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ABSTRACT 

Hip hop music and Youth mentorship particularly in disenfranchised communities like informal 

settlements is not only relevant and appealing to the youth but a natural choice. Hip hop music 

consists of four main elements: emceeing, break dancing, DJing and Graffiti. The purpose of this 

study was to examine how Dandora’s Ukoo Flani Mau Mau Hip hop music group in Kenya 

mentors youth through their music. The study was executed in Dandora Hip hop City Center, a 

community initiative founded by Ukoo Flani Mau Mau member, Julius Owino who goes by the 

stage name Juliani. The study employed exploratory research design employing 5 focus group 

discussions of eight participants each.  

Major findings revealed that the Dandora youth perceive Ukoo Flani Mau Mau’s Hip hop music 

as their voice, symbol of resistance, rebellion but also edutainment oriented. Additionally 

UFMM music has influenced the youth to develop their musical talents by empowering them to 

learn and acquire the relevant knowledge and skills in song construction and live performance. 

Finally majority of the participants claimed that UFMM music had been a platform to foster 

social change by encouraging them to disengage crime and other societal vices.     

This study recommends that Hip hop music should be considered as a viable avenue for youth 

mentorship in informal settlement areas in Nairobi. Also learning institutions should consider 

incorporating Hip hop music in their curricular due to its ability to educate and empower.   
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CHAPTER ONE 

 

Introduction 

Hip hop music is a subculture of Hip hop culture and it consists of five elements namely 

emceeing, B-boying, graffiti, beat making and knowledge (Chang, 2005). The roots of Hip 

hop can be traced to West Africa when griots (West African historians and storytellers) used 

the spoken word and storytelling to teach, preserve and nurture culture among the youth 

(Rattrey, 2018). From West Africa via Caribbean to New York the sound of Hip hop 

continued to evolve in various contours and shapes. Modern day Hip hop originated from the 

Bronx, New York in the 1970s and the youth were at the forefront. Societal afflictions like 

structural inequity, urban decay, police brutality, crime and structural racism disillusioned the 

youth who embraced Hip hop music as an avenue to show rebellion, resistance and create 

critical consciousness among each other (Rose, 1994 p.2).  

 

Afrika Bambaataa, one of Hip hops founders had earlier participated in gang violence and 

criminal activities before he decided to part ways and team up with Kool Herc and 

Grandmaster Flash to start a culture that would be used as a platform to empower and foster 

positive change among the youth that would be named Hip hop (Kitwana, 2002). From the 

outset Hip hop founders have always mentored the future generation of emcees to maintain 

the aesthetics and principles of the genre to foster social change in society. Pablo-Colon 

(2018) argues that Hip hop music is a safe space for the disenfranchised youth to speak on 

social injustices. Rose (2008) promotes Hip hop music as a vessel to educate, inspire and 

engage marginalized youth to aspire to transform their present condition to a better one. 

Although criticized for glorifying crass materialism, misogyny and violence Hip hop music 

has been used as a space where youth have sought refuge and acquired relevant skills, ideas 
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and knowledge on music, finances and politics (Stoute, 2011).   For example Hip hop artiste 

Jay Z is a beneficiary of the mentorship he received from Big Daddy Kane, a member of the 

juice crew. In his book decoded, Jay has shown gratitude to the lessons he received,   

             “I got an invaluable education watching him perform…even today I use some of the 

               Ideas I picked up back then about pacing and performance in my own live show.” 

Courtesy of the tutelage Jay Z received he has gone on to mentor upcoming Hip hop artistes 

like Kanye West and J. Cole. 

 
In Kenya Hip hop aficionados, bloggers, artistes, publishers and entertainment writers 

continue to debate the genesis of Hip hop culture in Kenya (Gathigi, 2010). Josiah (2011) 

cited in Wanguhu (2011) Hip hop colony documentary informs that Kalamashaka were the 

founders of Kenyan Hip hop in the mid-1990s. According to Ntarangwi (2009), Kenyan Hip 

hop is a semblance of Americanized Hip hop style, fused with sheng patois and traditional 

African beats (P.2). He further adds that Kenyan Hip hop music was born to respond and 

critique the socio-political and economic terrains, nuances, complexities and challenges 

present in disenfranchised communities (p. 12). This is supported by Pala (2017) who 

referenced Kalamashaka by stating that Kenyan Hip hop music is a lens to critique and voice 

frustrations, despair, hopes and dreams on the political regimes.  

 

Kalamashaka used Hip hop music to confront societal misgivings witnessed in Kenya at the 

time like high levels of unemployment, a spike in HIV AIDS infection rates, political 

corruption, police harassment, incessant tribalism, cronyism and extreme poverty which the 

youth attributed to deprivation of social amenities in underprivileged communities (Koster, 

2013). During an interview in a local radio station, Radio Citizen, Johnny Vigeti, one third of 

Kalamashaka credits Hip hop music as solace, therapy, guide and conduit to escape the 
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trappings of crime and poverty to aid self-determination, self-efficacy, self-help and self-

recovery from drug abuse and crime (Mseto East Africa, May 2015).   

As the founders of Kenyan Hip hop, Kalamashaka have contributed towards mentoring other 

Hip hop artistes that have attained similar success (Mwaghesha, 2014). It is under the tutelage 

of Kalamashaka that Hip hop duo called Mashifta (Daadora based artists)emerged in the late 

1990s. The duo was composed of GWiji and Kitu Sewer who hailed from Dandora slums. 

Maintaining and preserving the music fundamentals and conscious content taught by their 

mentors, Mashifta songs were composed with dense lyricism and glossed with gritty beats 

that weaved street tales depicting the desperate and gloomy socio-economic and political 

landscape in Kenya at the time. They eloquently painted the misdeeds of neoliberal structural 

adjustment policies (Peck, 2018). Other Hip hop artistes in Kenya who have benefitted from 

the mentorship offered by Kalamashaka were Juliani and Wenyeji who were discovered after 

the release of UFMM debut album “Kilio Cha Haki” (Cry for Justice) in 2004. Juliani credits 

the lessons and guidance he received from the Kalamashaka trio which transformed him as a 

better artiste and song writer. Juliani (2014) cited in Omondi (2014) echoes that  

              “Being part of Kilio Cha Haki was a privilege and an honour, as a young musician 

               sharing the same platform with mentors and icons. This contributed immensely to 

               me being who I am.” 

History of Ukoo Flani Mau Mau 

Ukoo Flani Mau Mau is a Hip hop music conglomeration of two firebrand Hip hop groups 

that were brought together on the esoteric beliefs and Pan-African ideology espoused by Pan-

African forefathers like Dedan Kimathi (Oduku, 2016). Ukoo Flani Mau Mau is an acronym 

that stands for “Upendo Kote Ole wenu Ombeni Funzo La Aliyetuumba Njia Iwepo”, which 

can be translated to “love everywhere all who seek teachings of the creator; there is a way” 
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(Barkley, 2007). The two Hip hop groups at the core of this movement are namely Ukoo 

Flani and Mau Mau Camp (Koster, 2013).  

 

Ukoo Flani are a group formed in 1996 hailing from the marginalized areas of Kenya’s 

second largest city Mombasa and extends all the way to Arusha, Tanzania. Its members 

consist of Sharama, Cannibal, Nguchi P, P.O.P, Shaolin, Chiz N Brain, Gurugang, Fujo 

Makelele and Dr. Dunga. The crew usually embraces traditional kaya values and their music 

is geared towards promotion and preservation of Mijikenda culture. Additionally, their music 

is a voice against socio political and economic marginalization for the thousands of youth 

who reside in disenfranchised streets in Mtwapa, Magongo and Barsheba. Founding member 

Nguchi P asserts “we keep it real” (Nguchi P, 2007).  

 

Nguchi P further stresses that as artists they view it as a responsibility to use Hip hop music 

as a tool to relay the hardships and harsh realities that grip the youth. Ukoo Flani’s rage and 

contempt is visible in their socio commentary music which depicts decades of frustration due 

to the neglect of Mombasa by the central Government since independence (Barkley, 2007). 

Ukoo Flani members are commonly dressed up in dreadlocks and identify with African 

American socially conscious emcees like Dead Prez, Public Enemy, Boogie Down 

Productions and Tupac Shakur.   

Conversely, Mau Mau Camp was formed in late 1990s  driven by resistance to any forms of 

political repression, Hip hop corporatization, structural inequities and social injustice 

(Ntarangwi, 2009). The group identified with the colonial resistance movement Mau Mau 

freedom fighters and symbolized their affinity by wearing dreadlocks and resisting any forms 

of neo liberalism that they viewed distorted the African culture (Peck, 2018). Mau Mau camp 

music infuses the teachings of Pan African and African American revolutionaries like Dedan 
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Kimathi, Malcolm X and Kwame Nkurumah with aim to inspire, uplift, educate and mentor 

the youth in Dandora and other slums to maintain their cultural identity, value and ethics to 

instigate critical thought to aid social change in their respective communities (Koster, 2015).  

 

To decipher Mau Mau Camp’s music it’s critical to trace the roots of the original Mau Mau. 

The freedom movement fought against colonial rule, land deprivation and cultural distortion 

by the British imperialists . Through nationwide mobilization Mau Mau fought for the 

struggle to independence, a goal that was ultimately realized. Consequently, their descendants 

as they commonly refer to themselves stress that their goal is to use Hip hop music as a 

platform to mentor, teach and educate their progenies to respond, escape and seek solutions to 

societal challenges (Koster, 2013: p.252). Mau Mau camp members include Kalamashaka, 

Mashifta, G-Rongi, Zakah, Kah, Agano and Wenyeji who primarily hail from the slums of 

Dandora. 

History of Dandora 

During the 1970s city planning Dandora was assigned as a lower middle class locality by the 

Nairobi Urban Study Group as part of its comprehensive study to guide the growth of Nairobi 

(Syagga & Kiamba, 1992). According to Okumu (1992) the Government of Kenya partnered 

with World Bank to create a housing scheme that would allow low income earners purchase 

affordable plots. According to Odongo (2016), since the plan was never realized to construct 

Dandora as an area to offer affordable housing, the area deteriorated and became a prime 

example of socio economic inequalities and political misrule. Nowadays, Dandora is 

synonymous with its rubbish heap which is the size of three football pitches, incessant crime, 

police brutality, infant mortality and poor housing conditions (Bhalla, 2018). These vices are 

hinged and would later be exacerbated by the neo-liberal polices embraced by the 
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Government of Kenya in the mid-1990s that became responsible for huge job losses and 

abject poverty (Ntaragwi, 2009).  

The youth account for over 70% of the total population in Dandora slums (Etukei, 2008).  

Additionally, this youth hail from disenfranchised backgrounds and continue to be deprived 

of significant social amenities like quality healthcare, education, security, sewerage facilities 

and other infrastructure (Mutula, 2003). It is against this background that the youth in 

Dandora slums have sought Hip hop music to vent and articulate their dissatisfactions and 

disapproval of inhumane conditions they are subjected to. To some of the Dandora youth, Hip 

hop music is only what seems to make sense. 

Defining youth mentorship 

According to DuBois, Rhodes, Silverthorn and Valentine (2011) youth mentorship refers to a 

strategy which is applied to aid development of the youth to attain positive outcomes in a 

particular field, area or career to aid personal and community growth from the prism of 

social, political and economics. Spencer and Rhodes (2005) writes that mentorship involves 

guidance, teaching, therapy and nurturing where a mentor possessing knowledge, wisdom, 

expertise, experience and artistry in a particular industry, art or science and in higher standing 

in society usually takes under his wing mentees that characterize young, rookie and naïve 

individuals to equip them with coaching, knowledge, training and other learning ways to 

enable them navigate their way to achieving their goals and objectives. In this study youth 

mentorship was defined as the ability of Hip hop music and artistes to teach, educate, inspire 

and empower the youth to attain personal goals, dreams, hopes and refrain from the 

temptations of societal vices to ultimately drive social change. 

Hip hop Music and the Youth 

The youth definitions continue to vary among continents (Nugent, 2006). For example the 

United Nations (2010) define youth as individuals aged between fifteen and twenty four 
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years, while in Canada the youth are categorized between the ages of eighteen and thirty 

years old (Canadian Commission for UNESCO, 2017).  Meanwhile, in Africa, countries have 

embraced African Union definition of the youth as citizenry aged between fifteen years and 

thirty five years which Kenya subscribes to (African Union, 2006). The youth in Kenya 

account for seventy five percent of the population and more than half languish in abject 

poverty attributed years of political misrule and poor governance (Ntaragwi, 2009 p.3).  

 

 Globally, Hip hop music, a genre part of the larger Hip hop culture was started in August 8th, 

1973 by the youth who used it as a platform to showcase their talents, fears, hopes against the 

background of urban decay, police brutality, institutionalized racism and economic 

marginalization (Monsen, 2017). Hip hop music and the youth are intertwined (Kitwana, 

2002). In contemporary society, no genre of music has garnered trust, appeal and strong 

embrace by the youth like Hip hop music (Taylor and Taylor, 2004). When the youth are 

exposed to different sounds across all eras they tend to be swayed in easily and this is 

reflected in behavioral norms, fashion, language and even activism (Taylor and Taylor, 2004, 

p. 252). With the youth as the largest consumers of Hip hop music, the genre is highly 

gaining momentum as a platform that should be embraced nationally, regionally and globally 

as a tool to alter behaviors to drive social change (Taylor and Taylor, 2004, p. 253). 

 

Background of the study 

Mentorship in Hip hop is significant and highly recommended to empower the up and coming 

emcees who are struggling to realize their potential (Esposito, 2016). Since the genre 

inception, mentorship has been a key factor in determining the success of various artists. 

From Large Professor mentoring Nas, Shock G and Tupac, Jaz O and Jay Z, Dr. Dre and 

Snoop Dogg on adhering to ways and embracing historical and cultural teachings to stay 
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focused, avoid ill societal distractions and concentrate on perfecting ones craft (Hip Hop DX, 

2011). 

 

Recently, through mentorship from Kevin Coval Chicago, a director for young artists bred in 

Chicago imbued Chance the Rapper with necessary ideals and wisdom that enabled him defy 

the odds and avail his album “Coloring Mixtape” that etched his name in Hip hop history as 

the first and only artist to attain US billboard top 200 only on streams hence attaining 

industry acclaim (Watson, 2018). Consequently Chance the Rapper has taken a mentor role to 

the youth of Chicago. For example the rapper has appeared in public service announcement 

“My brother’s keeper” which informs the youth from Chicago to cease from the pitfalls on 

Black on Black violence and drug abuse. Additionally, he continues to advocate for Hip hop 

music and other forms of art as channels to positively alter the fortunes of the youth from the 

standpoint of socio cultural and economic prisms (Taylor, 2018). 

 

During the HIV Aids scourge that was ravaging Kenyan households at the time,  

Kalamashaka crafted a song dedicated to informing the youth on the significance of using 

protection if they opt to engage in sexual activities. The song was titled “I need to know” 

which had a catch phrase “'Uki Freak bila soks, no digidi ume trip” which garnered the trio 

critical acclaim across Africa (Nyanga, 2017). Several Ukoo Flani Mau Mau members have 

touted the mentorship of Kalamashaka that has had a positive impact in their respective 

careers. Some like the lyrical wizard Kitu Sewer, Juliani, Zakah and others speak fondly and 

recount vividly of their time in studio when they sought the guidance to craft songs from the 

legendary trio (“Mics and Beats: Juliani”, 2015). Kitu Sewer has used the wisdom and 

knowledge received and used it to mentor youth in Kitengela by encouraging them to visit the 
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studio and record songs with a message that conveys not only the current societal reality but 

the hope, aspirations and visions for a better tomorrow (Kitu Sewer, 2012).  

 

As Omondi (2014) wrote in commemoration of the ten year release of “Kilio Cha Haki 

loosely translated as the cry for justice” which he awarded a classic rating, he intimates that 

new talents of emcees were unearthed during the recording. The likes of Juliani and Wenyeji, 

relatively unknown at the time and still trapped in the harsh conditions in Dandora, sought 

refuge by accepting to take part in the recording sessions that ultimately acted as a catalyst to 

stardom (Mbasu, 2013). Juliani has gone on to launch Dandora Hip hop City Center, an 

institution located in Dandora that seeks to provide a platform, a solution, an alternative or a 

gateway to the socio economic and political challenges and afflictions that continue to 

deprive the youth of a better future (Njoki, 2016). 

 

Hip hop music in its ancient form among the griots in present day Togo, West Africa, has 

shown its ability to nurture, guide, preserve, educate and promote cultures and talents among 

the populace (Toop, 1991). This study intends to show how Hip hop music as mentorship tool 

and youth as mentee can become a channel to provide the youth in informal settlements with 

ideas, skills and relevant education to empower them to attain personal growth and transform 

their communities positively. 

Statement of the Problem 

Don Elligan (2004) author of Rap Therapy: A Practical Guide for Communicating with 

Youth and Young Adults through Rap Music, reasoned: “interventions with youth must 

acknowledge the prevalence and influence of trauma, peer pressure, and drugs on the 

development of youth and young adults. Interestingly, these phenomena are also common 
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themes discussed in music listened to by youth” (p. 11).  Additionally, three and a half 

decades of statistics show that these threats to young lives persist (Snyder and Sickmund, 

2009); and that hip-hop provides a multitude of opportunities to generate creative and 

culturally relevant solutions to shaping the lives of youth. However, there is scant studies 

particularly on Hip hop music as a tool for  youth mentorship  for social change among the 

marginalized populace within informal settlements, slums and shanty areas.( Koster, 2013; 

Barkley, 2007; Peck, 2014) where majority of youth reside. 

Therefore, this study sought to fill this knowledge gap by exploring Hip hop music and youth 

mentorship for social change among youth in Dandora slums.. 

 

Purpose of the Study 

This study examined the role of Ukoo Flani Mau Mau’s music as a medium of youth 

mentorship in Dandora slums and  social change Hip hop music engenders. 

 

Research Objectives 

1. Examine the perceptions of Dandora youth towards Ukoo Flani Mau Mau’s Hip hop 

music.  

2. Find out the influence of Ukoo Flani Mau Mau’s music on youth mentorship in 

Dandora.        

3. To establish the effects of Hip hop music for social change in Dandora.  

                                                

Research Questions 

1. How did the Dandora youth perceive Ukoo Flani Mau Mau’s Hip hop music? 

2. What influence does Ukoo Flani Mau Mau’s music possess on and youth mentorship? 

3. What are the effects of Hip hop music on Dandora Youth’s social change?   
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Justification of the Study 

According to McBroom (2000) Hip hop music is the dominant language of the youth. 

Renowned scholar and social activist Lamont Hill (2009) intimates that no genre of music 

measures up to Hip hop in terms of potency effect in altering the practices and behavior 

patterns of the youth. Hence why the study was conducted. To explore if Hip hop music can 

be used as an avenue to mentor youth to achieve success in a myriad of activities they engage 

in. As stipulated by Emdin (2010) the youth born and raised in slums turn to Hip hop music 

as a tool to transform their lives and build their communities. It is in a youth Centre that the 

youth are exposed with necessary ideas, knowledge and skills to empower them not only for 

betterment of self but as a channel to help others follow the same path ultimately mentoring 

others in the process too.  

Significance of the Study 

The findings of this study reveal that Hip hop music plays a role in youth mentorship in 

informal settlements such as Dandora. Thus, the findings may encourage the stakeholders in 

Government, community organizers and development practitioners to implement Hip hop 

music centers in other informal settlement areas in Nairobi. Hip hop city can offer mentorship 

programs to the youth  in areas such as ; song writing, graffiti and beat making. This can 

enable the youth abhor upheavals and avoid partaking in crime, gang violence and other 

societal vices and instead use Hip hop music as a platform to critique their societal plight and 

provide them an income to sustain their families which can transform society.   For the Hip 

hop artistes, this study can help them understand the role they can play in their communities 

by teaching and developing the musical talents of the youth. Finally, for the researcher, this 

study has enabled him to add to the limited studies of Hip hop music in mentorship which can 

encourage more scholars to research further on the ability of Hip hop and youth mentorship.   
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Limitations and delimitations of the study 

  The limitations of this study were: 

The findings of this study cannot be generalized to all informal settlements in Nairobi.  Even 

though they might have similar characteristics..Howeer, the study was not conducted to 

generaliuze but to elicit rich understanding of a phenomenon such as hip hop.  

 

Scope of Study 

This research focused on the youth enrolled in Dandora Hip hop City Center. The researcher 

used Dandora Hip hop City Center because it is a community initiative that was founded by 

Ukoo Flani Mau Mau member, Juliani to mentor Dandora youth to realize, hone and polish 

their gifts and talents. Forty youth featured in the research study.  

 

Assumptions of Study 

This study made assumptions that: 

1. The respondents would possess a strong inclination and understanding of Ukoo Flani 

Mau Mau and their music.  

2. The respondents would articulate and make honest responses on themes touching 

Ukoo Flani Mau Mau’s music artistry. 

 

Definition of Terms 

Hip hop: A culture that consists of 10 elements i.e. Street entrepreneurialism, Street language, 

Graffiti, B-Boy, Knowledge, Health, D-Jaying, Emcee, Beat Boxing and Street fashion. In 

this context Hip hop is a movement and a culture founded by the youth to empower vis-a-vis 

voice their dissension and displeasure against a flawed society. Keith Tucker cited in Hip hop 

is Green (2017). 
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Mentorship: This can be defined as the process and relationship where a mentor nurtures a 

mentee to achieve their goal (Santamaria, 2003). The process referred to as mentoring 

involves the mentor handing advice, guidance, knowledge, skills and ideas to the mentee to 

develop his character, talent and wisdom to attain a positive outcome later in life. In this 

study, youth mentorship will be defined as the utility of Hip hop music and artistes ability to 

guide, teach, educate, heal and empower the youth (Mentees) to positively change and 

transform  their society. 

 

Hip hop music: A subculture of Hip hop consisting of emceeing and beat boxing as intimated 

by Afrika Bambataa (1999) cited in Davey D (1999). In this study Hip hop music is 

expressed as music that features the two components of emceeing and beat boxing. 

 

Youth: They are defined as individuals aged between fifteen and thirty five years (African 

Union, 2006). The youth in this study were defined as the individuals aged between fifteen 

and thirty five years.   

 

Emcee: A lyricist, poet, rap artist, rhyme slinger, vocalist, wordsmith etc. The Emcee acts as 

an engineer by crafting Hip hop music characterized on rhyming on a beat. (Edwards, 2009). 

In this research, Emcee is expressed as the individual responsible for creating lyrical content 

and put it on a beat to advocate, uplift, educate and empower the youth listener. 

 

Deejaying: The technique of mixing and scratching records associated with DJs and 

turntablists to entertain the audience. It consists of playing and mixing records one after the 

other. Kool DJ Herc is widely regarded as the founder as posited by Afrika Bambataa, cited 
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in Davey D (1996). In this study DeeJaying is expressed as the art of creating a beat that is a 

key component for Hip hop music. 

 

Grafitti: The science of expression which involves the use of spray paint to convey socio-

political messages and evoke meanings and images of what is engulfing the society (Bates, 

2014). This is commonly found in inner city neighborhoods, schools and recreational parks. 

In this research, Grafitti will be expressed as the art of painting images and symbols to 

convey the plight of the disenfranchised youth with the focus to trigger social change.  

 

Knowledge: It’s the 5th element of Hip hop started and popularized by Afrika Bambaataa and 

the Universal Zulu Nation. It’s the glue that holds the artistic elements within the context of 

Hip hop. Knowledge explains the ability of a Hip hop artist to rhyme on any beat about 

political and social issues as posited by Afrika Bambataa, cited in Davey D (1996).  In this 

research, Knowledge will be expressed as the ability of the youth to discern and perceive  

their current social and political plight to empower them to develop solutions a vital cog in a 

Hip hop song to enlighten, uplift, activate and empower the youth. 

 

Entrepreneurship: This is one of the elements of Hip hop culture. Referred to as the ability to 

empower oneself economically through using one’s skills to start and own business ventures 

for the purposes of generating income to improve lives (Peters, 2017). In this research, 

entrepreneurship will be applied as the ability for the youth to use any of the Hip hop music 

elements as a source to garner and generate wealth, employment and transform society 

outlook and individual mindsets. 
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Cypher: In Hip hop community, cypher refers to the coalescing of emcees, fans, beatmakers, 

knowledge purveyors among others to exchange knowledge, devise songs, discuss global 

events  among others to uplift, inspire, educate and nourish the members of a particular 

community or neighborhoods (Porteous, 2013). In the context of this research, cypher will be 

reflected as youthful informal gatherings where the youth affiliated and representing the Hip 

hop culture assemble to construct knowledge and demystify societal plight and stereotype 

narratives.  

Summary 

This chapter provided an introduction and background of Hip hop music. The problem 

statement has been illuminated hence to form the bedrock of the study. Other sections like 

purpose of study, objectives of the study, research objectives, research questions, rationale of 

the study, significance of the study, assumptions, limitations and delimitations and scope of 

the study have been covered. The next chapter will focus on literature review which focusses 

on theoretical framework that suits this study and also feature examples of empirical research 

data previously conducted on Hip hop music influence on youth. Conceptual framework will 

be the last conclude the chapter. 
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CHAPTER TWO 

Literature Review 

Introduction 

This chapter provides the theoretical framework chosen and usedfor Hip hop music as an 

instrument for youth mentorship. Critical analysis of both general and empirical literature 

which highlights the origins of Hip hop culture as a conduit to drive social change through 

youth mentorship in Kenya, Africa and Globally was also explored. 

 

Mentorship can empower the youth with skills, attributes and knowledge to become agents of 

social change (Hamilton, 2011). Mentorship in music has positive historical connotations as 

witnessed in the songs recorded in the African American and African struggle against 

oppression (Jean, 2004). Music Icons like Bob Marley, Peter Tosh, Fela Kuti, Tupac Shakur, 

Ukoo Flani Mau Mau, Prophets of the City among others received mentorship from other 

music gurus, historical figures and revolutionaries to embrace music as a platform to combat 

poverty, colonial oppression, economic marginalization and racial discrimination engulfing 

Africa (Gansinger and Kole, 2017). 

  

Clark (2012) recalls during a visit to Tanzania, she was able to witness how Hip hop pioneers 

Kwanzaa Unit managed to use their influence and ability to impart wisdom and advice on 

rookie emcees to avoid societal pitfalls and turn to Hip hop music as an art form to empower 

society. For example, a study conducted in Dakar, Senegal from December 2008 to February 

2009 revealed the Senegalese Hip hop community depicted the extraordinary ability that Hip 

hop music and its other elements possess in nurturing and sharpening the entrepreneurial 

skills among Hip hop emcees, graffiti artists, poets, song producers, fashion designers among 

others (Mbaye, 2011). For instance, emcees, graphic designers, beat makers and all the 
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Senegalese Hip hop stakeholders now believe in the “the possibility of change, of re-

imagining life and labour, of creating new forms of solidarity” (Gill and Pratt, 2008 p.20). 

Theoretical Framework 

 The study was underpinned on Social learning theory. Social learning theory (SLT) was 

developed by Albert Bandura in 1963 after undertaking numerous in depth research works 

during the epoch when behaviorism was obtaining momentum (Bandura, 1977). Before the 

1960s several scholars contributed to the evolvement, refinement and definition of the theory 

(Miller and Dollard, 1941). The genesis of Social learning theory can be traced to the late 

1800s when psychologists Kurt Lewin and William James initiated the foundation by 

introducing concepts that would become the pillars of the Social Learning theory (Crosbie-

Brunett and Lewis, 1993). For example William James informed that an individual’s 

behavioral is subject to the environmental factors upon introducing the “social self” 

philosophy that would later be developed by  Kurt Lewin who posited that behavior is 

determinant on individuals processes, a notion that was diverted from the psychology 

philosophy (Bandura, 1986). Additionally, behaviorist Alfred Adler intimated that an 

individual’s behavior is predicated and determined by the goals and objectives at disposal and 

the stakes they stand to gain (Crosbie-Brunett and Lewis, 1993). Hence why this study will 

be predicated on this theory to examine and explain how the processes, stages and levels on 

youth mentorship can occur vis a vis Hip hop music. 

 

Social learning Theory 

Social learning theory states that behaviors are learned and acquired by observation 

(Bandura, 1971). Historical records show that Albert Bandura had to engage in in-depth 

research before developing social learning theory in 1963 after constantly studying the social 

learning processes and pre-existing operant conditioning theories failed to clearly show in 
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social realm (Bandura, 1963). At the start of the 1940s, scholars like Fredric Skinner in a bid 

to test stimulus response theories, conducted an empirical research that was based on operant 

conditioning (Skinner, 1947).  

 

During the same decade, psychologists Miller and Dollar with aim to interrogate further the 

stimulus response theories published a book referred to as social learning theory that outlined 

behaviors as learned habits acquired after numerous observations (Miller, 1941). In 1961, 

Albert Bandura in aim of critiquing Fredric Skinner’s notion that behaviors are only learnt 

through rewards and punishments conducted the famous Bobo Doll experiment. This 

experiment was carried out in Stanford nursery school (Bandura, Ross and Ross, 1961).  

 

The key participants were seventy two children with an average age of four and a half years. 

The children were equally divided by gender. Twenty four for Aggressive model, twenty four 

on non-aggressive model while the remaining twenty four were part of a control group with 

each group composed of a male and female model comprising of six boys and six girls each. 

At start the experiment the adult and child were taken to the same room and sat in different 

corners. The child sat on the corner with stickers and stamps while the adult was placed with 

Bobo dolls and mallets. The adult started kicking, hammering and punching the Bobo Doll in 

presence of the toddler. Later on when the toddler was placed in non-aggressive model to 

play with the Bobo Doll toy, the child’s physically and verbal abuse was present and the 

experimenter concluded that it was from watching the adult actions against the toys (Bandura, 

Ross and Ross, 1963). Hence forth, Albert Bandura concluded that behaviors are learned and 

acquired by observation. 
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However, the Bobo Doll study generated criticism from subsequent researchers who pointed 

out racial disparity and bias since the audience in the study featured Caucasian children with 

a similar socio economic background (Hart and Kritsonis, 2006). The researchers argue that 

the possibility of alteration of Bandura’s result among the audience were highly diverse. 

Another critique of the Bandura experiment claim manipulation rather than motivation. The 

confinement of children in a room in presence of violence and aggression coerces them to 

adopt the behavior which is highly unethical. Psychologists Di Lalla and Gottesman (1991) 

postulate that other extraneous factors like an individual’s surrounding environment, 

psychiatric disorder and hereditary factors can be attributed to the aggression. Hence why a 

number of psychologists and behaviorists are skeptical of the result findings obtained from 

laboratory experiments.  

 

For example Cumberbatch (1990) drew conclusion that the Bandura findings on children 

aggression towards the Bobo doll was flawed and replaced aggression with playfulness. He 

further discovered that children who were oblivious of the Bobo Doll experiment would 

likely employ five times aggression than those who have been exposed to the Bobo Doll 

before. This is further buttressed by the notion that it’s extremely unlikely that an adult will 

exhibit an attack on something and allow an infant to imitate the act (Durkin, 1995). 

 

According to Bandura (1975) Social learning theory is underpinned on the pillars of 

modeling, self-efficacy and parasocial interaction. Modeling is a situation in social learning 

when an individual or actor can be imitated by a specific audience when he develops and 

showcases specific behaviors, attitudes, styles and messages that appeal to the intended 

demographic (Bandura, 1977). During modeling, the act of cognitive process unfolds after 

the human mind is exposed to messages. What follows are the processes of attention, 
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retention, reproduction and motivation. During the first stage of attention, the individuals 

should meticulously exercise listening and watching the model. The model on the other hand 

should develop messages, themes and behaviors tailored to the intended audience. They 

should encourage engagement, arouse interest and foster critical thought from the target 

audience. The second stage in social learning is retention which involves the ability of the 

target audience to store relevant information they were exposed through observing the model 

(Horton and Wohl, 1956). For example, to reinforce the conceptual understanding the 

audience can organize for cyphers to promote a specific behavioral change like “vote for 

change”. Thirdly, reproduction stage applies when the target demographic recreates the new 

behavior, attitude or style (Bandura, 1977). This enables them to master the technique and 

foster change towards a particular societal issue. Last stage is motivation. The emphasis is 

encouraging the audience who have mastered and performed the technique repeatedly 

successfully to continue sharing their experiences in the community. The idea is to maintain 

execution of the learned concepts to attain, maintain and sustain societal change.  

 

Social learning theory is pivotal in the mentoring process. For example, a mentor can be 

defined as a guide, friend, adviser or therapist who has generated trust from the respective 

protégés and thus teamed up with the former to nourish and nurture the latter with 

knowledge, skills and ideas (Thambekwayo, 2012). However, the mentees should have the 

insatiable appetite and self-determination to learn and acquire new information to aid positive 

individual growth. The key facets of Social learning theory like modelling and self-efficacy 

correlate with the core fundamentals of mentoring like reflection, observation and personal 

development. For example in social learning theory emphasis is placed on how influential an 

individual, activity, process has generated to the extent that has attained an effect on the 

target audience (Bandura, 1977). The audiences embrace the ideas, practices and skills and 
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are determined to master and apply them for personal growth to seek positive transformation 

in their respective communities. In this study Hip hop music and Hip hop artists will take up 

the role of mentors while the youth will assume the position of mentees and apprentices.  

 

Hip hop music and artistes not only command a major influence among the youth today but 

are placed on a pedestal (Alim, Ibrahim and Pennycook, 2008). The youth in outrage to 

respond to social afflictions like unemployment, urban decay, police brutality, racism and 

tribalism have resorted to embracing the blueprint of Hip hop music and the artistes messages 

and advice to seek solace, comfort and personal development (West, 1989). By extending 

their admiration to Hip hop artists and observing the key fundamentals of Hip hop music like 

Knowledge, entrepreneurship, emceeing and health the youth draw inspiration, enlightenment 

and acquire relevant education to alter their fortunes.  

 

Social learning theory grounded on youth mentorship in relation to Hip hop music is 

instrumental. The youth through a key facet, modeling are able to listen, understand, observe, 

master and replicate acquired skills, informed behavior and norms (Thambekwayo, 2012). 

Activist and Poet Asante (2008) posited that Hip hop music has not only become the most 

influential musical genre on the globe but an artistic movement that should be used to guide, 

enlighten and mentor the youth. He further stated that Hip hop artistes should consider 

themselves as leaders and mentors who should tap and utilize the highly influential culture to 

their advantage by educating and encouraging the disenfranchised youth in urban decayed 

areas to embrace Hip hop as an instrumental tool to establish change in humanity (p. 255).  

 

The aspect of modeling in Hip hop is ubiquitous and conventional (Watkins, 2005). From the 

outset, Hip hop as a culture and experience was started to liberate the mind and create 
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consciousness (Rose, 2012 cited in Elliot-Cooper 2012). One of its founders, Afrika 

Bambataa engaged in gang activities like extortion, crime, violence and racketeering with 

Black Spades gang in New York (Bryan, 2011). Upon self-reflection and drawing inspiration 

from civil rights activists like Malcolm X and Last Poets, Afrika Bambaataa ceased 

engagement with gang activities and started making strides in the growth and expansion of 

what Kool Herc had already started (Gross, 1999). With Malcolm X and James Brown as the 

blueprints, Afrika Bambaataa converted his former gang members and started Universal Zulu 

Nation, a group of socio-political emcees that espouse Afrocentric ideals to advance their 

personal and community growth (Hafez, 2018). These emcees modeled their struggles, 

passions and hopes after Afrika Bambaataa. The core message of Universal Zulu Nation was 

to deviate from crime and encourage the youth who possess gifts in either break dancing, 

graffiti and emceeing to utilize their skillset to promote peace, end conflict, community 

building and advocate Pan-Africanism (Rafaeli, 2014). As with the dictum of social learning 

theory, the model constructs the message then the learners or mentees absorb, grasp it then 

later on reproduce it.  

 

This has been manifested in subsequent years after Afrika Bambaataa launched the Universal 

Zulu Nation in the late 1970s. As the 1980s era unfolded youth emcees imitated, studied and 

acquired knowledge from listening and watching Afrika Bambaataa conduct himself in song, 

DJing and interviews (Getz, 2017). This epoch witnessed an array of gifted emcees and 

groups like Ice Cube, Krs One, Rakim, Big Daddy Kane, Poor Righteous Teachers and Public 

Enemy who embraced Afrocentric philosophies, admonished gang activities like black on 

black violence and infused their lyrics with the teaching of African American intellectuals 

and civil rights activists like Noble drew Ali, Malcolm X, Huey Newton, Clarence 13X and 

Minister Louis Farrakhan (Adjaye, 1997). As the movement grew rapidly and the ideology 
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spread, the youth in urban decayed neighborhoods declined crime and opted to embrace the 

teachings, seek refuge and healing by associating with various Black Power movements like 

the Nuwaubians, Nation of Islam and the Nation of the Gods and the Earths that were 

promoting the use of Hip hop culture as a way of self-expression, self-knowledge, cultural 

pride and economic independence and sustainability (Washington, 2014). For example Bronx 

legend KRS-One was influenced by the Universal Zulu Nation and used it as a template to 

launch his own movement called “Stop the Violence” which invoked African American 

youth to stop engaging is self-destruction and instead challenged them to discover their 

history and self-purpose to advocate for positive change in society (George, 1990). Chuck D, 

Rakim, Krs One and other emcees consequently reproduced the ideas, wisdom, knowledge 

and science grasped from imitating the founders of Hip hop like Kool Herc, Grand Master 

Flash and Afrika Bambaataa to educate, uplift, empower and motivate the youth and 

simultaneously preserving the rich traditions and ideals  in Hip hop (Baker, 1993). 

 

The other critical pillar of social learning theory is self-efficacy that outlines the ability for an 

individual to be equipped with a high threshold of self-belief to execute and accomplish a 

particular task, goal or challenge no matter the odds stacked against them (Bandura, 1977). 

Social learning theory promotes self-efficacy, a philosophy which is encouraged among the 

Hip hop fraternity. Youth aspiring for transformational change in the Hip hop community are 

advised to inculcate themselves self- belief, motivation and diligence in any community 

initiatives they embrace (Lisma, 2015). By listening and watching Hip hop artists speak, rap 

and write songs, poetry and dance music touching a particular theme that affects the society 

in either a positive or negative way the youth are able to capture the messages, behaviors, 

ideas and skills that they will ascribe, master and reproduce to better society (Johnson, 2014). 

Consequently the youth are imbued with high threshold sense of belief that they can 
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withstand and challenge societal afflictions like crime, unemployment, gentrification, police 

brutality and political corruption through adopting self-efficacy attitude and behaviors 

acquired from exposure to Hip hop songs and Artistes (Banks, 2011). 

 

Self-efficacy is fundamental in Hip hop music and all the artistes especially noviceartists 

areencouraged to embrace the virtue (Dyson, 2010). According Travis Jr. (2015) self-efficacy 

is a key ingredient in Hip hop mentorship for the youth who have been stereotyped as 

criminalsdue to hailing from deplorable neighborhoods and possess symptoms of mental 

illness and low self-esteem issues. Self-efficacy as a key motor in Hip hop artistes encourages 

self-determination and self-help. Once the youth adopt these virtues, they are buoyed with 

confidence and courage to sharpen and polish their talents and skillset to tap and utilize Hip 

hop music as a medium to transform their lives and aid community development (Dyson, 

2010). As a pillar of social learning theory, self-efficacy has been rooted since the genesis of 

Hip hop culture. Circa 1973, a restless energy among the disenchanted youth in New York 

was bubbling (Dyson, 1993). Abject poverty, high unemployment, substance abuse, racism, 

police brutality and other systemic challenges were pervasive in every African-American 

neighborhood. These challenges had ill effects on the majority of the youth but it was on the 

backbone of these challenges that some youth devising ways, methods and strategies to heal, 

cope and survive, through two turntables at their disposal invented  what is today known as 

Hip hop that became a channel to voice and express their disapproval, disillusionment, 

frustration and anger towards a system they felt neglected their needs and failed to address 

their demands like social justice and equality (Rose, 1994). Self-efficacy is manifested in 

contemporary Hip hop society to encourage youth therapy to confront societal afflictions.  

 

Daystar University Repository

Library Archives Copy



25 

 

 

Reeling from the consequences of war and civil conflict in the Middle East, Palestinian youth 

have embodied self-efficacy and self-determination and subsequently infused them to exploit 

the culture of Hip hop music to mentor young Palestinians to use Hip hop songs to not only 

express societal views and mirror their community but to disassociate themselves from war 

mongering activities like stone throwing or gun fighting (Ashly, 2017). For example 

Palestinian rappers Hefawi and Azmi have partnered with Non-Governmental Organizations 

to mentor an all-female Hip hop group to utilize their Hip hop gifts and talents towards 

protesting Palestinian subjugation. 

 

Another example Hip hop artist and producer Sheldon Pitt popularly known as Solitair 

launched a mentorship program in Canada known as Toro Action Program. The purpose of 

the program was to encourage the youth to enroll and stay in school and turn away from the 

trappings of societal vices (Tilleczek and Ferguson, 2013). According to Pitt (2011) cited in 

Bliss (2011) the objective of the program is “to become a fixture in the community as a 

source for professional advice, mentorship, as well as provide a new approach to learning and 

networking”. The rapper hosts and conducts seminars and workshops across cities geared 

towards educating the youth on the potential healing power Hip hop music can provide to 

respond to the societal disparities and the significant socioeconomic and political 

opportunities that Hip hop music can award them.  

 

Another backbone of social learning theory that fits and reflects in youth mentorship through 

Hip hop music is parasocial interaction. It involves the observation of fictional characters to 

determine who better appeals to the target audience and can be used as motivation to the 

audience to replicate and reinforce the behaviors to aid meaningful change (Bandura, 1971). 

Parasocial relationships are one-sided and usually applicable when one party shows 
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admiration, passion, interest and emotional affinity towards an individual or group who is 

unaware of the former existence (Bandura, 1975). This is more common with sports teams 

and celebrities. In Hip hop culture, we have examples of the youth who intend to take up the 

genre as a career look up to established artists and legends that’s they have never met nor 

interacted. Youth languishing in neglected and decrepit communities seek refuge in listening 

and mimicking legendary emcees who they view as heroes and idols to help them heal and 

bolster their self-belief to attain success in whatever career path they have chosen. For 

example a young Joe Cole and Lupe Fiasco idolized New York legend Nas as they tried to 

break out in the Hip hop industry (Adaso, 2017).  

 

Even before crossing paths with Nas, Joe Cole alludes and deliriously gushes how pivotal 

Nas lyrics, content and vocabulary have contributed to bettering his craft and facilitating his 

ascendancy in the top echelon of emcees in contemporary era (Phillips, 2018). For Lupe 

Fiasco as a teenager growing up in the violent streets of Chicago was exposed to Nas music 

which instantly had an effect and triggered his fandom towards the legend. As Lupe Fiasco 

was recording his first album “Food and Liquor” he simultaneously played Nas second album 

It Was Written” back and forth to pick rhyme patterns, observe the flow and master the 

lyrical technique to bolster his debut release (Tomlinson, 2011).   

 

More importantly, social learning theory has been deemed successful when applied in 

edutainment (Singhal, Cody, Rogers and Miguel, 2004). Miguel Sabido, a writer and 

producer at the Mexican institute of communication studies was the progenitor of applying 

social learning theory with the edutainment concept using the soap operas to realize social 

change in Mexico and Latin America. Sabido (1989) postulated that the audience adoption of 

new behavior can be instigated by images and messages emanating from soap operas which 
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draw a huge attraction among Mexicans. Through highlighting social problems like 

corruption, police brutality and structural inequity; encouraging the audience towards 

embracing beneficial societal virtues; and using thespians as role models in Television drama, 

Sabido was able to demonstrate how audience behavior can be triggered through observation 

(Nariman, 1993 p.30). Consequently, edutainment is among the founding pillars in Hip hop 

music which incorporates the themes of emceeing, graffiti and b-boying (Rose, 1994).  

 

Hip hop was first used as, Edutainment  by the Hip hop group Public Enemy which consisted 

of Chuck D, Professor Griff, DJ Lord, Khari Wynn, Bomb squad, SW1 and Flavor Flavor in 

1987 when they recorded the opus “It takes a million to Hold us Back” a Black power 

charged album spewing socio-political contestations in response to the reagonomics 

retrogressive and subjugative policies (Public Enemy, 1988). The edutainment concept was 

then popularized in the early 1990s by KRS ONE, a legendary artist whose name is an 

acronym for “Knowledge Reigns Supreme Over Nearly Everyone” (Chris, 2007). KRS ONE 

and his crew Boogie Down Productions released an album called “Edutainment” in 1990 that 

touched on socio-political themes like racial prejudices, unemployment, social injustice and 

the putrid education that was prevalent in urban areas (Boogie Down Productions, 1990).   

 

Edutainment aspect in youth mentorship is instrumental in Hip hop (Kumar, 2010). The 

youth can learn from listening to Hip hop songs that convey positive messages that entertain, 

educate, inspire and uplift them from the trauma and suffering incurred from society 

upheavals (Chesley, 2011). Additionally, the Hip hop mentees thought patterns are positively 

shaped, new ideas acquired and reproduced to not only respond to societal challenges but to 

implement solutions to transform society. As Canty (2016) posits, Edutainment and Hip hop 

mentorship are intertwined. Kalamashaka, self-styled purveyors of Mau Mau doctrine and 
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philosophy were considered the key protagonists of Edutainment (Koster, 2013). Robert 

Matumbai (2000) on the gritty posse track “Mangirima” raps “Napanda stage manze na kupa 

knowledge, na college yangu ni maisha ya mtaa” (I get on stage and give you knowledge, my 

college is the streets). 

 

Roba Oteraw profoundly sought to inform the youthful demographic that he was a product of 

the harsh realities of slum dwellings which he credits for his education hence discharging that 

same knowledge to his listeners simultaneously to educate and uplift the youth. In the 

politically charged anthem “Ni Wakati”, (It’s time) Vigeti (2001) begs the youth to 

emancipate themselves from mental slavery and instead nurture critical thought, “Ni juu yako 

wewe kutumia brain, unataka ku fight all in vain, ama uone light wewe u gain, tight ni chains 

zile ambazo ametufunga nazo kwa akili, mental slavery”.  The application of the tenets of 

social learning theory like modelling and self-efficacy are manifested when the youth develop 

their self-knowledge and self-determination by heeding Kalamashaka’s advice, guidance and 

counsellorship to transition from hopelessness to prosperity. 

 

Another avenue that seeks to rekindle the spirit and the ideals of Mau Mau movement is a 

theatre play known as “Are we there yet”. On this play the youth express their 

disillusionment and disappointment at the betrayal of successive regimes to implement the 

visions of the Mau Mau struggle (Koster, 2013). By responding to these challenges they are 

able to connect and fuse such plays with their favorite contemporary culture, Hip hop music 

to sensitive the public on socioeconomic and political grievances. In Kisumu, an edutainment 

event was hosted in city square (Orido, 2011). Taking place in theatre, the plays would 

include poetry, song, and dance with a purpose to create awareness, educate and empower the 

residents of Kisumu against societal afflictions like the scourge of AIDs, youth 
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unemployment, political corruption and decades of political marginalization (Orido, 2011). 

The role of the event was to imbue the youth with problem solving abilities. Hence why and 

how social learning theory is vital in attaining, maintaining and replicating new adopted 

behaviors to transform society.  

 

Social learning theory has been used in Hip hop culture and music before to portray how the 

musical genre is responsible for perpetuating and promoting destructive behavior like 

criminology, misogyny, patriarchy, drug abuse, crass materialism and sordid violence. Nina 

Brathwaite (2002) applied the social learning theory in Hip hop to explore the relationship 

between Hip hop music consumption and problematic behaviors such as drug abuse and 

misogyny which recorded a positive correlation in marijuana uptake and sexual behavior.  

 

Other scholars Harakeh and Bogt (2018) applied social learning theory in their experimental 

study to investigate if Hip hop music had an effect on enhancing youth smoking habits. 

Criminologists Kubrin (2005) and Armstrong (2001) have mentioned the application of the 

theory in their investigative studies of Hip hop artists and songs that encourage domestic 

violence and crime. 

  

Academicians Steinmetz & Henderson (2016) referenced social learning theory to investigate 

criminology in Hip hop by random sampling two hundred Hip hop songs from 2000 to 2010 

to understand artist explanations to crime fascination. The result findings indicated that some 

Hip hop songs enhance criminal thought. 
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In the view of this study, social learning theory will serve as the ideal and practical canvas in 

examining and understanding how youth mentorship occurs when Hip hop music and artistes 

are tapped, applied and embraced as a channel to achieve social change. 

 

General Literature 

How the youth perceive Hip hop music 

Since the genesis of the Hip hop music from the Bronx in 1970s, Hip hop has always become 

synonymous with the youth (George, 1998). To understand Hip hop connection to the youth, 

it’s important to understand how the genre was founded it. As the 1960s came to a close in 

the United States of America, the civil rights movement had been dealt a major blow by the 

murders of iconic leaders Malcolm X and Martin Luther King (Baldwin, 1986). Societal 

afflictions like racial segregation, urban decay, Vietnam War, structural inequalities, police 

brutality, socio-political and economic marginalization were still widespread within inner 

cities and the country was at a brink of a civil strife (Hall, 2005).  It was against the backdrop 

of these societal disorders that imbued legendary iconic African American musicians and 

poets like Gil Scott Heron, Last Poets, Marvin Gaye, James Baldwin and many others with 

courage, wisdom and knowledge to use music as a therapy and a platform to spearhead the 

civil rights movements (Abdur-Rahman, 2016).  

At the start of 1970s, Black Panther Party emerged as the significant civil rights movement 

and a number of music artists like Last Poets, Elaine Brown, The Lumpen, Gill Scot Heron, 

Watts Prophets and Nina Simone lend their spiritual renditions as soundtracks to the Black 

Panther movement to voice their demand on better housing standards, racial inequality, 

improved quality education and called for an immediate abolishment of all other 
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institutionalized racial induced laws and policies created to oppress, disenfranchise, exploit 

and marginalize the Black community (Vernon, 2018).  

It Against the back drop of these societal afflictions prevalent in America’s inner cities in the 

late 1960s to early 1970s that the restless, disenfranchised and disillusioned youth started a 

culture that awarded them space to voice their anger, betrayal and disapproval (Rose, 1994 

p.21). With the youth as its foundation, Hip hop started in August 11th, 1973 on 1520 

Sedgwick Avenue as a culture to sought solace, guidance, rehabilitation, freedom and create 

critical consciousness on societal plight that engulfed New York inner city boroughs like 

Queens, Brooklyn, Bronx and Staten Island (George, 1994). Hip hop as a cultural expression 

underpinned on rebellion, provided public space for the youth in ghettos (Canada, 2011). As 

Hip hop music evolved and underwent through different stages from the 1970s to the 1980s, 

talented groups and solo emcees emerged all professing Afrocentricity and promoting 

African attire by dressing up in Dashiki to express ancestry pride and display rebellion 

against the deteriorating material conditions bred by the racist discriminatory policies and 

laws like budget cuts and drug laws (Dyson, 2010).  

Hip hop artistes during that epoch affiliated with religious movements like the Minister 

Farrakhan led Nation of Islam or the Clarence 13X led Five Percent Nation which advocated 

for self-pride, self-knowledge , self – efficacy and pan African agenda. Emcees like Rakim, 

Krs One, Brand Nubian, Public Enemy and Ice Cube embraced Hip hop music as a platform 

to voice their frustrations and show disapproval of the existing material conditions in Black 

neighborhoods (Rose, 1996). These artists infused their songs with teachings from lucid 

revolutionaries like Kwame Toure, Malcolm X, Martin Luther King, Marcus Garvey and 

Harriet Tubman to imbue them with courage, self-determination and fierce attitude to achieve 
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the ideals that were advocated by these revolutionaries whom they viewed as mentors (Rose, 

2008).  

For the youth at the time, Hip hop music acted as a haven for rehabilitating individuals who 

were involved in gang violence and other forms of crime. One of Hip hop’s founders, Afrika 

Bambaataa was a former gang member of Black Spades gang in New York City which was 

synonymous with racketeering, extortion, illegal drug trade among other crimes (Hess, 2009).  

In Hip hop’s formative years, it was a secret among the youth, it was difficult to discover like 

treasure because the youth would hide in enclosed settings in the neighborhood like the 

basketball courts or the park to showcase their beat boxing, graffiti, break dancing and 

rapping skills (Forman & Neal, 2004). Basu & Lemmele (2006, p.23) argue that the youth 

would gravitate towards Hip hop music because it provided them with hope and escape from 

the dark linings of society. Durand (2017) cited in Monsen (2017) adds that the youth are 

drawn to Hip hop because it’s easily accessible and affordable, “Anyone can try to write 

rhymes and rap a cappella, free of charge,” Sarah Willie (1999), a sociology professor cited 

in Terry (1999) explains why the youth are drawn to Hip hop music,  

"Hip-hop artistes see themselves as truthful chroniclers of what's happening, either in 
their hearts or on the streets. The idea that it would be more and more attractive to 
teenagers around the world, as the world becomes smaller through technology, makes 
a lot of sense." 

 

This further reinforces the notion that the youth perceive Hip hop as culture that mirrors 

them, and a lens to critique socio political and economic contestations, complexities and 

nuances. For example Cohen (2005) through the Black Youth Project study found out 58% of 

black youth and 45% of Hispanic youth listen to Hip hop music every day compared to 23%  

of their white counter parts. From the 58%, it was established that a portion of African-

American Hip hop listeners view the genre as a mirror of their own realities (Krohn & Suazo, 
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1995). Lauren (2016) argues that the youth perceive Hip hop music as a creative outlet to 

voice their frustrations and rebellion against social injustice. The youth resonate with the 

emotions displayed by Hip hop artistes in songs decrying poverty and calling for self-efficacy 

to overcome their plight. Chuck D famously proclaimed Hip hop as Black CNN. A channel 

for marginalized black youth to display a depiction of the ills engulfed in the African-

American neighborhoods (Izadi, 2016). This call was embraced by the youth who have used 

Hip hop as a canvas to paint their struggles, fears and hopes.  

 

Librado (2010) study informs that the youth in Bolivia perceive Hip hop music as a platform 

for empowerment and cultural resistance to fight inequality, social injustice and poverty.  

Additionally some youth find Hip hop music as inspiring and as a source of healing from the 

societal conflicts. Through writing their own lyrics, painting graffiti or even beat making they 

are able to enhance their learning and thinking capacities (Day, 2009). As Hip hop has 

attained commercial mainstream success it has become a double edged sword. It contains 

both the positive and negative influence on society (Rose, 2008). Conversely, some youth 

possess either negative or conflicted perception on Hip hop music. Some insist that noxious 

messages and videos paraded in rap songs and videos inspire negativity and self-destruction 

(McWhorter, 2008). Others believe Hip hop deficits like misogyny, hyper machismo and 

drug promotion attitudes have injured and impaired the thoughts and visions of the listeners 

to the extent of engaging in societal vices like abusing drugs (Smith, 2011). 

 

The influence of Hip hop on Youth Mentorship 

Cornel West criticizes mainstream Hip hop music to conforming to the worst vices present in 

United States of America like gun violence and misogyny, but he still believes that Hip hop 
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music enhances society (West, 2011 as cited in University Press Club, 2011). West (2010) 

illuminates the positive attribute Hip hop music possesses in educating the youth, 

“I see Hip hop as part of a movement linked to a danceable education, teaching that 
can both delight and instruct. I know that I am not a rapper like KRS-One, who has 
been lecturing in my classes for years. I am surely not a singer any more than I am a 
preacher. But, in some small way, if I can help bring the social consciousness of a 
Curtis Mayfield or a Nina Simone to Hip hop, if I can reach one young person with a 
message embedded in a sound that stirs his or her soul, then I have not labored in 
vain.” 

 

Wilson (2018) argues that Hip hop music possesses a positive influence on the youth. Aside 

from her assertion of crime, gang violence and drug abuse prevention she states that Hip hop 

music as a space can be adopted by the youth for educating themselves on the harsh realities 

and socio political contestations they live under. She highlights an example of Kendrick 

Lamar receiving inspiration from the songs and message of Tupac Shakur that enabled him 

perform “Blacker the berry” and “alright” at the Grammys appearing on stage tied up with 

chains to denounce police brutality and racism. 

 

Clay (2006) observes that Hip hop music as a channel for youth empowerment is 

instrumental. Clay cites studying two nonprofit organizations, Teen Justice and Multicultural 

alliance which aim to tap and utilize Hip hop elements like poetry as a tool to educate and 

teach the youth to understand their present socio-economic and political realities. After 

observing the youth groups for eighteen months and carrying out twenty interviews she 

discovered that Hip hop music is significant on the youth to develop political consciousness 

and mobilization skills to counter any forms of social injustice. 

 

Morgan (2019) cited in Goldberg (2019) informs that Hip hop music has a positive influence 

on the youth because it gives them a platform to innovate, improves the literacy skills of the 
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youth and speak on their societal plight. A one-time Hip hop pessimist, she credits her 

students towards changing her negative perception of Hip hop.  In 2002 she launched Hip hop 

archive and research institute in Harvard to promote the awareness of Hip hop as an 

intellectual significant genre. Additionally Professor Morgan has teamed up with fellow 

Harvard scholar and cultural critic Professor Gates and created a fellowship program named 

after Hip hop artiste Nas which has a motto that reads: Education is power. The name of the 

program is The Nasir Jones fellowship to support scholars and aspiring Hip hop artistes to 

develop their skills and knowledge and aid personal development (Coulehan, 2013). 

 

Steinberg (2017) cited in Rice (2017) argues that Hip hop music plays an important role in 

teaching the youth skills in language art in society. She also expresses her support for the 

genre because it gives a voice to the voiceless and as a channel to alleviate poverty. Steinberg 

encourages community practitioners and teachers to engage the youth using Hip hop music 

because it’s the biggest culture today and most students have embraced it (Steinberg 2012 

cited in Bonder, 2012). She further advises that it would be prudent for the genre to be 

incorporated in schools to stop the youth from engaging in societal vices like crime and drug 

abuse.  

 

Hill (2009) posits that Hip hop music can be used as an creative teaching tool in schools in 

the fields of Math, Science and History. Hill outlines that the youth are endeared to Hip hop 

music which can be used as a strategy to lure and engage them. This will not only motivate 

the student but alter their perceptions of education and at the same time decrease the levels of 

class absenteeism and drop out cases. Emdin (2010) suggests that Hip hop music possesses 

positive attributes to educate and empower a youth. Hip hop music enhances learning because 

it’s uncensored and ubiquitous which can sharpen their minds.  
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In addition to literature provided by scholars in the field of Hip hop that suggest Hip hop 

music can have a positive influence on youth and society , I will illuminate examples of 

youth mentorship programs implemented worldwide that are using Hip hop music as a 

platform to teach, educate, empower and inspire youth to positively transform society.  

In the USA, Female Hip hop Artiste, MC Lyte founded the Hip hop Sisters Network in 2012, 

an organization geared towards mentoring aspiring female Hip hop artistes to harness their 

musical skills, improve creativity and advice to avoid industry malpractices (Morgan, 2019). 

MC Lyte identifies one of her songs and informs her protégés to feature on the remix. The 

goal is to enable the female artistes improve and sharpen their lyrical skills. The mentorship 

program also hands out scholarships for college education to young black boys to access 

more and better opportunities at positively impacting society (Ellis, 2015). 

 

Filipino-American emcee Talilo Marfil, a former convict and drug abuser founded Ascending 

flows in 2018, a program to mentor youth through Hip hop music and arts. The facility will 

provide the youth with a recording studio to nurture their rapping and instrument playing 

talents (Novotny, 2018). 

 

In Latin America, Hip hop projects founded in the inner cities in countries like Colombia and 

Brazil have played a significant role in mentoring the youth. In Brazil, in the neighborhood of 

Duque de Caxias, an organization named Lanatanpa family was introduced in 2015 to use 

Hip hop music as a platform to engage in health, education and art (Leon, 2019).  Renowned 

Brazilian Hip hop artiste, MC Marechal founded Knowledge Battles, a project which featured 

Hip hop events like freestyling, beatmaking and graffiti. The role of this project was to 

sharpen the rapping techniques and song writing skills of the young participants. During the 
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event the participants are required have their rhymes littered with societal themes touching on 

education, poverty, health, unemployment among others (Marcelo, 2014).  

Kbala, a Hip hop teacher and community leader in Casa Morada community center in 

Comuna 13, one of Colombia’s deprived neighborhoods cited in Albaladejo (2017) alludes 

the following, 

“Although many residents initially associated Hip hop with gangs and crime, their 
perceptions have been reshaped after nearly a decade of seeing Hip hop used as a 
tool for social transformation. Seven years ago, rappers and graffiti artists were seen 
as delinquents. But that has changed so that we are now recognized in the 
neighborhood and lots of people approach us asking, ‘Help me with my son. Take him 
to your classes.'” 

 

Comuna 13 has been an area engulfed in crime and gang violence for a long time. Casa 

Morada community center was established by Luis Fernando Álvarez, a Hip hop artist and 

community activist to mentor the youth to resist joining gang activities, refine their musical 

talents, garner income and invest back in their communities (Albaladejo, 2017). Through 

Casa Morada, a Hip hop group called Hip hop Agrario (Agrarian Hip hop) was founded. 

Through Hip hop Agrario, the youth are taught how to tend gardens and improve their 

rapping skills (Kincaid, 2019). 

One third of Hip hop Agrario Alvarez (2019) cited in Hoppe (2019) says that, 

“We (Hip Hop Agrario) create a relationship between agriculture and Hip hop, 
because when people sow, they tell you a story, and that eventually becomes a song. 
This initiative is how Morales (Hip hop Agrario member) became involved. ”   

 

Morales adds, 

“Luis (Hip hop Agrario member) invited me to plant in the neighborhood, and to 
nurture my interest in rap. Many people in the community felt that rappers were lazy, 
so we wanted to change that perception and show them that we shared the same 
dream of making the city a better place,”  
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Hip hop has been significant in erasing the painful history of Medellin which was 

synonymous with crime, gang violence and drug abuse. Today Hip hop in viewed as an 

avenue for socio activism, education and crime reduction (Ballve, 2013). 

 

In the barrios of Caracas, Venezuela, an organization named as Hip hop Revolution 

Movement was formed in 2003 by the youth (McIntyre & Navarrete). The role of this 

movement was for youth within the slums to learn Hip hop skills like beat making, rapping 

and graffiti for four days a week. One day would be reserved for political discussions. The 

other function of the movement is to host Hip hop workshops once every month to equip 

youth from deplorable conditions with necessary education on socio political topics and 

musical skills. Through Hip hop Revolution Movement, Escuelas Populares para las Artes y 

Tradiciones Urbanas (Popular School for the Arts and Urban Traditions) (EPATU) program 

was founded which is attended by almost fifty youth every day. The mentorship program has 

attained success after thirty schools more schools were opened across fifteen states (Cassel, 

2011). The program has been instrumental in mobilizing the youth through Hip hop music for 

the purpose of social change. Karine Esparragoza, a female emcee cited in Cassel (2011) 

enrolled for the EPATU program to aid social change but admits that the society views Hip 

hop as negative but she believes the program will change their perception, “They associate 

hip-hop with drugs and violence but I’m here because I strongly believe that is what we are 

fighting against.” 

 

Considered as the pioneers of South African Hip hop which started in the mid-1980s, 

Prophets of the City and Black Noise continue to use Hip hop as a vehicle to empower 

disenfranchised youth in townships across Western Cape (Watkins, 2005). Black Noise and 

Prophets of the City utilized Hip hop music as a platform to denounce condemn and castigate 
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the apartheid misrule. Through song, they painted a grim, hopeless and melancholy imagery 

that reflected and captivated the black and colored youth in underprivileged Mitchell pains 

and other Western Cape suburbs (Charry, 2012 p.58). Popular Prophets of the City members 

like Shaheen and Ready D have taken an instrumental role to mentor aspiring young artists 

and other community youth in general (Pg, 59). Through recruiting new artistes under the 

umbrella “Prophets of the City”, Shaheen and Ready D help nurture and refine the musical 

skills of the youthful emcees. Examples of mentees are Brasse Vannie Kaap of the group 

Brothers of the Cape and emcee Ishmael Morobe who achieved resounding commercial 

success after he released his debut album “Roba Letheka” meaning “break a hip”. With the 

advent of HIV Aids afflicting the South African, Prophets of the City have founded “HIV 

HOP” an initiative scheme on Bush radio to not only create awareness on the disease but to 

educate the youth on sensitive topics like  political corruption, crime, poverty, 

unemployment, racism and other social predicaments (Pg, 60).  

 

Black Noise on the other hand have  persisted with their founding pillars of social change and 

community advocacy since their formative years and profess the artistic integrity to using Hip 

hop music as a medium to inspire, uplift, teach and empower. Through founding an initiative 

called “Heal the Hood” Black Noise coalesce and galvanize the youth from marginalized 

communities to cease and avoid engaging in societal afflictions like gang violence and crime 

(Haupt, 1999). Emile, a member of Black Noise launched African Hip hop Indabas, a 

medium that enrolls and encourages Cape Flats artistes gifted in any Hip hop music elements 

like graffiti, emceeing and beat makers to study, learn and hone their craft (Charry, 2012 

p.60). The initiative comprises of events like Battle of the year in National Break Dancing 

Championships which awards opportunities for the winners to participate in global 
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championships. This platform has become responsible for developing DJE 20 Envor, Brasse 

Van Kaap among other break dancers (Pg, 61). 

 

In Grahamstown townships, situated in Eastern Cape Province, South Africa a new wave of 

emcees have emerged to use Hip hop as a source of empowering their communities 

(Haaesbrook, 2017). An area struck by crime, hunger and abject poverty due to apartheid 

misfortunes, emcees like Dezz, Zion Eyes, Azlan and XNasty have embraced Hip hop music 

as a tool to convey the messages of black consciousness, self-help, self-efficacy and steadfast 

resilience citing Steven Biko as their inspirational figure (Makalima, 2016). These young 

emcees rap in IsiXhosa and infuse their lyrics with messages of revolutionaries like Chris 

Hani and Robert Mangaliso Sobukwe. The trio of established emcees recruit young gifted up 

and coming artists and mentor them to avoid societal pitfalls and engage in Hip hop music to 

achieve socio political progress. In order to generate their black consciousness popularity, 

they have signed up participation to perform in events like Fingo Festival which attracts 

national appeal and runs a whole week and combining local Hip hop acts, National Arts 

Festival and in-depth community discussions (Makalima, 2016). 

 

Kenyan Hip hop artist Henry Ohanga popularly known as Octopizzo has led initiatives to 

uncover youthful musical talents in Kibera. For example, up and coming emcee, Daniel 

Owino known as Futwax is a protégé of Octopizzo whom he personally rescued from the 

trappings of crime, has been able to record numerous songs after realizing his passion for the 

art and the power Hip hop music can attain as a tool to depict the atrocities and inhumane 

conditions Kibera residents are exposed to. Furthermore, Futwax doubles up as a taxi driver 

for a boda boda to boost his income and avoid crime (AFP, 2018). Octopizzo’s mentorship 

abilities have extended to Kakuma and Dadaab refugee camps where he has polished, trained 
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and imparted wisdom to talented refugee Hip hop artists that culminated in the release of the 

album “Refugenius” (Waweru, 2015).  

 

In Mombasa, a non-profit organization known as Ananda Marga Universal Relief Team has 

introduced a mentoring program that was designed to tap and utilize Hip hop music as a tool 

to mentor the youth not only unearth and refine their musical gifts but embrace it as an arm of 

education, enlightenment and inspiration on the challenges society represents like 

prostitution, HIV Aids scourge, poverty, unemployment and voter apathy (AMURTRelief, 

2010). By organizing sporting events like football tournaments, upcoming emcees are able to 

relay their songs which offer a mixture of education and entertainment. For example, during 

breaks they retreat into small groups where one of the emcees informs and teaches them 

methods and practices to embrace and adopt to alleviate the spread of sexually transmitted 

diseases (AMURTRelief, 2010).   

 

Hustla Jay Mau Mau, whose real name is James Masaii is a socially conscious Hip hop artist 

who draws inspiration from Nas, Common, Salif Keita and Kalamashaka’s vigeti to use Hip 

hop music as a canvas to depict the struggles engulfing and destabilizing the Kenyan society..  

Hustla Jay established the “Africa is Now” foundation geared towards funneling social 

change by mentoring disadvantaged youth from ghettos in coastal Kenya. The foundation 

coalesces distraught and traumatized youth who are victims of social injustices and social 

inequities to carry out activities like cleaning beaches, fostering debate on drug abuse 

scourge, hosting voter registration activities and enable youth to fulfill their art talents. Hustla 

Jay Jay mentors the youth to become increasingly aware of the role Hip hop music can play 

in edutainment and empowering the marginalized (KUTV, 2018).  
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However there have been opponents who have explicitly expressed doubts about the positive 

influence Hip hop might have as a vehicle to nurture, uplift, educate and empower the 

underprivileged communities. According to an opinion poll conducted by Pew Research 

center in 2008, 70% of Americans viewed Hip hop music as a negative influence on society 

while the remaining 30% viewed it as positive (Nwoko, 2018). The majority of those polled 

pointed out the glorification of violence, misogyny, crass materialism and vulgarity. Rose 

(2014) cited in Brown University (2014) laments how Hip hop music has moved away from 

its founding tenets of edutainment and proceeded to embrace and glorify the culture of 

domestic abuse and female oppression. The misogynistic claim is supported by Stankiewicz 

& Rosselli (2008, p. 581) who castigate Hip hop artistes like Ludacris, Ja Rule and Eminem 

for objectifying women as sexual objects. Misogynistic tones in Hip hop songs further 

reinforce the negative treatment and encourage the violence, rape and gender bias meted out 

against women (Russo & Pirlott, 2006). 

 

Herd (2009) writes that Hip hop music is responsible for the increase in drug abuse cases. 

After sampling the lyrics of 341 songs from 1979 to 1997 he discovered an increase of six 

times in drug mentions and glorification which he states that it possesses a negative influence 

on the listeners. Professor Herd’s findings are in correlation with a study conducted in Pacific 

Institute of Research and Evaluation that found Hip hop music has a correlation with drug 

abuse among the youth (Acharya, 2015). The survey consisted of 1,200 college students from 

the state California between the ages of 15 and 25 years. The respondents answered questions 

involving their music-listening habits, alcohol and drugs consumption and belligerent 

attitude. It was discovered that 70% of the students who listened to Hip hop music was 

associated with substance use and aggressive behaviors. 
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Renowned linguist John McWhorter (2008) posits “Hip hop music is all about the beat, but 

real world activism is all about the work”. He further blames Hip hop music as an instigator 

to societal ills like gang violence and other crime facets engulfing Black America. In his 

book, “All about the Beat. Why Hip hop can’t save black America” he quips “Many hold on 

to the idea that Hip hop is on the verge of lifting black America up in a political revolution”, 

and further describes Hip hop as “Inherently angry, individualistic, and materialistic”. 

 

Kubrin (2005 p.361) posits that Hip hop perpetuates the violence stereotype. He conducted a 

study on four hundred Hip hop songs from best-selling albums between years 1992 and 2000 

and discovered that 65% of songs are infused with belligerent content while 35% are vulgar 

and advocated the element of revenge. Hence he concluded that Hip hop music further 

reinforces the violence attitude. These findings were supported by Hansen (1995) who 

deduced that violent content in Hip hop videos contribute to hostile behavior among the 

youth.  

 

In 2012, at the Barbican center in London a debate was hosted on the topic “Versus Hip-Hop 

on Trial Debate”. The motion was “Hip-Hop doesn’t enhance a society, it degrades it”. The 

debate brought together a distinguished panel that included Hip hop historians, Hip hop 

artists, Academicians, Lawyers, Computer Scientists and Media personalities (Tolita, 2012). 

The advocates for and against the motion were Eamon Courtenay, a lawyer and Professor 

Eric Dyson. Some of the panel that supported the motion were Professor Rose, Lanier, 

Whitlock among others while the opponents panel featured KRS-One, Dream Hampton, 

Reverend Jackson, Professor Peterson among others (Elliot-Cooper, 2012). Other known 

figures in the Hip hop also engaged in the conversation through Skype. Those supporting the 

motion criticized Hip hop music as a genre degrading society and destroying the image of 
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Black people (Malandra, 2015). Additionally, they mentioned prison industrial complex 

misogyny, crass materialism, gang violence, vulgarity and patriarchy.  Hip hop scholar Tricia 

Ross (2012) cited in (Versus Debates, 2012) laments,  

“Commercial mainstream Hip hop responds to and exacerbates and glorifies 
violence. What we have done is taken a culture used to create critical conscious and 
liberate the mind and used a cultural arm for predatory capitalism.”  

 

Those who were against the motion argued that Hip hop music teaches, empowers and 

inspires hence enhancing society. Egyptian rapper Deeb stated that “The argument that Hip-

hop doesn’t empower people is void in my region.” Other supporters like Quest Love 

informed that “Hip-hop saved my life.” while Dyson “Hip-hop teaches a respect for rhetorical 

genius, for oratorical wizardry, for the invention of words.” After the debate it was 

concluded, the opinions of the audience in the Hall and online were polled. And the results 

were 70% thought that Hip hop music empowers society 24% were thought Hip hop degrades 

society while the remaining 6% had not decided either way (Versus Debates, 2012). 

 

Academician Lester Spence (2011) does not entirely dismiss the influence Hip hop music can 

possesses in altering existing material conditions that are discriminative and oppressive but 

considers it rather conservative and pro black but not leftist or radical. In his book, “Stare in 

the darkness: The limits of Hip hop and Black politics”, he intimates that Hip hop music 

perpetuates neo liberalism and demonizes welfare recipients (Cunningham, 2012). By 

analyzing five hundred Hip hop songs from 1989 to 2004, Spence discovered that they are 

embedded in lyrics that “reproduce neo-liberal narratives by focusing on internal cultural 

failures- the failures that justify the position in the racial hierarchy, failures that can only be 

saved by cultural regeneration”. On the flip side, Spence (2011) writes that Hip hop music 

affects political attitudes. After analyzing data from the 1993 National Black Politics Survey, 
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the 2003 St. Louis Young Citizen Study and the 2005 Hip hop Attitudes Midwest Survey 

Spence concluded that rap consumption leads to protest behavior (Cunningham, 2012). 

 

Lester Spence (2006, p.73) while testing the Edutainment theory on Hip hop and political 

attitudes among the youth in a High school in St. Louis 2002 through interviews and survey 

of the youth aged sixteen to eighteen, discovered that when the listeners were exposed to Hip 

hop music it crystallizes pre-existing attitudes as opposed to turning attitudes to new direction 

in regards to political leadership and the ideology of Black Nationalism. The survey also 

revealed how the youth possess and forms retrogressive attitudes towards police brutality and 

immigration policies. During the same study Lester Spence grouped the class into two sets. 

One set he showed them a video of Hip hop artist 50 Cent that conveys crime and violence 

while the other group was shown videos of Public Enemy that was underpinned on political 

messages. He discovered that the viewers in both sets of the groups while watching the 

different videos provided were less likely to believe or conclude that the certain type of 

problems expressed on the videos were far less likely to be problems experienced in their 

neighbourhoods. Hence he posited the constraining effort that Hip hop music can also possess 

in as far as failing to possess a compelling ability to change the neither behaviour nor mind-

set of the viewer or listener. 

 

The effects of youth mentorship through Hip hop music 

Hip hop music has witnessed many youth who have succeeded from enrolling and 

participating in mentorship programs. Chicago emcee Chancellor Bennett also known as 

Chance the Rapper is a beneficiary of mentorship lessons and ideas which he received during 

his time at Young Chicago Authors program which was founded in Chicago by Kevin Coval 

(Scharf, 2017). Through attending workshops organized by Young Chicago Authors and 
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participating in events like Louder than a Bomb Poetry, Chance the rapper was imparted with 

the necessary knowledge, skills and ideas on how to harness and improve his poetry skills. In 

2017 Chance the rapper became the first Hip hop artiste to win a Grammy award without 

releasing a physical album copy or signed to a major record label (Wang, 2017). Chance the 

rapper (2017) cited in Fu (2017) dedicates a foreword to his mentor Kevin Coval as follows:  

“Kevin Coval is my artistic father. He mentored my friends Malcolm London and 
Dimress Dunnigan and Fatimah Warner and got me shows, and those shows got me a 
little bit of bread (Income) and the confidence to continue and take the craft seriously. 
Kevin made art a job to me. He made me feel like it was real. And if I didn’t have him 
in my life I would’ve been complacent. He took me out of that space and made me 
understand what it is to be a poet, what it is to be an artist, and what it is to serve the 
people.” 

 

Courtesy of Young Chicago Authors mentorship program Chance the Rapper has transformed 

into a community activist championing for better reforms in the education system in Chicago 

(Montes, 2017). Aside from that he has set up an online platform to sell his clothing 

merchandise which he claims is his major source of income (Huynh, 2017). 

 

Considered one of Hip hop’s greatest beat makers James DeWitt Yancey also known as J 

Dilla is a product of mentorship from Amp Fiddler who was a producer and keyboardist for 

Funkadelic soul group in the 1980s (Fitzpatrick, 2011). J Dilla became popular for creating 

unique soulful beats using the Akai Music Production Controller which he took lessons from 

Amp Fiddler (Schwartz, 2019). Before his death in 2006, J Dilla had attained success in 

making beats for Hip hop artistes like Common, The Roots and A Tribe Called Quest.   

 

In Compton, Los Angeles Anthony Tiffith known as Top Dawg founded a music record label 

to unite and mentor the youth of Compton through Hip hop music (Findlay, 2018). The 

record label was to empower the youth with studio facilities and incubation to realize their 
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talents and disengage in the societal vices. One of the artistes who has benefited from the 

program is Kendrick Lamar, one of the most successful artistes in modern era. Kendrick 

became the first Hip hop artiste to win the Pulitzer award (Fabian, 2018). Kendrick cites 

Anthony Tiffith as influential for mentoring him,  

“If it weren’t for him, I’d probably be sitting around with this platform and not doing 
anything. I didn’t have the proper guidance to know exactly what to do and how to 
inspire the next kid.” 

 

Kendrick has also had meetings with President Barack Obama and both agreed to encourage 

other community leaders and Hip hop artistes to embrace mentorship by mentoring the youth 

in their communities as appreciation that they were also beneficiaries of mentorship (Stutz, 

2016). 

During his stint with Digital underground, Tupac continuously received advice, guidance, 

support and knowledge from Shock G on the ability of using Hip hop music to further the 

African American socio economic and political agenda (Fitzgerald, 2011). This transitioned 

to Tupac erecting a myriad of mentorship programs like the celebrity youth league, Code 

Foundation and A place called Home (Scott, 2013). The purpose of these programs was to tap 

the potential of young black males in America who were born into structural poverty and 

raised in harsh realities that either inflicts trauma or forces them to embrace societal vices 

like crime, drug abuse and gun violence (Dyson, 2006 p.25). Tupac believed that by 

providing opportunities to the disenfranchised can lead to a discovery in supremely talented 

individuals in music, sports, Law or any other field (Stanford, 2011). As a mentor, Tupac 

assembled, molded and taught a youthful crew named Outlaws from New Jersey to become 

better Hip hop artistes. He enhanced their songwriting skills, enriched their song messaging 

and provided them with a source of income to develop themselves and their communities 

(Dyson, 2006). 
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In New Zealand, Auckland Hip hop artistes Elijah Manu and Albert Purcell are the fruits of 

Crescendo Trust of Aotearoa (CTOA), a community outreach program designed to mentor 

the youth using Hip hop music in the areas of graffiti, beat making, emceeing, stage presence 

and live performance (Lasso, 2019). The duo who have received over 756,000 streams on 

Spotify are riding high with their latest EP (Extended Play), ´Ready or Not´, openly credit the 

influence of the facilities, lessons and knowledge they received during their time in 

Crescendo Trust of Aotearoa. 

 

In Kenya, Kitu Sewer (2012) acknowledges the striking influence Mau Mau camp has 

possessed on youthful emcees in as far as mentorship is concerned. Kitu Sewer, born Paul 

Mboya reveals that he is a beneficiary of Kalamashaka mentorship. As Kalamashaka’s 

understudy Kitu Sewer learned, observed, imitated and mastered their song writing skills and 

content in their music (Nyanga, 2017). Kitu Sewer himself has also awarded opportunities to 

youthful emcees in Kitengela through composing an album together. Another Hip hop artiste 

who has benefitted from Kalamashaka’s mentorship is Julius Owino better known as Juliani 

who considers them as Hip hop royalty. Juliani narrates that Kalamshaka played an important 

role in teaching him song writing skills and perfecting his song content (Nyanga, 2017). 

 

However, Ukoo Flani Mau Mau members like Juliani and Zakah have taken an active role in 

responding to these challenges by starting community initiatives to mentor youth against drug 

abuse and crime by organizing concerts like Usawa Festival and Equality festival to hand the 

youth a platform to showcase societal challenges and inequalities through Hip hop music 

(Bhalla, 2018). Zakah recalls “All my primary exercise book were filled with more rap lyrics 

than the course work,” and gladly mentions Hip hop music as what insulated him from 
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engaging in societal vices (Mwaghesha, 2014). Additionally, Zakah partnered with AMREF 

in 2012 and 2013 to introduce on two projects named “Swag ni Life Bila Drugs” and “Talent 

against drugs” which have been pivotal in alleviating youth drug abuse and enabled the youth 

to focus on nurturing their talents by frequenting music studios on more occasions (Nduta, 

2018). Juliani launched Dandora Hip hop City Center, a community initiative located in 

Dandora to provide mentorship to youth as gateway to socio economic and political 

empowerment. Through offering programs like photography, technology, school of rhyme 

and entrepreneurship, Juliani and his team train, coach and guide the youth on the 

mechanisms they can apply using their gifted talent in arts to respond to societal afflictions 

and social exclusion (Njoki, 2016). By organizing themed out concerts like “Fight for 

Equality” or staging protests “Stop Police Brutality”, the Hip hop program awards them a 

public space to use their voice to decry social injustices (Juliani, 2017). 

 

Empirical Literature 

Sanders Jr. (2012) conducted a study to investigate the influence of Hip hop music on Black 

boys attitude in school. The total participants of the study were twelve. Nonprofit home 

featured nine African American students aged between fourteen and seventeen years. The 

participants featured were 2 freshman, 3 sophomores, 2 juniors, and 2 seniors. In home based 

approach, three participants featured aged twelve, thirteen and fourteen respectively. The data 

collection method was administered using a questionnaire. The findings established that Hip 

hop music has positive social aspects, fosters learning and makes school more appealing. 

 

Kelley (2006) conducted a research study to examine the influence of Hip hop culture on 

communication skills as perceived by teachers at three high schools. The study was 

conducted in Houston, Texas. The three high schools selected were Eisenhower High School, 
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Yates High School and Wheatley High School. Data collection methodology applied was 

questionnaires and interviews. Thirty two teachers featured in the study. Two teachers were 

interviewed while thirty were issued with written surveys. The findings of the study 

established that Hip hop music can be used as an educational tool to improve writing skills 

and enhance the teaching of a wide range of topics in schools. 

Sims (2011) conducted an exploratory study to investigate if Hip hop can be utilized as a 

platform for youth empowerment. The study was carried out in the Los Angeles area. The 

research methodology applied was qualitative and featured a focus group discussion of eleven 

participants who were divided into 5 men and 6 women. All of the respondents were aged 

between 18 and 28 years. The major findings of the study informed that Hip hop music can 

be used as a platform from empowering youth to learn about how the genre has been used as 

a tool for the oppressed to mirror their society as well as a medium for cathartic expression.  

According to Martin and Stroud (1988) a study was carried out in the mid-1980s in San 

Francisco by teachers, parents, school administrators, and health department staff to 

determine if Hip hop music can be used as an avenue to sensitize African American youth to 

fight the AIDS scourge which was slowly starting to afflict inner city communities. A contest 

named “Rapping down AIDS” was started to create awareness among the youth aged 13 to 

19 years. It was discovered that Hip hop music can be used as a medium of youth 

empowerment since it’s not only a contemporary form of communication among black 

adolescents, but resonated highly among the youth thus increasing its effectiveness as a 

channel for promoting  peer education and encouraging adoption of behavioral change 

practices. 

  

Hip hop scholar Professor Edgar Tyson (2002) mentions an exploratory study to measure the 

effectiveness of Hip hop music as an effective tool when applied to heal delinquent youth. 
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Conducted at Miami Youth Services Center, a rundown facility occupied by delinquent youth 

in 1997 between the months of October to December feature eleven youth with a minimum 

age of sixteen. The study incorporated racial diversity although blacks accounted for sixty 

five percent while seven of the participants were male. Through interviews and focus group 

discussions, the administrator of the research would play songs then the participants would 

describe their feelings, thoughts and preferences. Over seventy percent of the youth embraced 

Hip hop as an intervention tool and concluded that Hip hop music has enormous potential to 

increase effectiveness of work performed by a youth group.  

 

Heather Day (2009) conducted a research study to test the ability of Hip hop music as a Tool 

for educational and rehabilitative work with the youth. The study was done in 2007 at the 

Connecticut College. The data collection methods were written and oral interviews. The 

participants were seven youth aged between twelve and fourteen years. These students were 

enrolled in a mentorship program in New England College and hailed from low income 

neighborhoods.  The findings of the results indicated that Hip hop music is effective in 

educating the youth. Additionally it was concluded that Hip hop music has ability when 

engaged positively to alter academic performance of students with poor grades by improving 

them.  

 

According to  Gadstrom (1999) a study performed by Educators in University of Daytona in 

1999 to examine a correlation between Hip hop music and criminality focused on juvenile 

criminals aged between 12-17 years. The study sought to determine if exposure to Hip hop 

music has had a negative influence on them. 96% of the 106 youth surveyed did not perceive 

a link between their criminal activities with Hip hop music they listened too. Thus confirming 

that Hip hop music is viewed positively by youth. 
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In 2014, two researchers from Cambridge University Doctor Becky Inkster, clinical 

neuroscientist and Doctor Akeem Sule, a psychiatrist conducted a research to investigate the 

ability of Hip hop music to cure mental illness and foster therapy (Cashmore, 2014). Through 

their initiative dubbed “Hip hop Psych” hosted in Cambridge festival of ideas at the school 

auditorium that featured around one thousand two hundred students. When asked if anyone in 

the audience had suffered mental illness, at least 28%   responded positively. Doctor Akeem 

Sule suggests that the youth who hail from socio-economic disenfranchised communities 

tends to become mentally distressed (McKinney, 2018). The scholars used examples of lyrics 

on Wu Tang’s 1994 song Cream, “My life got no better, same damn lo sweater, times is 

rough and tough like leather, figure I went out the wrong route”. These rhymes appeared 

inspirational in soothing the pain and motivating the youth to exercise due diligence and 

perseverance until they attain socio economic prosperity (Davenport, 2017). 

 

Cressy (2012) points to an earlier study performed in 2012 to examine if Hip hop music 

enhances creativity was conducted by National Institute of Deafness and Communication 

Disorders using twelve professional emcees inserted in a functional magnetic resonance 

imaging (FMRI) machine to undergo brain scanning. Simultaneously they were exposed to an 

eight bar instrumental track during the exercise. Afterwards the emcees were told to freestyle, 

and they excelled remarkably than they ever had before. The emcees brain activity 

experienced exemplary activity in the areas of motivation, language and sensory processing. 

Hence the academicians concluded that Hip hop music fosters and perpetuates creativity. 

 

Academician Blommaert (2006) conducted a study in the township of Gugulethu in Western 

Cape South Africa between 15th July 2005 and 8th October 2005 to describe how the youth 
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reflect, navigate and identify their environment using Hip hop music as a medium for 

empowerment. Eleven Hip hop artistes featured in the interviews. Nine were male and two 

female. The findings discovered that Hip hop music if utilized constructively can perpetuate a 

positive attitude, belief and courage to uplift the youth against township’s struggles. 

  

Niina Lisma (2015) conducted a study in Uganda in January 2015 to investigate the role Hip 

hop music plays in youth empowerment in disadvantages communities through the case study 

of Breakdance Project Uganda Breakdance Project Uganda is an organization that was 

formed to engage youth from marginalized areas to use one of Hip hop´s element Break 

dance to develop leadership skills and social responsibility. The study employed interviews 

and focus group discussions. Eight members of the Break Dance Project were interviewed 

which only one focus group discussion was conducted featuring five members. The findings 

established that Hip hop music is effective in empowering the youth through creativity, self-

discovery and community participation. 

 

Esther Milu (2016) conducted a study to understand the effect Hip hop music has on 

translingual communicative practices by interviewing Abass Kubaff, Nazizi and Jua Cali and 

later dissecting their lyrics to investigate and uncover why and how they are able to transcend 

tribe, region and social class applying trans language in their music that has drawn positive 

embrace among the youthful audience. This study concluded that Hip hop music as pedagogy 

should be applied frequently in nurturing, sharpening and creating linguistic awareness 

among the youth. 

 

During a study carried out to investigate the application of Hip hop music as an effective tool 

to evangelize Christianity, Kagema (2013) conducted twenty interviews and a focus group 
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discussion featuring sixty youth aged between thirteen and nineteen years old in the Anglican 

Church of Kenya Diocese in Nairobi. 81.3% of the participants in the exercise believed in the 

enormous potential Hip hop music can possess in attracting the youth to the church and 

eventually be tapped as a channel to successfully evangelize. 

 

On a follow up study (Malesi, 2014) tested the ability of Hip hop music to influence social 

behaviour among the Christian youth from the language perspective. The research was 

conducted in Mavuno church in Nairobi County using the methodologies of focus group 

discussions and interviews. The exercise involved eighty participants. 81% of the participants 

denoted the positive influence Hip hop music possessed when utilized to nurture the Christian 

ideals on youth. An astounding 87% informed the immediate withdrawal from the church 

should Hip hop be eliminated or not equally integrated in the Church curricula. This has led 

to pastors like Murithi to adopt Hip hop as a tool to mentor his youthful congregation. 

               

A study was conducted by Mwanzia Koster (2013) to examine the relationship between Hip 

hop music, memory and empowerment vis a vis addressing social, political and economic 

disparities faced by the youth in the ghettos. The study focussed on Ukoo Flani Mau Mau and 

their music. Fifty interviews and surveys were carried out. The research took place in two 

counties, Nairobi and Rift Valley. In Nairobi the study was conducted in Dandora and 

Westlands while Rift Valley in Nakuru and Njoro. Studies in both counties focussed on 

middle class area and lower class area and were equally represented in as far as tribes was 

concerned. Seventy eight percent of the participants were aged eighteen to twenty nine years 

while the remaining were between thirty and forty five years. The study concluded that Hip 

hop music is a catalyst for healing, empowerment and an agent for socio-political activism. 
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Following multiple examples highlighted by some scholars earlier on applying Hip hop music 

as a positive art form across multiple disciplines in social sciences like sociology, 

Anthropology, history and linguistics, this study explored how Hip hop music by Ukoo Flani 

Mau Mau can be adopted and utilized as a tool to mentor youth in underprivileged 

communities in Kenya with a goal to positively transform society. 

 

 

 

 

Conceptual Framework 

According to the conceptual framework outlined below, the independent variable features key 

elements in Hip hop music that possess the significant ability to act as a platform to mentor 

the youth. The inputs like emceeing, deejaying, graffiti and beatboxing can influence the 

outcome of the dependent variable. However the dependent variable, mentorship, is highly 

predicated on the occurrences of how and what the youth adopt, grasp, observe, learn and 

master after exposure, embrace and application of Hip hop music to aid personal 

development and societal transformation. These attributes can include behavior change and 

edutainment ideas, knowledge and solutions.  The manifestation of mentorship on the 

Dandora youth is highly dependent on whether they decide to internalize and espouse some 

of the mediating variables illuminated on the diagram below. 
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Figure 2.1: Conceptual framework 

Source: Researcher (2019) 

 

 

Summary 

This study provided an introduction to Hip hop music, and reviewed thoroughly both the 

general and empirical literature that serves to complement the theoretical framework to 

enable the researcher to undertake a sound and credible research. This chapter has concluded 

by highlighting a conceptual framework to aid in the research. 
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CHAPTER THREE 

 
RESEARCH METHODOLOGY 

 
Introduction 

 

This chapter gives an outline of research design, population of the study, sample size, 

sampling procedure, data collection, data analysis and instrument pre testing. According to 

Leedy and Ormrod (2001) there are two research methodologies namely qualitative and 

quantitative. Qualitative research is more informative and exploratory which is popular on 

cultural studies, religious practices and political phenomenon (Hancock, Windridge & 

Ockleford, 2007). This study opted for qualitative research due to its accuracy and reliability 

in generating insight into a particular phenomenon (Cherry-Holmes, 1993). With Hip hop 

music generally considered a phenomenon (Robinson, 2015), the qualitative approach was 

applied to explore and investigate Hip hop music and youth mentorship in the slums of 

Dandora through Ukoo Flani Mau Mau.  

Research Design 
  
A research design can be defined as the systematic pattern or channel that every research 

follows in acquiring answers for a particular hypothesis or research problem. In this research 

study exploratory research design was applied. According to sociologist Earl Babbie (2012), 

exploratory approach is instrumental when investigating on a phenomenon since the what, 

why and how are addressed. Additionally, scholars like Tyson (2002) and Sims (2011) have 

applied exploratory design in their studies to determine and measure the ability of Hip hop 

music role in youth empowerment. With Hip hop music considered an emerging phenomenon 

that connects and resonates with the youth, exploratory study discovered how UFMM music 

can possess an influence on the Dandora youth to alter their thinking, behavior and attitude 

that translates to positive transformation in society.   
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Population 

 Mugenda (2008) refers target population as a group of individuals who share a set of 

characteristics, commonalities or attributes. It’s a large group where a sample is taken to 

measure data obtained in a research study. The population under study were youth aged 

between the ages of 18 and 35 years old who have benefitted from the Dandora Hip hop City 

Center since its inception. At the time of study 78 members were enrolled in the center and 

they formed the population under which the target population was derived. While 78 

members were enrolled at the time of the study only 40 were accessible at the time of data 

collection. The 40 youth formed the target audience for this study.  

Sample Size  

A sample can be defined as a small percentage of an entire population which is selected for 

investigation (Best & Khan, 2006). Morse (2000, p.3) elucidates,  “the quality of data, the 

scope of the study, the nature of the topic, the amount of useful information obtained from 

each participant, the number of interviews per participant, the use of shadowed data, and the 

qualitative method and study design used.” According to Ngechu (2004) a sample should 

have similar characteristics that reflect the target population. The sample for this study was 

forty students registered at Dandora Hip hop city center founded in 2014 by Juliani offering 

courses in song composition, technology, photography and entrepreneurship lessons.  

 

Sampling Procedure 

Mugenda and Mugenda (2003) advocate the census method when the population is small. In 

this study, the researcher employed census methodology. The census methodology was 

applied on the forty youth enrolled as students in Dandora Hip hop City center to feature in 

the focus group discussion.  
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The researcher conducted five Focus Group Discussions that featured forty youths who are 

enrolled in various programs in DHHC. The Focus Group Discussions were divided in five 

sets and each sitting consisted of eight participants. Each FGD lasted at least one and a half 

hours. The FGD exercise lasted for two days. The research participants encompassed aspiring 

rappers, beat makers, graffiti and photographers. All the five focus group discussions were 

conducted in Dandora Hip hop City, a facility founded to mentor the youth in Dandora hone 

their talents and ultimately realize their dreams. The facility is equipped with art studio, 

hangout venue and a rhyme school  

 

Dandora Hip hop City Center was chosen as the venue to host the focus group discussions 

because it was founded by Ukoo Flani Mau Mau member Juliani as a community initiative to 

develop youth who possessed talent in any of the ten Hip hop elements. A handful of 

Dandora youth have sought refuge in DHHC as a haven to learn and harness musical 

creativity that reflects their struggle.  

 
 

Data Collection Method 
 

In this study focus group discussion was employed because of its effectiveness in 

understanding a phenomenon and its ability i unearthing vital information that answers why 

and the how questions regarding a particular study. The focus group discussions were not 

only insightful and revealing but highly interactive, enlightening and educative. The 

discussions were moderated by the researcher assisted with a research assistant. 

 

In this study, semi-structured guides were designed by the researcher aligned with the 

objectives of this research. The questions focused on the perception the participants had on 

UFMM, the influence of UFMM on youth mentorship and the effects of youth mentorship 
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through Hip hop music. During the focus group discussion, the research assistant recorded 

responses and the whole discussion using a mobile phone and video camera for data analysis 

purposes after obtaining consent from the respondents.  

 

Data Analysis 

 

Ibrahim (2012) states that thematic analysis is appropriate and effective method to analyze 

data from studies that seek to unearth a phenomenon. In this study data collected was 

analyzed through thematic analysis. Using Nvivo software, the data collected was played, 

listened then played back then re-listened then later transcribed for critical examining and 

analysis in tandem with research objectives. The researcher through coding was able to 

identify the emerging themes in the study like rebellion, resistance, empowerment and 

edutainment. The researcher noted down the themes derived from the discussions then 

interpreted their meanings in tandem with the research objectives and theory applied in this 

research study 

 
Instrument Validity 

 

Instrument validity is the testing the ability of the research instruments to collect the required 

findings (Ngechu, 2004). The research tool, upon it being exposed to various repeated tests 

should yield the same results. The researcher undertook research pre-tests interviews before 

the actual study schedules. This ensured that the discussion procedures obtained the data 

required to meet the objectives of the study thus enhancing reliability and validity of data 

collected. Data collected during pretesting was important in adjusting the research instrument 

(Mugenda and Mugenda, 2008).  
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The researcher assessed the reliability of the FGD questions before the main discussion by 

conducting an interview with a tentative FGD that included five youth within an area in 

Dandora called the UFMM shrine which is considered as the cradle of UFMM formation.  

Ethical Consideration 

Dealking with human subjects require care and caution because the participants also have 

rights. The researcher was aware of the right of participants to remain anonymous if they so 

wished and also their right to privacy and confidentiality of their responses. The research 

ensured that research purpose had been thoroughly explained to the participants and that their 

rights will be upheld. The researcher applied and was awarded a student introductory letter by 

Daystar University. His letter was evidence to the participants that the student was a 

registered student and that this research was for academic purposes. Upon receipt of the 

student introductory letter, the researcher further sought approval from Daystar University 

Ethics Research review Board upon which he was granted. As mandated by law the 

researcher applied to National Commission for Science, Innovation and Technology 

(NACOSTI) for a research permit which he presented in Dandora Hip hop city center.   As an 

academic requirement, researcher ensured that all sources of information acquired from other 

works were referenced. Additionally, the researcher was eager to honor research ethics by 

revealing the accurate and reliable data findings as required by ethical standards. The 

participants authorized their real names to appear in this research with the thought that it 

would aid career growth, showcase their talent and garner mileage in popularity to the 

researcher’s audience. Consequently, the participants never seemed bothered of any pitfalls 

of participating in the research, contrary they viewed it as an opportunity and platform to 

express their views, talent, knowledge and ideas with the hope of economic and social 

rewards.  
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Summary 

This chapter presented the research methodology. The qualitative method was used to collect 

and analyze data. The instruments applied and fit for data collection was FGD with census 

methodology used to select respondents with respect to the study. Data was analyzed as per 

the research questions and organized on recurring themes. 
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CHAPTER FOUR 

DATA PRESENTATION, ANALYSIS AND INTERPRETATION 

Introduction 

This chapter presents analyses and interpretations of data obtained from my study in Dandora 

Hip hop City Centre in Dandora slums on January, 2018. This chapter will be divided in three 

main sections namely:  

a) Examine the perceptions of Dandora youth towards Ukoo Flani Mau Mau’s Hip hop music 

b) Investigate the influence of Ukoo Flani Mau Mau’s music on youth mentorship in  

    Dandora. 

 c) To establish the effects Hip hop music has on skills and talent development.  

Based on each objective, the themes mentioned were outlined and the participant responses in 

support of the theme highlighted below. 

The participants of this study totaled 40 youth who ranged between the ages of 18 and 35 

years. Among the 40 youth, female participants were 5. The rest were male. These youth 

were enrolled in different programs offered by Dandora Hip hop City Center like School of 

Rhyme, photography, DJaying, Beat Making and technology. 

 

Objective One: Dandora youth perception of Ukoo Flani Mau Mau’s music 

The researcher intended to examine the perception the Dandora youth possess on Ukoo Flani 

Mau Mau’s music. The key themes identified by the participants were revolutionary, 

resistance and edutainment. 

 

Theme One: Revolutionary. 

 From the first focus group discussion one of the participants who is an up and coming emcee 

from Dandora slums named Kgz Heavyweight (24) remarked that,  
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“For me Ukoo Flani Mau Mau were revolutionaries. They were vocal on ills that 

plagued society in Dandora, Nairobi County and Kenya as a whole which is reflected 

in songs like “Tafsiri Hii” meaning “Interpret this”, “All over the world” and “Pesa 

Pombe Na Wanawake” translated as “Money Liquor and Women”. You can say they 

are pioneers and founders of Hip hop music and Dandora as its cradle.”  

This remark was also echoed by Munga Bless (23) an artist and poet who belongs to the 

upcoming Hip hop music group, Dandora Supreme Gang during the  second focus group 

discussion. 

“In my opinion Ukoo Flani Mau Mau is Hip hop and Hip hop is Ukoo Flani Mau 

Mau. Kalamashaka are the holy trinity of Hip hop in East Africa. As a kid growing up 

I was exposed to the harsh realities that engulfed Dandora. When I listen to Ukoo 

Flani Mau Mau decry police brutality and extra judicial murder I resonate with that 

because my brother fell victim. Here is a tattoo of him that features the date he was 

wrongly executed by the rogue police. Ukoo Flani Mau Mau music served and 

continues to as a catalyst to inspire, educate and empower me to expound 

intellectually and navigate the murky waters to speak up against any injustice in our 

society and provide for my family”. 

Nyambura wa Maruga (27), an aspiring photographer who uses Dandora Hip hop City Center 

as a platform to hone her photography skills and promote her work added,  

“Ukoo Flani Mau Mau embody the spirit, struggle and culture of Hip hop. They are 

the founders. They used, still are although on rare occasions these days, use the 

microphone as a tool to illuminate the problems, hopes, dreams and solutions 

prevalent in Dandora and other slums in Nairobi. Their music evoked consciousness 

among their listeners about society misfortunes like tribalism, corruption and police 

brutality.”  
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Majority of the participants in this study viewed Ukoo Flani Mau Mau as the founders and 

revolutionaries of Hip hop music in Kenya. These findings are in tandem with Tedd Josiah 

(2011) cited in Wanguhu (2011) that credit Kalamashaka, founders of UFMM as the 

progenitors of Hip hop music in Kenya and Koster (2015) who likened UFMM to freedom 

fighters Mau Mau as revolutionaries in music to continue the Mau Mau struggle. 

 

Theme Two: Edutainment 

Other participants also likened UFMM artistes and their music to education and awakening 

critical consciousness.  

Ramsizo (30) a participant in the first FGD says, 

“Ukoo Flani Mau Mau are not just artistes, they are teachers. They are like our 

parents in music. They are even bigger than Hip hop.” 

Ndichu (29) also supported his colleague, 

“The song Angalia Saa is educating. It’s talking about the Mau Mau and all the other 

heroes of Kenya’s independence struggle.”  

Thuo (25) concurs, 

“Mashairi too. The lyrics of that song was infused with the names of Kenya’s freedom 

fighters and scholars too like Ngugi Wa Thiongo and Ali Mazrui who were  fought 

against oppresions in Kenya. The song also touches on political corruption, crime, 

rape and social injustice.” 

Omondi (24) narrates, 

“Wanasiasa song is a reflection of our society, how Kenyan politics is corrupt and 

how Kenyan politicians are selfish. Kitu Sewer paints the perfect image of how the 

self-serving and ignorant our politicians are.  I like the line “Propanganda ime ganda 

proper” ” 
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These findings validate Pala (2017) who writes that UFMM artistes use songs to inform and 

educate their listeners on societal ills like corruption, poor governance and social inequity. 

 

Theme Three: Resistance 

Some participants also linked UFMM music and artistes to rebellion and resistance. The 

participants recounted anecdotes of how Kalamashaka admonished Hip hop 

commercialization and refused to compromise their artistic integrity by conforming to the 

Kenya industry rapping standards at the time which correlates with Koster (2013) who 

illuminates that UFMM music is predicated on ideals of Mau Mau which are rebellion against 

any forms of oppression.    

Mlami (22), a participant in the fifth FGD alludes that, 

“UFMM have refused to move away from their conscious message to adopt 

mainstream fan base. Since they started their careers their songs have always been a 

reflection of society.”  

Shebby (21) supports his colleague, 

“Even Kalamashaka refused to rap in English yet their career turned out 

successfully.” 

Overall the participants perceived UFMM music as positively enhancing society. The key 

themes highlighted by participants in their perception of UFMM artistes and their music were 

revolutionary, resistance and edutainment.  

 

Objective Two: The influence of UFMM’s music on youth mentorship in Dandora 

The researcher set out to investigate the influence of Ukoo Flani Mau Mau music on youth 

mentorship in Dandora slums. During the discussions the participants quoted songs, lyrics, 
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stanzas and even some recounted events to highlight the influence UFMM  music possess on 

youth mentorship. 

The themes mentioned by the participants were skills empowerment, behavioral change and 

rehabilitation. 

Theme 1: Skills empowerment 

One of the participants from the 2nd FGD Jully Mwanakochi (19) proudly informs,  

“I enrolled in this institution (DHHC) because it was founded by Juliani who is my 

role model. I aspire to write like him, to rap like he does. I want to leave poverty 

behind. Juliani made it, and that has imbued me and others with a high sense of 

confidence.”   

Tembekali (27) who participated in the last FGD supported his colleague. 

“UFMM were my role models. They played a huge factor on why I have decided to 

become a Hip hop artiste.” 

Mutant (32) weighs in, 

“Kitu Sewer is King. I model my music and I try to infuse poetry in my songs like he 

does. When he visits Dandora Hip hop city, I try and have a sit down session with him 

just to pick some of his wisdom and draw inspiration to improve artistically.” 

The responses from the participants informs that the youth put UFMM music and artistes on a 

pedestal because they both feel aspired and inspired to achieve musical success to escape 

poverty and other societal ills. These findings correlate with one of the tenets of social 

learning theory, modeling where a mentee observes, imitates, learns and gets motivated to 

attain similar success like their mentors in their career, field or personal goals (Bandura, 

1977).  
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Consequently some participants want to write songs and appropriate UFMM artistes rapping 

styles and techniques. A participant in the third FGD, Dandora Supreme Gangs Rome Zilla 

admits to benefitting from the mentorship handed out by UFMM artist G-rongi. As a result he 

speaks highly of the UFMM veteran and is grateful for the tutelage received. Rome Zilla 

admits that, 

“Girongi has been like a big brother to us. He shows up in studio and guides us 

through the whole recording process. Sometimes he appears on our shows which 

motivates and improves our stage presence.”  

Tall Dwaffs (26) adds that,  

“Sometimes Oteraw attends freestyle sessions or events hosted by Dandora Hip hop 

City. Just by watching and listening to his content and style enables us sharpen our 

lyricism and enrich our musical content.”  

Based on the responses from the participants, UFMM music and artistes plays a role in 

improving the artistic skills and honing the talents of the DHHC students. As highlighted by 

the respondents song writing, rapping style, musical content and live performance are some 

of the influences the respondents have attained from listening or conversing with the UFMM 

artistes. These discoveries are in tandem with the study of Esposito (2016) which states that 

mentorship in Hip hop music is important to unleashing the skills and talents of the aspiring 

rappers.  

 

Theme two: Behavioral change 

Zincolle (22) a participant in the fourth FGD remarks,  

“That song Utawala by Juliani is progressive. It conveys the ills grappling the Kenya 

society like poverty, hunger, corruption and crime. It inspires me to stand against any 

social injustice. And I hope my music reflects that”. 
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Zincolle’s quote above was a representative of many other voices within the focus group 

discussions, it spoke to the claimed influence of Hip hop in terms of depicting the harsh socio 

political and economic realities. However these were not just for personal use or profit 

making, but the participants tied these new attributes to avoiding criminal acts and earning 

decent lifestyle.  

Dash Johntez (20), a spoken word artist and aspiring emcee echoes Zincolle comments as 

follows:  

“When you want to bring awareness about police harassment and extra judicial 

murders, if you communicate through other channels it will not be as effective as if 

you put that message in a Hip hop song that captures and resonates with the Dandora 

youth quicker. For example, Ukoo Flani Mau Mau’s song, “Mazishi ya Polisi” 

(Police Burial) had a powerful impact on creating awareness about the ills committed 

by the police. Hip hop is therapeutic. What we go through in Dandora as far as police 

brutality is concerned is indescribable and depressing.  That’s why I made DHHC my 

home and hope. This place we have congregated currently (Dandora Hip hop City 

Center) was founded by Juliani, to act as a platform to nurture the talent of the youth 

which has consequently allowed us and many other youth that our dreams are valid,”  

Ciru (21), supports her colleague, 

“Juliani has made us believe in ourselves. Through this center I have become a better 

individual. Im now rehabilitated. I stopped drinking and smoking. I don’t hang out in 

bars. Now im fully engaged here to hone and realize my musical gifts” 

Sigingi (31), a protégé of Oteraw adds,  

“In our neighborhood, the youth tend to gravitate towards Hip hop music more than 

other forms of media because only Hip hop music can describe the harsh realities in 
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brutal honesty without concealing or cherry picking profound tales and events that 

take place in Dandora.” 

Aduda (35) rap artist recounts that, 

“During that period the country was deeply divided and that manifested itself in 

majority of slums. I remember that Dandora citizenry were paranoid and suspicious 

of each other because we are a concoction of different tribes like Kamba, Kikuyu, 

Luhya and Luo that account for the highest population. But for us youth at the time, 

due to our love and embrace for Hip hop which had fostered unity and a strong bond 

amongst us we ingrained with consciousness to differentiate what was truth from 

false. Ills like tribalism at no point infiltrated our camp. That’s the time that I realized 

that Hip hop as a culture can not only empower and educate but unite a people, a 

country to revolt, against any semblance of injustice.” 

These findings validate Rose (2012) cited in Versions Debate (2012) that Hip hop music was 

started as a genre to create critical consciousness and liberate the mind. This is attained when 

an artiste taps utilizes Hip hop music as a channel to educate the youth on society pitfalls and 

urge them to respond to improve their situation. 

 

From the responses generated by the participants, the researcher concluded that UFMM 

possess a positive influence on youth mentorship through edutainment and empowerment. 

Based on respondents, UFMM music alters the behavior, attitudes, beliefs and opinions of the 

youth regarding a topic, subject or issue. As per the discoveries, the youth are able to become 

aware of the societal ills and use Hip hop music as a platform to understand and voice their 

disregard on poverty, tribalism, police brutality and other societal vices. These findings are in 

tandem with (Charry, 2012 p.59) that states the ability of Hip hop to impart the youth with 

the necessary knowledge and ideas to foster social change. 
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Theme Three: Rehabilitation 

Some participants linked UFMM music to rehabilitation. A participant in the fourth FGD and 

sister to Ukoo Flani Mau Mau artist, G-Rongi Karemi (33) alluded as follows, 

“This neighborhood is a tough environment. Extra judicial killings, police 

harassment and crime are a reality to us. Some youth call it a blessing to see age of 

25 years. The only hope they have is Hip hop.”  

These sentiments were echoed by another participant Raphael Smart (18) who viewed Hip 

hop as his only guide, solace and comfort.  

“Hip hop is all I have. I think it might be the route that will hand me a bright future 

and a path away from this gloomy neighbourhood.” 

Based on responses from participant one and two, Hip hop music is embraced by the youth as 

a guide and healer from the conflicts experienced in slum dwellings. These youth incur 

hardships and are deprived of regular social amenities like health, education and security that 

imbues a sense of low self-esteem. These insights generated by the Dandora youth further 

correlate the result findings of Cressy (2012) and Blommaert (2006) that deduced Hip hop 

music has ability to heal, empower and foster creativity on a youth that are discombobulated 

by deteriorating conditions in society. 

 

A certain number of participants questioned and downplayed UFMM music and artists 

influence. Nyambura Wa Maruga (27), an aspiring photographer remained skeptical on 

linking Ukoo Flani Mau Mau’s music to youth mentorship because she opined that some 

artists of Ukoo Flani Mau Mau had been caught in the web of societal ills like drug abuse and 

crime which she viewed as disempowering.  

“The biggest albatross to Dandora youth is Mtaa mentality (Hood mentality). It 

hinders human progress. Kalamashaka ought to have done better. Look at Juliani? 
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He has given back to the community and awarded us opportunities we thought we’d 

never have. Why just be content with releasing songs chastising the system misgivings 

then retreat back to the hood and drown yourself in alcohol? Ukoo Flani Mau Mau 

ought to have done much better than they have done at present.” 

Bill clinton (22) agrees with his colleague, 

“UFMM music is 100% positive but some UFMM artists portray a negative image in 

society. We aspiring Hip hop artistes in Dandora feel discouraged when we see what 

has befallen some of the UFMM artistes like Roba. He has become alcoholic and has 

not established himself financially.”  

 

Andare (22) from the third FGD echoed these remarks, 

“All of their songs are positive but their actions derail the purpose of their music. 

Some UFMM artistes have engaged in crime, drug abuse and gang violence.” 

Calvin Onyango (20) a student in photography echoed the remark by adding, 

“Kalamashaka, all due credit and respect to their remarkable achievements but I 

think they never finished what they started. Their music painted the shortcomings and 

afflictions we still continue to experience in the ghetto. Kalamashaka should have 

done more to change the narrative of the Dandora youth. They should have nurtured 

their successors, erected welfare centers and music schools.”  

Madigolo (21) from the last FGD remarked, 

“From 2004 till 2014, before Dandora Hip hop city was implemented, UFMM 

artistes disappeared. For close to ten years, they never came back to mentor the youth 

who had talent and aspired to rap like them. As a result a lot of youth talents were 

wasted and hopes diminished.”  
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These findings correlate with McWhorter (2008) who criticizes the genre of Hip hop as 

promoting drug abuse, crime, gang violence and other ills afflicting society. Although there 

are some responses that reveal doubts in the positive influence UFMM on the youth because 

some of their artistes have become drug abusers and failed to take the mentorship role, a large 

majority of the participants acknowledge that UFMM music and artists have had a key a 

positive influence in altering behavior change, healing, edutainment and other forms of 

mentorship. 

 

Objective Three: Effects of Hip hop music on youth mentorship 

The research intended to find out the effects Hip hop possess on youth mentorship. Most 

participants acknowledged the role of Hip hop music in stopping and preventing them from 

engaging in crime and other societal vices. The key themes identified were disengagement of 

social ills, economic rewards, personal growth and musical knowledge and skills 

enhancement. 

Theme One: Social Ills disengagement. 

Mc Gush (24) conquers by sadly narrating how his brother was shot and killed by police on 

suspicion of crime,  

“Look at my arm. This is my brother’s name. I have tattooed the day when he was 

shot dead by police here in Dandora on allegations that he had been engaging in 

criminal activities. If it was not for Hip hop music, I would have been next. I have 

turned my back against crime and through DHHC I have become a productive”  

Theme Two: Economic rewards. 

Claudia Mwende (25), participant in FGD one laments, 
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“It hasn’t been easy but luckily I have embraced Hip hop music to garner socio-

economic empowerment and drag my family out of this mess. The little (money) I get 

I’m able to pay for studio hours to advance my skills”  

Fidelis (23) echoes these sentiments, 

“Man, Hip hop saved me. I come from a broken home. I was educated by Changáa 

(Local brew) proceeds. My folks were Changáa peddlers. Life is stressful and I didn’t 

want to follow the same path. Courtesy of DHHC I now get offers to perform in some 

corporate functions which allows me to acquire some form of income to provide for 

my family” 

Alex Swaleh (28) further adds that, 

“Hip hop music feeds me. Not crime. So Hip hop has empowered not only me but also 

my family indirectly from a socio-economic standpoint.” 

These findings are in tandem with Hoppe (2019) that Hip hop music can be used as a tool to 

engage and lure the youth to stay away from crime and gang violence in informal settlements. 

 

Theme Three: Musical knowledge and skills enhancement. 

Other participants revealed that through UFMM mentorship, their musical skills and 

knowledge on the music industry have been empowered. 

Abu Dhabi (28), effusively states, 

“Now I am a better song writer. I knew I had the gift but I couldn’t find the proper 

place and guidance to channel it out. Thanks to Juliani and my colleagues I have 

improved and acquired new sets of musical skills.” 

Abaki Simba (21), participant in the fourth FGD session showed appreciation to Dandora Hip 

hop City center for developing his skill in song construction and stage performance. 
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“Now my thought patterns are sharp when I write about a certain topic. My rhyme 

scheme is well structured and flows with the beat.” 

Mbuvi (23) supports his colleague, 

“My poetry skills have become better. So is my breath control when I’m on stage.” 

DJ Mula (32) proudly says, 

“I’m the first and only producer nurtured in this center. I’m grateful to Juliani.” 

These findings are in tandem with the findings of Lisma (2015) that Hip hop empowers the 

youth to develop and gain skills to aid personal development. 

Other participants acknowledged that through the mentorship they have received from 

Dandora Hip hop City, they too have become mentors. Dash Johntez (21) credits the role the 

institution has played in his transformation from mentee to mentor. 

“I have a mentorship program called Ndoto Zetu (Our Dreams). I mentor children 

aged between 10 and 12 years. I teach them how to write rhymes and poetry.”  

Lukania (34) a participant in the last FGD echoes the remark, 

“We have improved as mentors too. Whatever knowledge we have on Hip hop music, 

leadership or even life in general we try and pass it to the teenagers in Dandora.” 

These findings correlate with Taylor (2018) when he illuminated how Chance the rapper had 

transformed into a mentor courtesy of the knowledge, guidance, skills and motivation he 

received from the mentorship program called Young Chicago Authors that enabled him team 

with President Obama on a mentorship program called My Brothers Keeper.  

 

Majority of the responses from the participants acknowledge that Dandora Hip hop City 

center has played a key role in nurturing their talents, helping them disengage in societal 

vices, enable them generate an income and also transform them into mentors. Some 

participants recognize the role DHHC has played in developing their skills and talents in song 

Daystar University Repository

Library Archives Copy



76 

 

 

construction, beat making and stage performance. Other participants viewed Hip hop music 

as a tool to alleviate poverty and avoid societal pitfalls like crime and drug abuse which can 

lead to arrest or death.  

Some participants expressed different views of Hip hop ability as a rewarding art. In the first 

FGD, Sharonte (22), offers a different view, 

“Hip hop enabled me to stop taking part in societal vices but on the flipside I have yet 

to benefit from it financially. I love the art but I have a family to feed. That’s why I 

have taken other menial jobs to sustain me and my family. ” 

Mwangi (27), a graffiti and media artist supports him, 

“Same with me. Through DHHC my song writing skills have improved but I have to 

get economic rewards. Our songs are mostly conscious but they don’t get played on 

mainstream radio. So we go unnoticed” 

The responses of Mwangi and Zilla depict a youth in dilemma. They have decided to stay 

away from societal vices to embrace Hip hop music which has imbued them with song 

writing skills and other forms of knowledge but from a financial standpoint they have yet to 

benefit. In essence, this is can be deduced as the participants having gained from Hip hop 

music socially but not economically. 

However, majority of the participants concluded that Hip hop music is fundamental in self-

efficacy. Through adopting Hip hop music, the youth can make better decisions like avoiding 

crime and utilizing Hip hop music to hone your skillset and aid socio economic gains.  

 

Summary of Key Findings 

This chapter presented the findings, data analysis and interpretation vis a vis the research 

objectives and questions to test the hypothesis. The following findings were vital: 
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1. The research established the youth perceive UFMM music in various forms like 

rebellious, edutainment, empowering and revolutionary. However, majority of the 

participants perceived UFMM music more of edutainment and empowerment driven 

in so far as positively transforming society. 

2. The study revealed that UFMM music possesses a positive influence on the youth 

mentorship. For example it alters behaviors, enables the youth to harness talent, 

empowers and educates. Consequently, a minor findings from the study indicated that 

UFMM music and artistes have a negative influence on youth mentorship. 

Perpetuating societal vices like crime, drug abuse and failing to mentor upcoming 

rappers in Dandora slums. 

3. The study revealed that Hip hop music has positive effects on youth mentorship 

which aids social change. Through mentorship initiatives offered by DHHC some 

youth have been able to become better performers and song writers. These skills have 

enabled the youth to earn an income and avoid crime. However other discoveries 

made was that there are a number of youth who feel that enrolling in the Dandora Hip 

hop city center has not generated financial rewards instead only their musical skills 

were developed.  

Summary 

This chapter presented the findings of the study which was conducted in Dandora Hip hop 

City Center with the youth who are active members in different programs in the community 

center through a focus group discussion. Findings collected from the focus group discussions 

were presented, discussed and analyzed accordingly.  
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CHAPTER FIVE 

DISCUSSIONS, CONCLUSIONS AND RECOMMENDATIONS 

Introduction 

The purpose of this study was to examine the role of Ukoo Flani Mau Mau music on youth 

mentorship. This section will discuss the findings of the study highlighting their connection 

with literature provided in chapter two as well as the theoretical underpinning. This chapter 

will also make conclusions and recommendations for other areas of study. 

Objective One: Perception of Dandora youth towards UFMM Hip hop music 

The first objective of the study was to examine the perceptions Dandora youth have towards 

UFMM Hip hop music. The findings revealed that the participants perceived UFMM music 

as inspiring, educating, rebellious, revolutionary and empowering. The themes outlined by 

the participants in the study correlate with some of the tenets of Hip hop music. As 

highlighted in the literature view, the themes of resistance and rebellion are manifested Hip 

hop music since the genre was started in the Bronx in 1973 (Rose, 1994, p.1). Majority of the 

study participants confirmed this statement when they linked UFMM music as anti-

establishment. One of the reasons why Ukoo Flani Mau Mau group was cobbled together was 

to resist oppressive neo colonial agenda and the corporatization of Hip hop music (Koster, 

2013). As the dictum of social learning theory states, the more an individual is exposed to a 

particular behavior, the more likely he will adopt to that behavior based on rewards and 

punishment. This social learning dictate was manifested by Dandora youth who through 

constant exposure to UFMM music and artistes, have become motivated and to use Hip hop 

music as a tool to transform their lives. 

 

Another key theme discovered from the study was the link between edutainment and UFMM 

music. The participants stated that exposure to UFMM songs awakens their critical 
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consciousness to preserve cultural identity and understand the harsh realities that they are 

experiencing. This is finding correlates with Barkley (2017) who posited that UFMM musical 

content is empowering, thought provoking and socio politically driven to serve as platform to 

educate and enlighten the youth on culture preservation and the afflictions gripping the 

society. This further reinforces Sabido (1989) assertion on the  importance of applying social 

learning theory on edutainment to enable the youth learn and adopt new behaviors from 

listening and understanding the messages and videos displayed in the media. Some 

participants thought that UFMM artistes and their music was inspiring them to withstand the 

pain, fear, frustration, poverty and all forms of societal vices to boost self-belief and emerge 

successful through utilizing Hip hop music. This finding coincides with self-efficacy, a key 

principle of social learning theory that points out the importance of a high threshold of self-

belief among individuals to tap into their capabilities to succeed no matter the odds stacked 

against them (Bandura, 1977).  

 

Objective Two: The relationship between Ukoo Flani Mau Mau Hip hop music and youth 

mentorship in Dandora slums. 

The second objective was to determine if UFMM music possess any influence on the youth. 

The findings of the study revealed that the participants believed UFMM artistes and their 

songs had a positive influence on them. Some of the themes that stood out are behavioral 

change and skills empowerment. Majority of the participants stated that UFMM music 

possesses a positive influence in altering their thoughts, behaviors, ideas and opinions 

regarding a particular situation or topic. Examples mentioned are civic education, teenage 

pregnancy, disengaging in crime and drug abuse. In support of this finding is Clay (2006), 

who views Hip hop as a positive influence to empower and educate the youth to learn and 

acquire relevant knowledge to aid society.  

Daystar University Repository

Library Archives Copy



80 

 

 

Another theme suggested by the participants was the song writing skills and techniques 

taught by some UFMM artistes. Bandura (1977) suggests learning can be acquired through 

observation. Participants mentioned the tutelage received in the community center from 

artistes like Oteraw, Kitu Sewer and Juliani on expounding their song writing skills and 

rapping techniques. Thus reinforcing the notion of Hip hop mentorship programs as 

incubators to nurturing and amplifying the musical talents of the youth (Ballve, 2017). The 

effectiveness of Social learning theory on mentorship is manifested in this scenario. Through 

a key facet of modeling, the participants observe and imitate UFMM whom they consider 

role models. Other findings revealed that UFMM music and artistes have a negative influence 

in society. Few participants thought UFMM artistes portray the negative side of Hip hop like 

drug abuse and crime. One startling distinction was highlighted from this claim. Some 

participants felt UFMM Hip hop artistes musical content was empowering but the actions of 

some UFMM artistes were complicit in perpetuating and glorifying the ills of society like 

crime and drug abuse. Although the ills bedeviling Hip hop music have been discussed and 

critiqued by scholars like McWhorter (2008), Rose (2008) and Kubrin (2005) neither have 

explored further to find out if the artist lyrics reflect their daily lives.  

 

Objective Three: Effects of Hip hop music on talent and skill development in Dandora  

The final objective was to establish the effects on youth mentorship through Hip hop music. 

The findings showed positive results when Hip hop music is applied as a platform for youth 

mentorship. There was a particular link between talent and skill development attributed to 

this effect. For instance participants attributed a notable change in their song construction, 

beat making and live performance skills. Some of the participants had already recorded and 

released their debut albums in slam poetry and rap music. This further validates that 

mentorship programs and facilities are instrumental in nurturing and fostering musical talents 
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(Bhatt, 2018). For example a number of participants have become artistes and started 

recording new albums while others already completed theirs. These are KGZ, Johntez, 

Munga Bless, Conquer, Sigingi and Abaki have recorded albums. These artists have been 

invited to perform in events social events like Pawa Festival, Usawa Festival and Hip hop 

Jazz street festival which promote arts as a tool to advocate social justice and equality where 

they showcase their rapping skills and poetry. Aspiring photographers and graffiti artistes like 

Nyambura and Omollo have been invited to global events to showcase their work. In 

mentorship centers the youth are taught and nurtured how to tap, utilize and embrace Hip hop 

as a platform to mobilize the citizenry towards a particular issue that is pervasive in the 

community like crime, poverty, rape, police brutality among other ills (Fu, 2017). 

 

Another theme discovered was disengaging in crime and other societal vices. Most 

participants in this study highlighted how Hip hop music has helped them stop criminal 

activities. Instead of loitering in the slums with criminal gangs they now spend time in the 

community center harnessing ways to become productive citizens. This is reinforces Hope 

(2019) notion that Hip hop mentorship programs should be tapped to alleviate crime in the 

marginalized neighborhoods. 

 

Also the participants are now receiving invites from organizations to perform in events for 

free but at the same time use it as a platform to showcase their talents. One finding showed 

some participants are conflicted that even though they have improved their musical skills and 

disengaged in societal vices it has yet to transform into economic gains. 
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Conclusion 

The first conclusion was the youth perceived Ukoo Flani Mau Mau music as rebellious, 

resistance and edutainment oriented. First, the respondents informed were if the opinion that 

UFMM was founded on the aesthetics of the Mau Mau struggle which were to resist any form 

of oppression. UFMM artistes resisted Hip hop corporatization  against  artistic integrity for 

financial reward. Additionally participants also highlighted UFMM music catalogue as 

possessing educative content.  It was a form of expression but also  both educative and 

informative by nature and given that it is a form of art music was definitely seen as 

entertainment as well.  

 

This research study also confirmed that UFMM artist and music have a positive influence on 

youth mentorship. Participants acknowledged the ability UFMM artistes and songs have had 

on them from behavioral change to honing their musical talents. First the participants 

revealed that they have improved their song writing and stage presence skills courtesy of 

spending time with some UFMM artistes. Secondly, the participants state that they acquired 

new ideas, opinions and knowledge from UFMM artistes that facilitated behavior change 

among them.  

 

Finally the study concluded that there have been positive effects achieved from using Hip hop 

music as a platform for youth mentorship. Participants had disengaged in societal vices like 

crime and decided to enroll in Dandora Hip hop city center. Through the DHHC facility the 

participants have nurtured and refined their musical skills and now they are performing in 

social events and earning income to sustain their families. 
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Recommendations 

The findings of this study indicate that Hip hop music can be a vehicle to educate, empower 

and uplift the youth in informal settlements to aid social change. This can be done through 

incorporating Hip hop classes, building studios and offering graffiti classes. This study 

recommends that learning institutions should recognize and embrace the positive side of Hip 

hop music to drive youth mentorship. 

 

Hip hop music in this study came out as a strong avenue particularly for youth in informal 

settlements as an alternative mentorship appeal. The researcher recommends Hip hop as a 

viable alternative to youth Mentorship in informal setting. This study also noticed the need 

for a concerted effort to change youth behavior which will require a multi-sectoral approach 

such that all stakeholders needed to bring about Youth mentorship work together. This can be 

done by partnering with community youth and Hip hop artistes to build mentorship centers 

and equip them with facilities like music studio. 

 

Areas for Further Research 

This study recommends that further research be conducted to ascertain who, if, how and 

when UFMM artistes were mentored. UFMM artistes are considered to have mentored many 

emcees in the Kenyan Hip hop landscape. 

  

Although Hip hop music elements like b-boying, graffiti and beat making have been 

discussed slightly in this study, more research is needed on each of the three elements to 

investigate the role they can play in youth mentorship. 
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In studying the role of Hip hop music and mentorship, more studies should be undertaken in 

different settings. It can be in another slum in Kenya or a middle class area in Nairobi. More 

studies might yield interesting results and foster an understanding of the potential Hip hop 

music can have in empowering the youth.  

Summary 

The chapter discussed in details, the implication of the study, made recommendations and 

conclusions based on the study objectives and in tandem with the research findings. Also, 

areas of further research were recommended to test this hypothesis. 
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APPENDICES 

Appendix A: Focus Group Discussion Guide  

Name of the Organization: 

 

Name of the Interviewee: 

 

Career of the Interviewee: 

 

Brief description of the interviewee experience with Hip hop culture: 

 

 

My name is Mumo Kithae Dennis. I am a student from Daystar University currently enrolled 

in the program of Masters of Arts in Communication. I’m here to conduct a research on Hip 

hop music and youth mentorship in Dandora through UFMM. Dandora Hip hop city is well 

suited because of how and who founded it and the Hip hop programs available here. I’d like 

to guarantee each one of you will have opportunity to have your thoughts, answers, ideas and 

testimonies heard. I hope you won’t mind that the interview will be recorded by a mobile 

phone and video camera for future reference.  You are free to withdraw from any stage if you 

so wish. The findings are purely for academic purposes. 

This exercise should take roughly one and a half hours. If you wish to proceed kindly confirm 

by (a) a show of hands or (b) sign on the interview guide provided 
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1. Let’s talk about Ukoo Flani. Who are they? What philosophy and ideology does their 

movement and music subscribe to and stand for? 

 

2. How has Ukoo Flani Mau Mau’s music influenced you? If so, explain why, how and 

when by giving examples. 

 

3. Is there a relationship between Ukoo Flani Mau Mau music and youth mentorship? Please 

elaborate.  

 

4. Do you consider any Ukoo Flani Mau Mau artistes as mentors? Kindly give examples of 

relevant artistes and the role they have played in mentorship. 

 

5. Have anyone of you been mentored by any member of Ukoo Flani Mau Mau? Kindly 

illustrate by giving examples. 

 

6. Tell me more about Dandora Hip hop City Center: What is its role and why did you 

enroll? 

 

7. What lessons, ideas, skills and knowledge have you acquired since you joined DHHC?  

 

8. By stating examples, have the skills and knowledge translated positively in your life. Any 

effects or implications? 
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Appendix B: Letter of Research Authorization 
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Appendix C: Research Permit 
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Appendix D: Originality Report 
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