be audible to the human ear.
Kinetic anaphones can be sonic and tactile at the same time, as all kinetic anaphones
“imply potential sensation of sound and/or touch” (ibid.).
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A synecdoche is a part-for-whole expression, and Tagg makes use of the term in relation
to genre, where he uses the term “genre synecdoche’. A genre synecdoche can be
described as:

any set of musical structures inside a given musical style that refer to another
(different) musical style by citing one or two elements supposed to be typical of
that “other’ style when heard in the context of the style into which those “foreign’
elements are imported. (26-27)
The citation of this “other’ style then alludes to not only the entire style, but possibly the
whole genre that the musical style is a part of. As a result, it may also refer to the

complete culture to which the genre belongs (27).

Episodic markers are the third type of musical sign. These are signs that indicate some
sort of feeling of time, such as “after that’, ‘has just’, or ‘leading to’. These episodic
markers tend to be “short, unidirectional processes along at least one parameter of
musical expression, such as short, quick, upbeat, up-bow, initial rising run-ins to new
musical material” (27-28). They serve the purpose of acting as lead-ins that point the

music in the direction of something new, such as a new theme or section (28).

The final type of musical signs is the features of a style that designate the particular style,
and Tagg refers to these as style indicators. These are “any musical structure or set of
musical structures that are either constant for, or regarded as typical of, the “home’
musical style by persons in a culture sporting at least two different musical styles” (28).
In other words, these are the compositional norms of a particular style. These style
indicators can also be introduced into a piece as “foreign’ material, as a genre

synecdoche.

Tagg provides a set of checklists of “Parameters of Musical Expression” (28-31), which
covers all aspects of the musical structure, including how they (the aspects of musical
structure) are related to the world outside the music, that is, “to the social and cultural

position, intentions, [and] motivations of those producing and using the music as well as
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to the functions and acoustic context of the music” (28). These checklists have proved

useful in my own analysis of rap compositions.

There are several other aspects of Tagg’s theory of music semiotics, but these have not

been relevant in this particular research.

2.2. Active-audience Theory (Lisa Lewis)

The active-audience theory associated with Lisa Lewis also relates to the issues of music
and meaning. In this theory she has challenged Adorno’s types of audience members.
Adorno identified two types of listeners. The first was the type who would be “lost in the
crowd” and was “easily manipulated by the collectivity.” The second type of listener was
the “obsessive individual” who was “alienated from the people around them and not fully
integrated into social life” (Negus 1997:10). Lewis suggests that listeners are
“imaginative, discriminating people who are capable of making a number of fine
distinctions” (ibid.:26), and that they are active in creating meanings that become
associated with popular music. As a result, she believes that fans are an integral part of
how popular music is, or particular artists are, understood. “Lewis suggests that fans
create communities with a collective shared sense of identity that is built around their
appreciation of a particular performer” (ibid.), and these groups contribute to meanings
that are attributed to the various performers. Lewis’s suggestions have been useful to me
in understanding how audiences of Durban rap construct meanings from the music they
listen to. This theory has informed many of my key questions mentioned in chapter 1
(specifically, how is the music received? What meanings are constructed by the listeners?
How do these listeners’ perceptions of the relationship between music and text affect the

meanings that they construct?).

Because audiences are active in constructing meanings from music they hear, it stands to
reason that the same genre or musical composition may be engaged with, and enjoyed, in
many different ways. Each audience member has different life experiences that will

influence the meanings that she constructs when listening to the same piece of music as
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other audience members. As a result, it is not easy to express what the meaning of any
particular piece of music is, as it could be different for every person (Negus 1997:32).

In Lewis’s book, Fiske (1992) declares that “all audiences engage in production, not mere
reception” (Lewis 1992:2). He says that fans are both productive and participatory. When
the music is transmitted and received by the audience, “the moment of reception becomes
the moment of production” (1992:41). Grossberg (1992) also states that the “relationship
between the audience and popular texts is an active and productive one” (1992:52). He
says that there is not a set of codes that can be consulted to find the meaning of a
particular text, and the text itself does not carry its own meaning. There can never be a
guarantee as to what the effects of a text will be. The same text will always mean
something different to different people because of how each person interprets it and
connects it to their own lives and experiences. One particular text can, and will, appear in
several different contexts, and it will function differently in each context. As such, it will
have different effects on its audience (ibid.:52-53). Grossberg states that “both audiences
and texts are continuously remade — their identity and effectiveness reconstructed — by
relocating their place within different contexts” (ibid.:54). Jenkins (1992) states that fans
tend to be thought of almost entirely in terms of consumption rather than production
(1992:208). She says that:

fans are consumers who also produce, readers who also write, spectators who also
participate.... Fans produce meanings and interpretations; fans produce artworks;
fans produce communities; fans produce alternative identities. In each case, fans
are drawing on materials from their own interests and facilitate their own
pleasures.” (ibid.:214)

Also connected to Lewis’s active-audience theory is Higgins’s (1997) use of the term
‘idiosyncrasy’. She states that she uses the term “polemically to refer to the whole range
of responses that depend on the individual listener’s particular character and background”
(1997:83). To explain this she uses a suggestion made by Steven Feld that “all musical
listening involves the listener’s active efforts to relate the music to his or her broader

experiences” (ibid.:96).
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Green (1988) states that ““meaning’ of music is given by its context” (1988:108). DeNora
(2000) also makes use of the active-audience theory. She says that “music’s effects come
from the ways in which individuals orient to it, how they interpret it and how they place it
within their personal musical maps, within the semiotic web of music and extra-musical
associations” (2000:61). Musical meaning is derived from many different things,
including its intertextual relationship with other musical works, musical-stylistic and
historical matters, and its social effects, such as how the music is used and personal

associations (ibid.).

Meyer (1956) states that it is one’s past experiences that influence the musical meanings
that one constructs. These past experiences include the immediate past, that is, what has
already taken place in the particular piece of music. They also refer to the more remote
past experiences of similar musical stimuli or situations that occurred in other works, and
to past experiences that have occurred during one’s life (1956:36). Hamm (1992:21)
suggests that music consists of three processes. The first is the creation or composition,
the second is the stage of mediation which involves “publication, production,
performance, and dissemination”, and the final stage is one of reception and perception.

In the light of all this information, it stands to reason that there are as many

interpretations of one piece of music as there are people who listen to it.

3. Research Methodology

Apart from reading the literature on the subject of this research, I received most of the
data | required by conducting interviews and analysing specific rap compositions. |
conducted semi-structured interviews with four established Durban hip hop performance
groups (two bands and two solo artists). As mentioned in chapter 1, these performance
groups are lain ‘Ewok’ Robinson (also known as Creamy Ewok Baggends), Spin the
Flava, Big Idea, and Zuluboy. I have purposely chosen these four performance groups

because of their accessibility and the availability of their CDs. | entered each of these



20

semi-structured interviews with a set of questions. | personally met with Clint Grove
(band leader of Spin the Flava) and Ewok. With the permission of these interviewees, |
recorded the interviews and later transcribed them so that they could be analysed. At a
later stage | also conducted email interviews with them. Quincy Fynn (band leader of Big
Idea) and Zuluboy are currently based in Gauteng, so | was unable to meet wi