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FOREWORD

Cultures are now less bounded and homogeneous and more porous and self-conscious than ever before and
cultural differences- of religion, gender, language, class, ethnicity, sexual orientation, and so on- are no
longer contained within old geopolitical boundaries. Subcultures, cultures, and super cultures merge and
emerge anew, ceaselessly (Barbash and Taylor: 1997: 5).

As a Turkish-American born and raised in Huntsville, Alabama I was unsure of what to
expect when I first came to Istanbul to study at Bosporus University in the summer of
1999. 1 had visited Turkey during my childhood but had mainly visited relatives who
lived in Mudanya and other surrounding villages along the Marmara Coast. Upon arriving
in Istanbul many years later, I realized that my experience would be very different from
the memories of Mudanya. Not only was Istanbul such a unique city within itself, but the
times had also changed and it seemed that the entire country had been completely
transformed.

My previous childhood summers in Mudanya were usually spent playing in the streets,
spending time with family and playing backgammon at the gazino, and hanging out by the
beach and drinking gazoz. Mudanya seemed so innocent in 1986. The craze for Levi’s
501 Blue Jeans had just begun and kids were singing along to Madonna and Michael
Jackson without even knowing the meaning of the lyrics. Most representative of those
times however, was that while these many rapid economic changes were taking place, I
would still return to my grandmother’s home to play with my pet lamb. And I was very
sad to learn that she was missing. I was terrified to discover that our dinner included her
sacrifice for Kurban Bayram.

Living in Alabama as well as various other cities throughout the United States, I had
seen many cows but never a lamb. I grew up in a setting where teenagers had been
popularly watching MTV (Music Television) since the 80’s and where hip-hop culture,
established before I was even born, was once again booming. By the time I came to
Istanbul in 1999 R&B, hip-hop, and gangster rap had become the dominant forces of the
entire music industry. Although hip-hop developed much later in Turkey than in the U.S.,
I realized that it had also been affected by the rising popularity of rap music as I witnessed
cars driving by blaring rap music throughout Istanbul’s streets. I went to Bodrum to find
parents and children dancing to uncensored Eminem (2002). I walked by a dormitory
party one day to hear Turkish students rapping to Snoop Doggy Dog. It reminded me of

my high school days in Huntsville, driving around with my girl friends, listening to Tupac
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Shakur, and made me think about how silly it was that we were so easily made into
products of subculture. How did a young girl such as myself, one who was not African-
American, not from the “ghetto,” identify with this culture? What was it about the music
that people of all races, nationalities, and classes found attractive? Was there really any
relation or just a need to relate to others that were “different” from us? Or were we all just
trying to fit into a current and “in” trend?

As I was walking by the dormitory party, however, the Snoop Doggy Dog song caught
my attention, because I too, knew the words. I entered the room to meet Emin (Bosporus
University student and Istanbul resident) and Tolgar (Turkish-American exchange student)
and found myself singing along. The music had served as a bonding experience for us as
they are both still dear friends to me to this day. Initially it was a bit shocking for me that
there were people in Turkey who were into rap music. We may have seemed a bit strange
being young girls driving around listening to Tupac at age 16, but in Turkey? It was
especially shocking to me when I joined Emin at an Istanbul Blues Festival when he
yelled out the “N” word to some African-American performers. He didn’t think there was
anything wrong with it considering that he had heard the word repetitively in popular
American rap songs. He said that it was just his way of identifying with them, as they too,
“were his brothers.” I was not sure of what to make of all that I had been seeing. Were
these examples of American cultural imperialism and copy-culture or was there something
more complex going on? American rap had made its way to Turkey but what about
Turkish rap? Was there such a thing? And how would the society react to it if there were?
Soon after attending a few hip-hop parties and festivals, I discovered that there had in fact
been Turkish-German rappers in Germany in the past and that at that time there was an
upcoming Istanbul-based rapper named Ceza.

After moving to Istanbul in 2002 and enrolling in Yeditepe University’s Social
Anthropology Department in 2003, I found that Turkish hip-hop was taking off. One day,
after flipping through the channels and for the first time viewing the “Turkish Hip-Hop”
hour on Dream TV, I attended a conference at the Goethe Institute where I heard a
presentation given by Dr. Thomas Solomon of the Grieg Academy Institute for Music at
the University of Bergen in Norway titled “Living underground is tough: authenticity and
locality in the hip-hop community of Istanbul, Turkey”. Thomas had previously worked

in the Ethnomusicology Department at Istanbul Technical University and had been
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conducting fieldwork about the Istanbul hip-hop scene ever since. Curious to learn more,
I attended a hip-hop festival at Levent Gosteri Merkezi (Appendix 8.1). The festival,
featuring American rap artist of the Wu Tang Clan, Rza, was amazing because the
performer repetitively yelled, “Fuck!” while the audience responded, “Bush!*“ After
preaching about anti-violence, Rza then yelled for the audience to throw up their grenades
as the audience then simultaneously threw up their closed fists. I wondered how much of
what he was saying and rapping they could actually understand. If they did understand
their words, was it possible for them to understand the deeper and underlying meanings? I
was then convinced that I should incorporate a hip-hop character into a film proposal that I
had been developing titled “Americanisms of Istanbul Youth”.

The idea behind “Americanisms of Istanbul Youth” was to make an ethnographic film
about various influences of Americanization on Istanbul youth identity. Since it was a
very general topic I was hoping to focus on a few subtopics such as music, TV/cinema,
food, language, and fashion/consumption (Appendix 8.2). I researched and discussed
these topics with various friends, students, and professors and gathered diverse opinions.
Some emphasized copy culture or Ozenti and the loss of Turkish cultural values and
identity, some touched upon the full rejection of the “isms” (Americanism, capitalism, and
imperialism), while others put forth ideas of hybridization and syncretism. My theories of
Americanization and cultural imperialism were slowly evolving and I came to a point
where I had to narrow my focus and decide on an angle. After a period of thought and
frustration, my ideas fell into place and the focus became clear.

In the summer of 2004 I decided to visit Chicago and meet with Tolgar (my friend
from Bosporus University) who was courteous enough to let me copy his Ceza CD
collection. I then visited the University of Chicago to seek project advice from Dr. Martin
Stokes, ethnomusicologist, anthropologist, and Director of the Center of Middle Eastern
Studies Department. By happenstance, I arrived just in time to attend a presentation given
by a guest lecturer from the University of Arkansas, Dr. Ted Swedenberg, an
anthropologist focusing on Islamic hip-hop. After the conference I played a few selections
from Ceza’s albums and they were delighted to hear it. Professor Stokes even commented

that his rhymes were “linguistically impossible.”



Upon returning to Yeditepe University in the fall of 2004 and being so wisely and
patiently advised by Dr. Jay Fikes, I decided that my newly focused project would be
about “HIPHOPISTAN".
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ABSTRACT

“Hip-hop and rap cannot be viewed simply as an expression of African American culture; it has become a
vehicle for global youth affiliations and a tool for reworking local identity all over the world. Even as a
universally recognized popular musical idiom, rap continues to provoke attention to local specificities. Rap
and hip-hop outside the USA reveal the workings of popular music as a culture industry driven as much by
local artists and their fans as by the demands of global capitalism and U.S. cultural domination”

(Tony Mitchell: 2001: 1).

HIPHOPISTAN is a documentary film that examines the impact of hip-hop culture on
Istanbul youth and reveals how young Turkish rappers, DJs, break-dancers, and graffiti
artists creatively blend popular influences with their local cultural values and traditions. In
a world that is becoming increasingly exposed to global media, much has been debated as
to whether or not societies and individuals can adopt influences from music, television,
cinema, internet, fashion, etc...in a positive and constructive way without losing their own
cultural identities and heritage. The dichotomy terms of “East” and “West” have
unfortunately regularly coincided with “tradition” and “modernity” and ‘“local” and
“global” making it seem as though they are polarized opposites. While providing a
glimpse into the lives of innovative youth in a predominantly Muslim and rapidly
globalizing city, HIPHOPISTAN presents examples of how globalization can provide
opportunities for creative changes rather than simply erasing local culture. Creative artists
provide solutions that allow tradition and change to peacefully co-exist. By displaying
how communities are created through the use of lyrics, beats, rhymes, dance, and graffiti
art, HIPHOPISTAN emphasizes how the universality of music and expression blurs all
cultural, ethnic, religious, and linguistic boundaries and barriers and thus raises awareness
of the many similarities of youth culture worldwide.

xiil



OZET

“Hip-hop ve rap, sadece bir Afro-Amerikan kiiltiiriiniin bir tezahiirii olarak goriillemez. Hip-hop ve rap,
diinya iizerindeki geng niifusu birbirine baglayan ve diinya genelinde yerel kimligi yeniden bigimlendiren bir
ara¢ olagelmistir. Evrensel olarak taninmis popiiler miizikal bir dil olarak da rap, yerel 6zelliklere dikkatlerin
yonelmesini provoke etmeye devam ediyor. Rap ve hip-hop, ABD disinda, yerel sanatcilar ve
hayranlarindan oldugu kadar kiiresel kapitalizm ve ABD’nin kiiltiirel hakimiyetinin taleplerinden beslenen
bir kiiltiir endiistrisi olarak popiiler miizigin eserlerini ortaya koyuyor” (Tony Mitchell: 2001: 1).

HIPHOPISTAN, hip-hop Kkiiltiiriiniin Istanbul’'un gen¢ niifusu iizerindeki etkisini
inceleyen ve gen¢ Tiirk rap’cilarinin, DJ’lerinin, break dansgilarin ve grafiti
sanatcilarinin, popiiler etkileri, yerel kiiltiirel degerleri ve gelenekleri ile nasil yaratici bir
sekilde harmanladiklarin1 ortaya koyan belgesel bir filmdir. Kiiresel medya'nin giderek
artan bir hizda etkisinde kalan bir diinyada, toplumlarin ve bireylerin, miizik, televizyon,
sinema, internet, moda, vs. gibi farkli mecralarin etkilerine, kendi kiiltiirel kimlik ve
miraslarini kaybetmeden olumlu veya yapici bir sekilde ayak uydurup uyduramayacaklar
konusunda tartismalar stirlip gitmektedir. “Dogu” ve “Bat1” ayrimi, ne yazik ki
“geleneksellik” ve “modernite” ve “yerel” ve “kiiresel” terim ¢iftleri ile tanimlanmaktadir;
bu da sanki iki farkli kutbun oldugunu gostermektedir. Agirlikli olarak Miisliiman
niifusundan olusan ve hizla kiiresellesen bir sehir olan HIPHOPISTAN bir taraftan,
buradaki yenilik¢i genglerin hayatlarina dahil olmamizi saglarken diger taraftan
kiiresellesmenin, ortadan kaldirmaktan ziyade nasil yerel bir kiiltiir yaratti§1 konusunda
ornekler ve gelenek ve degisim nasil bir arada yasayabilecegine iliskin ¢oziimler
sunmaktadir. Sozler, tempolar, uyaklar, danslar ve grafitlilerle nasil topluluklarin
olustugunu yansitarak HIPHOPISTAN, miizik ve ifadenin evrenselliginin, nasil da tiim
kiiltiirel, etnik, dini ve dil siirlarin1 ve bariyerlerini ortadan kaldirdigina vurgu yapmakta
ve boylelikle diinya lizerindeki geng¢ niifusun aslinda birbirlerinden ¢ok farkinin olmadigi
gergegini ortaya koymaktadir.
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1. INTRODUCTION
1.1 Topic of Research

Identity is thus necessarily a matter of ritual; it describes one place in a dramatized pattern of relationships-
one can never really express oneself autonomously (Simon Frith: 1996: 125).

HIPHOPISTAN is a film in which the characters dominate the narrative. It centers
around four main characters that represent the four elements of hip-hop culture: Ceza
(rapper), Funky C (DJ), Joker (break-dancer), and Turbo (graffiti artist). By taking
globally circulating genres of music, dance, and art, and adapting them to their local
settings, these energetic youth work towards introducing hip-hop culture to their own
society as well as displaying their talents and capabilities to the rest of the world.

Ceza (Punishment) is one of the most well-known and successful Turkish MC’s. An
electrician-turned rapper, Ceza’s incredibly fast rhymes, unique lyrical style, and
combination of eastern and western sounds, has earned him respect from a following that
continues to grow in number. Ceza’s albums, from “Meclis-I Ala Istanbul” made in
collaboration with MC Dr. Fuchs, to his most recent solo album “Rapstar”, express his
opinions on social and political topics, an approach that shockingly stands apart from the
mainstream candy-coated images that make up the majority of Turkish pop culture.
Despite his increasing publicity, Ceza has stayed fully devoted to the hip-hop movement
in every aspect and continues to represent his country and his people by performing across
Europe and collaborating with various other talented artists worldwide.

Funky C is a highly accredited DJ that works in various venues throughout Istanbul and
at local radio station Power FM. By continuously performing with different rap artists, he
serves as a backbone or connecting link between members of a rather small but powerful
hip-hop community. Since Funky C has spent the majority of his life receiving intensive
music training in the United States, he is an intriguing character with many bi-cultural
observations that enable him to mix and blend several diverse cultural influences into his
turntablism.

Joker is Turkey’s award-winning break dancing, or b-boy, champion. Due to his
devotion and infinite levels of energy, he regularly organizes and hosts break dance battles
and workshops that gather b-boys and b-girls from all corners of the country. During
these events dancers are given opportunities to learn and improve their moves and

techniques and are encouraged to compete at international levels. Extremely ambitious in



his attempts to make Turkish society more familiar with the art of break dance, Joker has
contributed to many advertisements and television commercials with break dance themes.
Turbo is a talented graffiti artist that is also very active in other aspects of the hip-hop
community. In addition to writing newsletters for hip-hop web sites, local newspapers,
and magazines, he has also developed albums that consist of mixed compilations of
various Turkish rap artists. A Turk born and raised in Germany, Turbo travels back and
forth between both countries, adding a transnational angle to the film. Due to Turkish
society being less aware of graffiti than German society, he finds himself challenged to
explain the art that embellishes Istanbul walls and trains to those who portray it as

vandalism, political activism or a menace to the environment.



1.2 Objective of Research

The goal of HIPHOPISTAN is to bring the viewer inside the characters’ hearts and
minds to show audiences what it feels like to be a young person growing up in a country
with such rich cultural tradition and rapid globalization. By taking a personal glance into
the everyday lives of these four intriguing characters, viewers will be better able to
understand the cultural context in which they live as well as feel the challenges they face
in trying to construct their own unique identities and create a community of their own.
Even though the characters are Turkish, their stories, just as the music, dance, and art that
bonds them together, is universal. Their struggle for self-discovery and self-expression is

a theme that will engage viewers of any culture.



1.3 Importance of Subject

HIPHOPISTAN is an ethnographic documentary film of a culture and people that has
been at best only partially understood by the EU and North American public. By viewing
Istanbul hip-hop culture spectators will understand the complexities that today’s young
people confront as they try to keep up with social change while promoting acceptance,
diversity, and tolerance. If a culture is repressive in nature it is highly likely that the
people will want to rebel; but if diversity is allowed then they will freely and creatively
innovate new identities and cultures while appreciating and embracing their former
traditional culture. Having the freedom to express themselves sends a positive message to
society and provides a viable alternative to violence and drug abuse. The heart of the story
is represented by the choices these young people make, what they select, how they
combine it with their morals and values as individuals, and the ways in which it produces a
response within their culture as a whole. How are they influenced and inspired? How do
they resist negative marketing strategies and trends? How do they adopt these trends and
localize them? How do they deal with recently found fame and increasing publicity?
These are some of the main themes that grab viewers’ attention and make HIPHOPISTAN
a worthy cinematic experience.

HIPHOPISTAN is timely as hip-hop culture is making its way into the Turkish
mainstream, something made evident by the recent attention given to local rappers, DJs,
break-dancers, and graffiti artists on music television stations, advertisements, and talk
shows.  With the hip-hop movement beginning in the mid-1990s, from the German-
Turkish pioneers of Cartel to Ceza today, it hasn’t been until this past year that these
artists have received recognition on such mass levels. Although extensive research has
been made on hip-hop movements outside the U.S., Islamic hip-hop, and rap music made
by Turkish migrants in Germany, very little has been conducted on the hip-hop movement
in Turkey, or more specifically, Istanbul. For these reasons HIPHOPISTAN is unique and

important.



1.4 Setting

The film takes place in Istanbul. Due to Istanbul’s history and its strategic location
between Europe and Asia, it synthesizes cultures; combining Eastern and Western
influences. The visual landscape of the city consists of narrow cobblestone streets along
highways, skyscrapers alongside ancient palaces, and super malls next to bustling open-air
markets. HIPHOPISTAN’s audio and visual style, from the call to prayer to hip-hop
beats, whirling dervishes to turntables, folk dance to break-dance, and mosaic tiles to

graffiti murals, is an experience of Istanbul’s coalescence of antiquity and modernity.



1.5 Focus of Research

According to anthropological and social folklore, in traditional societies, one’s identity was fixed, solid, and
stable. Identity was a function of predefined social roles and a traditional system of myths which provided
orientation and religious sanctions to define one’s place in the world, while rigorously circumscribing the
realm of thought and behaviour. In premodern societies, identity was unproblematic and not subject to
reflection or discussion. Individuals did not undergo identity crises, or radically modify their identity
(Kellner: 1998: 222).

Through many unexpected events my purpose and project focus formed into something
different than what I first intended. HIPHOPISTAN, once a project focusing on the ways
Americanization dominantly affects Istanbul youth, became one that was to rather
emphasize the complexities and hybridism of their cultural identities.

There are many arguments to examine when dealing with cultural identity such as
structural vs. post-structural, modernity vs. post-Modernity, essentialism vs. anti-
essentialism, East vs. West, dominant homogeneity vs. hybrid heterogeneity, indigenous
vs. foreign, and deterritorialization vs. reterritorialization. In the globalizing world of
today the analysis of culture continues to evolve and differs greatly from when cultural
studies were first developed in the post-WWII colonization period. Questions concerning
culture have become more complex and definitions of identity more abstract. The fixed
descriptions of the West being “young, modern, and ever-changing” and of the East being
“old, traditional, and timeless™ are no longer valid. According to Deniz Kandiyoti,

It is not surprising that the turn to globalization as a central analytic category has produced more
sustained attention to changes in the consumption of material products and the circulation of
people, technologies, images and ideas (mainly, though not exclusively, through the media),
creating increasingly intricate and unpredictable linkages. The binaries of ‘global’ and ‘local’ now
displace ‘modern’ and ‘traditional’, substituting a spatial metaphor and hierarchy for the temporal
hierarchy implicit in modernization theory. Although there is no consensus on either the nature or
the effects of globalization, the global system is depicted by some as consisting of ‘nodes’, such as
‘world cities’ that act as nerve centers of complex international transactions, with different localities
positioned in expanding concentric circles of increasing marginality (Kandiyoti: 2002: 4).

Istanbul, being a global city that has been influenced by several civilizations, empires, and
religions, is struggling to determine it's cultural identity and as a result I believe that
individuals living in the city, are affected and are therefore struggling to find their
identities within themselves. Turkish novelist Orhan Pamuk supports this idea during an

interview on BBC Hard Talk by stating,

Most Western observers, that I’ve observed, tend to see that “oh, he is western secularized good
guy and here is a conservative traditional guy, bad guy” I think this is a totally mistake, and also it
smells a bit racist as well. I think that all the contradictions of Turkey, that I tend to see, that I have
experienced, are living in the hearts of the nation, person by person, of course in different versions,
in different combinations, the nation is not fighting in itself essentially, but person by person,
making choices and decisions (Pamuk interview with Stephen Sackur: Istanbul: 26 Apr. 2006).



The youth of the city, being products of Turgut Ozal’s era and its experiments with
open economy, are especially affected by these identity crises. Being such a large
demographic category they, for the most part, have been understudied. By focusing on
one specific sub-culture, the Istanbul hip-hop scene, I will provide a glimpse of how the
world we live in today, one driven by global and local forces, influences the ways that
members of a particular community view themselves and the world around them.

The main focus of this research is to question the accuracy of the pessimistic and
deterministic ideas of the Cultural Imperialist argument and the dominant paradigm
theory. 1 propose to present how Istanbul hip-hoppers form glocal identities by
reterritorializing hip-hop in order to suit the Turkish case, rather than being passive

receptors of global culture.



1.6 Theoretical Framework

For some critics the vision is one of western domination of global culture and the production of
homogenization, or sameness, across the world. For other writers, the image of the globe that is forming is
more unpredictable, chaotic and fragmented in its cultural flows (Barker: 1999: 37).

In order to understand hip-hop and interpret how and why Turkish hip-hoppers are
actively reterritorializing rather than passively imitating, it is first necessary to examine
problems concerning the cultural imperialism argument. The main theories I will address
are passive and active audience paradigms, imposition and choice, and one-way and
reversal flows.

The passive audience paradigm suggests that individuals passively retain the influences
around them without thought. For example, to assume that Turkish hip-hop is a direct
imitation of American hip-hop or hip-hop from other Western origins, is to say that the
youth participants of this community have no critical skills to pick and choose according
to what is suitable for their own personal identities within their own cultural contexts.

Renato Rosaldo states that

The main problem with this assumption is that it constructs Third World subjects as passive
consumers of imported cultural goods. The discourse of cultural imperialism, in other words, relies
on what is called the hypodermic model of media effects (Morley and Robbins 1995: 126) a model
that presupposes that media texts have direct cultural effects on those who view them (Inda and
Rosaldo: 2002: 15).
Although the origins of Turkish hip-hop are connected to the emergence of MTV and of
Turkish diasporic hip-hop originated in Germany, without proper analysis it can not be
discerned that they incorporated these cultural influences without active initiative. It also
cannot be assumed that these influences were direct flows resulting from cultural
impositions. John Tomlinson, author of “Cultural Imperialism” notes,

The notion of domination implied is a fairly straightforward one, resting on the idea that alien
cultural products and practices are imposed on a culture. But we have already met the major
problem with this notion. It is the fact that often people don’t seem to object to the importation of
these products and practices: they don’t perceive them as an ‘imposition’; hence it is difficult to see
where domination at a specifically cultural (rather than an associated economic) level is occurring
(Tomlinson: 1991: 94).

In the case of Istanbul hip-hop, who has sufficient evidence to prove that the members of
the community view their practices as a result of cultural domination or imposition? In the
findings section of this paper I will further analyze this topic according to answers that |

received from these members themselves and prove that they agree with Rosaldo:

Bring in their own cultural dispositions to bear on such a text, interpreting it according to their own
cultural codes (see Ang 1985; Liebes and Katz 1990). What takes place in the viewing encounter is



that foreign cultural forms have a tendency to become customized. They are interpreted, translated,
and appropriated according to local conditions of reception (Inda and Rosaldo: 2002: 16).

Another argument against cultural imperialism touches upon the notion that all cultural
flows are unilateral. According to Chris Barker, author of “Television, Globalization, and

Cultural Identities”,

To question the idea that globalization is constituted as a monolithic one-way flow from the west-
to-the-rest is to raise the issue of ‘reverse flow’, the impact of non-western ideas and practices on
the west. For example, the global impact of Reggae, Rap, Hip-Hop and ‘World Music’ and the
export of telenovelas from Latin American to the USA and Europe. It would also include the
creation of ethnic diaspora through population movement from other world regions into the west,
the influence of Islam, Hinduism and other world religions within the west and the
commodification and sale of ‘ethnic’ food and clothing (Barker: 1999: 42).

The examples that Barker gives are valid although further research is required to test
this theory with Turkish examples. For example, shish kebab and yogurt are widely
accepted by Americans yet to what extent is Turkey producing reversal flows of cultural
trends to the rest of the world? At present it seems that people in Turkey know more about
American culture and values and Americans know little about Turkish culture. These
questions and comments are worthy of further investigation, but are beyond the scope of
my research. What is known, however, is that “90% of music in Turkey is locally
produced” (Schroeder presentation at Goethe Institute: Istanbul: 21 May 2004), which
shows that regardless of the direction or imposition of flow, the general demand for local
music in Turkey still greatly outnumbers the demand for imports. Another interesting
point worth mentioning is the fact that Barker uses hip-hop as an example of the “impact
of non-western ideas and practices on the west” (Barker: 1992: 42). But isn’t hip-hop a
western-construct? [ will elaborate on this topic in the “History and Development of Hip-
Hop” chapter of this paper.

Another issue that needs mentioning is the idea that history and evolution are
themselves, a linear process. In “Codifications of Reality: Lineal and Nonlineal” Dorothy
Lee writes, “We should be very careful, in studying other cultures, to avoid the
unexamined assumption that their actions are based on the prediction of a lineal reality”
(Lee: 1950: 127). In this article Lee states that due to social and cultural conditioning in
certain societies, particularly Western societies, it is wrongly and ethnocentrically
assumed that progress is a top-down one-way flow. This mentality, as we especially see in
the wars that take place in the world at this very moment, tends to put one group of people

“the civilized” against the “other” group of people, “the uncivilized.” Unfortunately, it is



usually those with very rich historical and cultural traditions that are labeled as
“uncivilized” as they are the ones with the most cultural “traditions” to juggle. In other
words, since their “lines” of progress and civilization may not be as clear as those of more
newly developed countries, they are more difficult to discern and therefore given negative
connotations as an easy scapegoat. However, as [ have discussed and will continue to
discuss, the world is much more complex in it’s web-like exchange and blending of ideas
and experiences. No flow can strictly be one-way; nothing really rigidly “belongs” to
anyone. Every thing, every idea even, is hybrid in origination as we all develop
perspectives by mixing outside influences with our own relative experiences.

Overall, the cultural imperialism argument is limited in that,

While forces of homogenization are certainly in evidence, of equal significance is the place of
heterogenization and localization. Consequently, localization and hybridity are preferred concepts
to imperialism and homogeneity as we approach the end of the twentieth century (Barker: 1992:
58).

However, regardless of those who support or reject this argument, nothing can be done to
reverse globalization. The only thing that is possible at this point is to attempt to find
solutions. When addressing youth who are affected by this phenomenon worldwide, we
must try to figure out ways in which they can deal with these influences in a positive way
and make themselves more adaptable to a world system without losing their core cultural
values and traditions. In order to derive solutions from the Istanbul hip-hop case, we must
first take a look at the historical and economical developments within Turkey and Turkish

popular culture that allowed Turkish hip-hop to emerge.
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1.7 Facts About Turkey

People can aspire to an identity but not be able to achieve it unless they are welcomed by those who already
have that identity. The crucial post-Cold War issue for East European peoples was whether the West would
accept their identification of themselves as part of the West. They have been quite reluctant to do so with the
Turks, whose bureaucratic elites desperately want Turkey to be Western. As a result, Turks have been
conflicted over whether they should think of themselves as primarily as European, Western, Muslim, Middle
Eastern, or even Central Asian (Huntington: 2004: 24).

Since the establishment of the Turkish Republic in 1923, the Turkish ideology has had
its eyes and ears turned to the West. As Orhan Pamuk notes, “A Turk can not define itself
without mentioning realistically, it’s prospects of Europe. Westernization lies at the heart
of modern Turkish identity” (Pamuk interview with Stephen Sackur: Istanbul: 26 Apr.
2006). Over the past decades however, what was once, under Mustafa Kemal Atatiirk’s
leadership, referred to as “Western” ideals and values has rapidly been interpreted as and
transformed into “Global” ways of life.

During the 1980s under Turgut Ozal’s government, Turkey realized that its insular
post-war strategies would no longer be sufficient for successful adaptation to a rapidly
expanding global economy. The country’s economic policies changed literally over night,
leaving a new generation to deal with rapid industrialization and newly seen open market

commodities, especially in Istanbul.

The political victory of laissez-faire economics over the state’s reformist tradition was marked by
the 1980 military coup and the liberal governments that followed. These were years that saw the
most dramatic increase in city’s population and the most spectacular polarization of wealth both in
the city, and between the city and the rest of Turkey (Stokes: 1999: 125).

As a result of these reformed economic policies, the 1980s generation, which includes
teenagers and young adults of today, have been left to cope with these drastic changes and
discrepancies.

Stephen Kinzer, author of “Crescent & Star” writes,

The face of Turkey and the consciousness of Turks have been reshaped by a technological,
educational and demographic revolution every bit as shattering as the political one that Atatiirk led.
Two-thirds of Turks are under the age of thirty-five, and the country is becoming younger and more
sophisticated every day. People do not obey the way that they used to. They are impatient for
change and impatient with leaders who are preventing it. Their country’s huge potential is staring
them in the face, and they want to fulfill it (Kinzer: 2001: 226).

This young generation is weighed down by these responsibilities but for the most part, has

not yet had enough time and intellectual preparation to resolve them.

Instead of well-informed and politically conscious actors, increasing literacy and media awareness
have created a youthful and growing population addicted to the technological marvels of modernity
but not quite equipped with adequate means to master them (Kasaba: 1997: 31).
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There are many supportive and rejectionist ideas concerning Kemalism and of the rapid

industrialization period starting in the 1980s.

While the rejectionist response to the West is impossible, the Kemalist response has been
unsuccessful. If non-Western societies are to modernize, they must do it their own way not the
Western way and, emulating Japan, build upon and employ their own traditions, institutions, and
values (Huntington: 1996: 154).

Turkey is now in a position in which it has to prove to itself that it’s society and citizens,
whatever their religion, ethnicity, or class, are able to live harmoniously and adapt to a
changing world, as well as convincingly present this image to others whose imagological

preconceptions are difficult to modify.

The Americans, Italians, and the French know of Turkey’s Eastern face but they ar not familiar with
it’s contemporary face. We need to exhibit the progress that we made during the era of the
establishment of the Republic. Within the country we are proud of our accomplishments but they
still think of us as covered and wearing fez. We should not claim to do contemporary art as well as
they can, but rather, present a Turkey that creates it’s own culture and seeks it’s own contemporary
and national identity (State Opera and Ballet General Director - Rengim Gékmen- Cumhuriyet II, 3
August 1993; cited in Giiveng: 1993: 343).

From my analysis of Istanbul hip-hop culture it seems that there is hope and that the youth
of the 21% century are able to come up with creative solutions as to how to live and adapt
in a changing world as well as find ways to represent themselves and their country’s image
to “others” in a different light. Now we shall examine an institution that provides an outlet

for these expressions and representations, music television.
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1.8 Facts About MTV

Once upon a time it was who you were, what you did, what kind of a person you were- your moral, political,
and existential choices and commitments, which constituted individual identity. But today it is how you look,
your image, your style, and how you appear that constitutes identity. And it is media culture that more and
more provides the materials and resources to constitute identities (Kellner: 1998: 259).

The economic, social, and cultural changes that began in the 1980s in Turkey opened
the door for music television. Prior to that time, there was one governmentally controlled
channel. In this new era, Turkish media was deregulated; allowing music channels
(including MTV) to broadcast programs. According to Benjamin Barber in “Jihad vs.
McWorld”, in the United States “the music television video was born only in 1981, an
offspring (ironically) of performance art and experimental television on the cultural

margin” (Barber: 2003: 104). However,
By the mid-1980s when the group Dire Straits used MTV to launch its mega hit “Money for
Nothing” (with its own backhanded commercial tie-ins), MTV had gone international. In early
1993, its global audience stood at nearly a quarter of a billion households (60 million in the United
States) with over a half billion viewers in seventy-one countries. The numbers escalated late day by
day, eclipsing CNN, which, though it is in 130 countries, boasts far fewer viewing households and
speaks to yesterday’s generation of the over-forty’s rather than tomorrow’s of the under-thirty’s
(Barber: 2003: 105).

He also notes that, “In late 1993 the merger of Paramount communications and Viacom,

owner of MTV, saw the emergence of a $17 billion company, making it the fifth largest

media group behind Time-Warner, News Corporation, Bertelsmann and Walt Disney.”

(Barker: 1999: 47).

MTV first came to Turkey in the 1990s but due to political reasons, was shut down and
not again made available until 2000 (Solomon: 2005). In today’s Turkey, there are
various music channels, such as Dream TV, Kral TV, and Number One, in which Turkish
artists can display their work and the Turkish audience can easily view local and foreign
videos. The most recent addition to music television, the recreation of MTV to localized
MTV Turkey, has already been successfully launched having an opening event with
thirteen local acts, one of which featured Istanbul-based rapper, Ceza. Not as relevant to

this research but amusing, the program included a guest performance from the American

girl group, The Pussycat Dolls (4dppendix 8.3 ).
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1.9 History and Development of Hip-Hop

With a better understanding of Turkey’s past and current status and of the emergence of
music television, we can now examine the history and development of music, from the
origins of Black American music to hip-hop, and then to Turkish hip-hop. In an interview
that I conducted with Ahmet Ertegiin, CEO and founder of Atlantic Records, he discusses

the first days when music was made readily available to the entire world:

The general popularity of radio and records came at the same time of the WWI and the same time
as planes became popular. And when people could hear records made in other countries they first
heard music of other countries in other countries so that radio and short wave radio, enabled you to
hear Hungarian music in Ireland or Spanish music in Russia, or whatever. And everybody had,
every nation, people, have their own good music. But there’s only one music that was made
universal, when music became available all over the world. And that music is Black American
music (Ahmet Ertegiin: Personal Interview: NY City: 5 Dec 2005).

Ahmet Ertegiin, now 83 years old, has seen the rise and development of various musical
genres from jazz, blues, rock, heavy metal, punk, to hip-hop. Looking back at all of these
genres of music he concludes that the most powerful and dominant forms of music
originate from Black American roots, including rap music. He then continues to speak of

the spread of Black American music by saying,

In the teens and the twenty’s Black American music became popular all over the world, people
heard Black American blues music, Black American Jazz music, and they heard the white imitation
of Black music, and this music became the music of the world, as a matter of the fact, the 20’s were
called the “Jazz Age” and everybody danced to that music. And the dances they danced were
originally Black American dances. There were dances called the Bunny Hop, the Fox Trot, and the
Charleston...So everybody had their own music, plus they had Black American music. And from
that grew rhythm and blues and rock and roll. And rock and roll is an extension of Black American
music. If you go to Singapore and you go to a disco tech back in the 1970s, or you go to Stockholm
and go to a discotheque, the music in Singapore and the music in Stockholm was the same music.
Everybody was dancing to Aretha Franklin singing “RESPECT”. And that was the music (Ahmet
Ertegiin: Personal Interview: NY City: 5 Dec 2005).

There are several reasons as to why Black American music was able to become so popular
all over the world and influence so many genres of music. Further analysis on this topic
will be made in the “Universality of Music” section of this paper. For now, I will move on
to the development of hip-hop.

The hip-hop movement familiar to most people originated in the Bronx of New York
City in the 1970s. It was fueled by the need to stand up against oppression and racism.
Pioneers from this era, such as Kool DJ Herc, Grandmaster Flash, Afrika Bambaataa, and
the Rock Steady Crew are remembered not only for their efforts in the early development

of hip-hop but for spreading a universal legacy. As they are all Black Americans, it holds
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true that rap initially was spread and made popular by blacks, but the idea that rap music

solely originated in America is debatable. Barker states that,

Rap, which was described here as American, can of course trace its roots/routes back to the
influence of West African music and the impact of slavery. South African Rap is therefore part of
the cultural exchanges of the ‘Black Atlantic’ (Gilroy 1993) rather than a representative of
American cultural imperialism (Barker: 1999: 39).

He then adds, “Thus, Rap and Hip Hop, itself an American-Caribbean hybrid, have
become prominent musical forms of the black diaspora and a point of identification within
the Black Atlantic” (Barker: 1999: 70). According to a definition of hip-hop on the
Wikipedia website,
The roots of hip hop music are in West African and African American music, as well as 1970s
dance hall reggae. Discussion of the roots of hip hop (and rap) must mention the contributions of
the griots of African Culture. As well as musicians such as; The Last Poets, Jalal Mansur Nuriddin,
and Gil Scott-Heron, whose jazzy and poetic "spiels" commented on 1960s culture. There have also
long been verbal traditions such as the dozens which have influenced the roots (“History of Hip-
Hop Music”: Wikipedia: 2006).
As you can see, hip-hop, originating from various other forms of music, is in itself hybrid.
Black Americans, also coming from a variety of African and Caribbean origins, are also
hybrid. After these hybrid roots of hip-hop were planted other forms of music were
syncretized enabling new styles of hip-hop to emerge. The birth of hip-hop began with
old school hip-hop (1970-1986), and then evolved into golden age hip-hop (1986-1993),
and finally modern era hip-hop (1993-present) which includes gangsta rap, hardcore hip-
hop, the “bling” era, and present day hip-hop (2001-present). Other various forms of hip-
hop such as Latin hip-hop and Islamic hip-hop also developed within these eras (“History
of Hip-Hop Music”: Wikipedia: 2006).

Hip-hop culture made its way to Turkey in the early 1990s, not from direct American
influence, but with the release of an album from a German-Turkish rap group named
Cartel. Just as hip-hop originated as a way to stand up against oppressive forces, Cartel
created an outlet for young Turks living in Germany to vocalize against the discrimination
they experienced. For the first time Cartel also made it known that rap could be done in
Turkish and that traditional forms of Turkish music could also be incorporated into hip-
hop beats (Appendix 8.4.1). Cartel set an example for Turks living in Turkey and by the

late 1990s a small but growing hip-hop community was in the making. However, in my

opinion, it was not until the global present-day hip-hop era, beginning in 2001, that the
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popularity of hip-hop in Turkey began to accelerate and grab the attention of a wider
audience.

Between 1999-2002, Eminem, the first successful white American rap artist topped the
U.S. charts by releasing four albums and selling a total of 61 million copies worldwide.
Thereby he proved that one did not have to be black in order to be a popular rap star
(“Eminem”: Wikipedia: 2006). By the time he released “The Eminem Show” album in
2002, his music was being played all throughout the world, including Turkey. Turkish
bars, nightclubs, and resorts couldn’t get enough of his debut song “Without Me”
(Appendix 8.4.2). Eminem also reinforced the fundamental idea on which hip-hop was
originally founded that people of all race and nationalities could be a part of the hip-hop
movement (For more information about Afrika Bambataa’s Zulu Nation check “The
Universality of Music” section of this paper).

In 2000, Turkish rapper and producer Sirhot, who had been living in Detroit, Michigan
(home of Eminem), returned to Turkey to open the first rap music studio in Istanbul.
During that time he also produced many songs of a rap group titled Nefret that consisted
of Ceza and Dr. Fuchs. In 2004, after Nefret’s release of Meclis-i-ala Istanbul in 1999
and Anahtar in 2000, Ceza came out with his solo album titled Rapstar (Appendix 8.5,
8.6). Rapstar became the most-selling Turkish rap album to be released in Turkey with an
estimated 500,000 copies sold. From that point on, due to the factors listed above, and as
a result of Turkish rap artists’ collaborations with well-known Turkish pop stars, Turkish
hip-hop was finally able to make it’s way into the popular mainstream and Turkish society
began to become more aware of it’s existence. By viewing HIPHOPISTAN, one will be
able to follow the progression of Turkish hip-hop from the release of Ceza’s album in

2004 until it’s present state in 2006 (Appendix 8.7).
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2. METHODOLOGY
2.1 Research Design

2.1.1 Why film?

Even in the infancy of motion pictures, it was obvious that film, as a way of perceiving reality, opened up
entirely new perceptual possibilities, giving the eye an augmented sense of visual mastery over its
surroundings, preserving events in motion for a seemingly unlimited number of future replays, performing a
wide variety of functions: education, propagandistic, recreational, aesthetic (James A. Snead cited in
Ramsey: 2003: 166).

I first discovered the power of visual imagery during my junior year at the University
of Alabama at Birmingham while enrolled in an Anthropology course entitled
"Ethnographic Filmmaking." In this course I mastered the basics of video production,
watched many cross-cultural films, and gained competency in non-linear editing. The
course also provided me with the opportunity to make my own short ethnographic film,
which I made about the Bessemer Flea market, an open-air market southwest of
Birmingham, Alabama. After moving to Istanbul I had the opportunity to work with
various production companies on a series of commercials, feature, and documentary films.
During my master’s coursework at Yeditepe University I also engaged in “Visual
Anthropology”, “Ethnographic Interview”, and “Video Production” courses that gave me
the skills and confidence to shoot a more in-depth ethnographic film about my topic of
choice.

Video recording captures the audio and visual aspects of an interview that audio
recording does not provide. By watching an interview caught on film the viewer can listen
to the content as well as see the informant and their facial expressions, pauses, and
mannerisms. By using a visual medium it is also able to capture the sounds and sights of
the surrounding environment, painting a more comprehensive picture, and allowing the
viewer to be fully engaged in the setting.

HIPHOPISTAN is especially suitable for video as it visually displays the physical
expression that is so vital to hip-hop, rapping, break dancing, and painting graffiti. In an
interview with Turkish rapper Sahtiyan, he makes parallels between rap and film by
saying, “Rap is like a film, like a film that a director shoots, because rap tells a story like a
film, it has many different elements within it” (Sahtiyan: Personal Interview: Istanbul: 26

June 2005).

17



2.1.2 Why me?

They are people who belong to more than one world, speak more than one language (literally and
metaphorically), inhabit more than one identity, have more than one home; who have learned to negotiate
and translate between cultures, and who, because they are irrevocably the product of several interlocking
histories and cultures, have learned to live with, and indeed to speak from, difference. They speak from the
“in-between” of different cultures, always unsettling the assumptions of one culture from the perspective of
another, and thus finding ways of being both the same as and at the same time different from the others
amongst whom they live (Stuart Hall: 1995: 206; cited in Rosaldo: 2002: 19).

In the quote above Stuart Hall speaks of people of cultural bifocality. Being a Turkish-
American [ am very fortunate to have the opportunity to live and learn in two different
environments and cultures. As a Turkish researcher in Turkey one is able to take an emic
approach. As an American researcher in Turkey one is able to take an etic approach.
Since my background consists of familiarity with both places and languages I am able to
generally take both an insider’s and outsider’s approach. A great example of another
emitic researcher and filmmaker in Turkey is German-Turk Fatih Akin, whose
documentary film “Crossing the Bridge”, based on music in contemporary Istanbul, has
been successfully distributed and viewed around the globe (Appendix 8.17.10).

I find that the emitic or dual perspective on culture approach is the best method when
conducting research because at some points throughout fieldwork a solely emic or etic
perspective is not sufficient. Some say that it is best to find an informant that has an emic,
insider’s perspective, rather than an etic, outsider’s perspective because one will be more
likely to offer more valuable information from a native's view and less likely to give an
analytical account. Also, when coming from an etic perspective it becomes close to
impossible to rid of pre-conceived notions and expectations of what things mean or of how
they should be. However, being a foreigner or outsider to a field of research can enable a
fieldworker to absorb new ideas and concepts that may otherwise seem "normal" to them
within their own culture.

While conducting research about the Istanbul hip-hop scene, I began as an outsider
very new to the community and barely knowing the informants. However, after a period
of participant observation, reflection, and introspection, I was able to develop good rapport
with my informants and become more or less part of the scene, allowing me to approach
this particular topic with an emitic perspective as well.

In addition to conducting research on this topic I also contributed towards the hip-hop

movement by giving hip-hop dance lessons, choreographing a hip-hop dance event at a
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local high school, and collaborating on a feature article for Time Out Magazine titled,
“The Rap Guide: An A-Z of Hip-Hop in Istanbul” which included interviews with all of
my film’s main characters (4dppendix 8.8).

2.1.3 Film structure and target audience

HIPHOPISTAN: Representing locality in a global city

A film by Cigdem Akbay

Style: Documentary

Duration: 30 minutes

Target Audience: North American, European Union, and Turkish audiences; youth groups
between 14-30 years of age; academic scholars with interests in globalization, popular
culture, and youth identity

Distribution: Film festivals, television broadcast, and academic institutions

In order to fit broadcast slots HIPHOPISTAN was initially to be a 52-minute
documentary film. However, after shooting 30 hours of footage, 20 of those hours being
interviews, I decided that a 30-minute film would be better suited to the audience’s
attention span.

The main goals I have in mind in presenting HIPHOPISTAN to the target audience

listed above is to have a documentary film that will:

A. Be presented to North American and European youth audiences enabling them to
overcome their stereotypical preconceptions about Turkey by providing examples of
Turkish youth living in Istanbul that show similarities to their own ways of life.

B. Show Turkish youth audiences examples of other youth who have dealt with
globalization in their own ways and who have positively incorporated global influences
into their own local culture.

With HIPHOPISTAN I also aim to critically evaluate black and white stereotypes of
the East and West. For this reason the introduction portion of the film includes supposed
binary images such as a mosque next to a church, a Turkish coffee house next to a
Starbucks, a bazaar next to a high-rise shopping mall, a kebab place next to a McDonald's,
etc...mixed in with hip-hop images that present the complexity and hybridism that exists

in between.
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The song that I chose for the introduction, Nefret’s “Istanbul”, is an appropriate song
for the sequence as the rappers rap about the discrepancies within the city. During an

interview, Thomas Solomon elaborated on the song,

The phrase “Istanbulu dinliyorum gézlerim kapali”, comes from a very famous poem from Orhan
Veli Kanik, and it’s a very romantic poem, a love song to the city, I’m listening to Istanbul my eyes
closed, beautiful sound, romantic vision of the city. And in their song, they make it very ironic
because they close their eyes and listen to the city and your hearing gunshots and people screaming,
and homeless children running around. So it’s a very pessimistic vision of the city they think they
are responding to their reality, the way they see the city, while taking the Afro American idiom of
rap (Solomon: 2004: 4).

The images in the intro were shot and edited in order to be as in-sync to the song as

possible.

2.1.4 Technical equipment used

All HIPHOPISTAN interviews and b-roll were shot with digital video cameras. For
sound both lavaliere and boom microphones were used. Due to lack of funds and
difficulty of transport, no lighting was used. Post-Production was completed at Zebra

Film using Final Cut Pro editing software.

2.1.5 Dates of research

I began my research for HIPHOPISTAN in October of 2004 and began shooting in
December of 2004. The last interview conducted was in August of 2006 and the project

was completed in December of 2006.

2.1.6 Interview schedule

(Appendix 8.9)

2.1.7 Budget

(Appendix 8.14.5)

2.1.8 Distribution

(Appendix 8.16)
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2.2 Research Group
2.2.1 Informants and consultants

HIPHOPISTAN focuses on the interviews of four characters, Ceza, DJ Funky C, Joker,
and Turbo, each of which represent the four elements of hip-hop culture. In addition to
these four characters, however, I chose to conduct video interviews with other members of
the Istanbul hip-hop community, musical experts, and various Istanbul locals. For
preliminary research I also conducted off-camera interviews with members of the hip-hop
community and consulted with various professors. Below is the full character list and
description in their order of interview appearance in the film as well as a list of people I

preliminarily consulted with off-camera.

On-camera interviews included in HIPHOPISTAN:

Dr. Thomas Solomon- Associate Professor of Ethnomusicology in the Grieg Academy
Institute for Music at the University of Bergen in Norway; specialization in Turkish hip-
hop

Ahmet Ertegiin- Founder and CEO of Atlantic Records, New York City; musical expert
and discoverer of many well-known African-American artists

Ceza (Bilgin Ozcalkan)- Istanbul rapper from Uskiidar, known for his fast rhymes and
intense lyrics

DJ Funky C (Cem Nadiran)-_DJ and rapper who works at Power FM as well as with
various rappers throughout the Turkish hip-hop community

Atakan- Graffiti artist and huge rap fan; good friend of Thlas

Gebze Taxi Driver- Taxi driver from Gebze who I found sitting in Bakirkdy outside of a
venue called “Tunnel” where break dancers often gather for dance-offs and competitions

Bakirkoy Local- A local of Bakirkdy who just happened to be passing by “Tunnel”

Joker (Murat Demirhas)- Turkish break-dancer and former national b-boy champion;
member of Takim 34 Breaker Crew

Giingoren Local #1- Local of Giingdren who just happened to be passing by a graffiti
painting sight

Thlas- Graffiti artist and Bakirkdy local; good friend of Atakan

Turbo (Tun¢ Dindas)- Most well-known Turkish graffiti artist and founder of S2K (Shot
to Kill) graffiti group
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Giingoren Local #2- Another local of Gilingdéren who just happened to be passing by a
graffiti painting sight

TAB (Go6khan)- Graffiti artist; part of S2K

Thlas’s girlfriend- Was helping Thlas paint a wall for a tennis shoe commercial in
Glingoren

Ayben- Istanbul female rapper and Ceza’s younger sister

Sahtiyan- Istanbul rapper; usually is back up for Ceza

Yasemin Nadiran- DJ Funky C’s daughter

B-Boy in Bakirkdoy- Participant in b-boy event at “Tunnel” in Bakirkdy

Benny- Bboy of the German “Flying Steps Breaker Crew”; holds a b-boy record in
Guiness Book of World Records

Fuat Ergin- German-Turkish rapper who goes back and forth between Berlin and Istanbul

On-camera interview not included in HIPHOPISTAN:

WYNE (Dogus Cihan)- Graffiti artist; part of S2K; couldn’t include due to repetitive
content and time restraints

People shown in HIPHOPISTAN that were not interviewed:

Sagopa Kajmer- Istanbul rapper; also goes by the names DJ Mic Check and Silahsiz
Kuvvet

Dr. Fuchs- Istanbul rapper; formed the group “Nefret” with Ceza

Off-camera preliminary interviews and consultations:

Gokmen Karasu- Founder of the “Hiphopistan” web site and forum
Coptik Star (Umit)- Graffiti artist; art student at Marmara University

Dr. Martin Stokes- Professor of Ethnomusicology, Anthropology, and Director for the
Center of Middle Eastern Studies at the University of Chicago

Dr. Ted Swedenburg- Professor of Anthropology at the University of Arkansas;
specialization in Islamic hip-hop

Dr. Jay Fikes- Academic advisor; Professor of Anthropology at Yeditepe University
Dr. Bozkurt Guveng- Professor of Anthropology at Yeditepe University

Dr. Feza Tansug- Associate Professor of Anthropology and Music at Yeditepe University
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Dr. Erkan Biiker- Associate Professor of Radio, TV, and Cinema at Yeditepe University
Dr. Nurcay Tiirkoglu- Professor of Mass Communications at Marmara University

Dr. Levent Soysal- Professor of Anthropology at Kadir Has Univeristy

2.2.2 Setting and class status

Although many Istanbul hip-hoppers live or gather in Kadikdy, Bakikdy, and Taksim,
an important fact to mention is that they do not all belong to any specific class ranking or
neighborhood. The hip-hop community is open to anyone who wants to take part and the
interviewees of HIPHOPISTAN all made a point to emphasize it. All interviewees
addressed the way people on the outside of the community try to categorize all hip-
hoppers as being lower class or from varos, or outskirt, neighborhoods. According to DJ

Funky C,

Basically they see them as a lower class, which is not true because these are all young people who
are the future of Turkey, who may one day be governors and lawyers, and maybe leaders of the
country one day. So we can’t really put them in one class, and I think it’s very unfair on them.
And I don’t’ believe in class in music I believe that any type of person can come in and enjoy any
type of music, anywhere they want to listen to it (DJ Funky C: Personal Interview: Istanbul: 15
March 2006).

Joker also states,

They generally categorize members of our community saying that we’re all from the ghetto. 1
disagree with these thoughts. Sure, some members of our community are from the ghettos of the
city but 80% of Turkey is made up of ghettos. Do we then label the majority of people in this
country as ghetto too? I prefer saying general public opposed to using the term ghetto. When
people ask who enjoys breakdance I say the general Turkish public (Joker: Personal Interview:
Istanbul: 20 March: 2006).

In conclusion Thomas Solomon adds,

Within the hip-hop community there are great differences of class and social background so they
don’t necessarily have anything in common as far as class, a lot of them have gone to universities
and have degrees, work in TV stations, and so on. So one can’t really say that they are all
underclass. But of course there are working class, not all of them have gone to university, there’s
diversity. But what brings them together is a community of affect this dedication to hip-hop, and the
expressive arts of rap music, DJing, graffiti, break dancing, that they have in common. And this is
what gives them the basis and feeling of community, rather than some kind of class or religious, or
ethnic background (Thomas Solomon: Personal Interview: Istanbul: 10 May 2005).

Hip-hoppers maintain this sense of community by chatting on local hip-hop forums and
gathering at various hip-hop venues. While forming their own rap, break dance and
graffiti groups within this community they form smaller, more cohesive communities. For

example, at a b-boy event I attended at “Tunnel” breakers from all regions of Turkey
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(Bursa, izmir, Antalya, and Adana) were there. Aside from Joker’s Takim 34 Breaker
Crew, there are also many other Istanbul breaker groups such as Devil Dogs, Dream Night

Breakerz, infaz Crew, Lordz Of Istanbul, and Young Energy.
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2.3 Data Collection Methods
2.3.1 Meeting the informants and establishing rapport

When 1 initially began my research Dr. Thomas Solomon assisted me greatly in
providing contact information for a member of the Istanbul community that he had
previously interviewed for his own research. Most importantly, he got me into contact
with Gokmen Karasu, the founder of the “Hiphopistan.com” web site and forum. After
being really fond of the name “Hiphopistan” I met with Gokmen to get permission to use
the name for my film. He kindly accepted and since there were no copyright issues there
was no problem.

After selecting the title of the film it was time to meet the first character. One evening
I went to a friend’s house to seek film advice when Joker, a b-boy and friend of my friend,
walked through the door. My friend told Joker that I wanted to put a film together about
hip-hop and ever since he has referred to me as the “hip-hop director” and has been
extremely helpful.

Through Gokmen and Joker I began to meet other people within the hip-hop
community. I was then able to reach the appropriate contacts at EMI Records, Hammer
Music, and Pozitif in order to get permission to shoot my first Ceza concert at Babylon, a
concert hall located in the Beyoglu district of downtown Istanbul. Before the Babylon
concert began I managed to get an interview with Ceza and Fuat backstage and for the first
time met with DJ Funky C. While shooting the concert from the upper level of Babylon I
was approached by graffiti artist and rap fan, Atakan. From that point on everything
began to fall into place and over a short period of time of attending hip-hop events I was
able to choose my informants and establish good rapport with them. The ways in which I
presented myself varied according to the person and situation, to some I was an
anthropology student conducting fieldwork and shooting a film project and to others I was
a documentary filmmaker (mainly to those who were not familiar with anthropology or
who were more likely to show more interest and support to a “filmmaker”). My own
national identity also varied from time to time as I realized that it was at some times more

convenient to be American, and at others to be Turkish or Turkish-American.
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2.3.2 Choosing the locations

In order to choose the locations for the concert, graffiti, and break dance b-roll shots I
had to follow up with my informants as well as follow up on hip-hop internet web sites
and forums to keep up with the current events (Appendix 8.7). The locations are as
follows:

Concert venues:

Babylon (Beyoglu)

Yeni Melek (Beyoglu)

Buzhol (Beyoglu, Markiz Pasaj1)
Indigo Music Hall (Beyoglu)
Hip-hop parties and festivals:

Riddims (Siraselviler, ground floor of Mojo)
Mattress (Next to Ritz Carlton Hotel, Besiktas)
Levent Gosteri Merkezi (4. Levent)

Break dance venue:

Tunnel (Bakirkdy)

Areas with graffiti murals:

Glingoren
Mecediyekdy
Arnavutkoy

Atlas Pasaji (Beyoglu)

In choosing interview locations, I decided to conduct an interview whenever I could
before or after a hip-hop event in order to make the selection process easier and to catch an
informant in anticipation or relief of a performance. The other locations were negotiated
between the informants and myself. In some cases I chose locations where 1 had
conducted documentary interviews in the past, at times they chose locations that were part
of their every day routines. With DJ Funky C’s interview we couldn’t think of a location
so we ended up shooting the interview at his apartment. For Joker we ended up
conducting the interview at his friend’s bar in Beyoglu. Choosing locations and problems

with locations are further discussed in the “problems” section of this paper.

26



2.3.3 Conducting interviews

All of the HIPHOPISTAN preliminary interviews were indirective (open-ended
interviews) and the recorded interviews were directive (interviews in which I, or my
translators, asked the questions). Before creating interview questions I first formulated an
outline of all of the topics that I wanted to cover. From this outline I made questions
suitable for each informant (Appendix 8.12). 1 arranged the questions in an order that
allowed each interview to flow smoothly with the simpler questions in the beginning and
the more difficult questions towards the end. I also tried my best to make the questions as
concise and straight forward as possible while avoiding yes and no questions.

Because English is my native language, all of the interview questions were written in
English. For the Turkish interviews I translated the questions into Turkish as well as I
could and whenever I needed assistance [ was fortunate to have help from friends and film
crewmembers for whom Turkish is their native language. For ethical considerations, and
to avoid any ethical problems in the future, I had each informant sign a release form after
each interview. I prepared the release form myself and then had it proofread, corrected,
and translated by a lawyer. Ahmet Erteglin had his own release form prepared by his
personal lawyer (Appendix 8.13). To ensure the informants that I was putting together a
documentary rather than “mockumentary” I offered them the chance to visit the post-
production studio to participate in the editing process.

Technically, it is mandatory to make sure all equipment is intact prior to each interview
and shoot. An adequate number of DV cassettes that are re-round, white-balanced, and
ready for shooting should always be at hand. All cables and microphones should be tested

and extra charged batteries should be available for back up.
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2.4 Problems Encountered
2.4.1 Financial

The most difficult and time-consuming problem that I encountered in making
HIPHOPISTAN was seeking sponsorship. For one year I relentlessly pursued sponsors
but to no avail. Due to the lack of funds I managed to complete the project but spent a
much lengthier period of time and more personal funds than originally intended.

In order to approach potential sponsors I prepared a proposal packet consisting of a
sponsorship cover letter, letters of approval and support, research and film proposal, CV,
academic reference letters, budget, and a five-minute DVD trailer (Appendix 8.14).

All documents in the packet were first prepared in English and then, with the aid of
professional translators, in Turkish. Next, the budget and the edited five-minute trailer
were prepared with the help of a friend and owner of a local production company. Then,
before printing the final copies of the packet I was sent an opportune analysis conducted
by a branch of the Dogan Media Group (Appendix 8.10).

After the completion of the sponsorship packet I made a list of potential sponsors and
of people and organizations that could potentially guide me. Within one year I was able to
approach everyone on the list. In some cases I had to travel abroad for meetings, in other
cases | had to conduct presentations addressed to members of clubs, organizations,
companies, or governmental institutions. Some allowed me to give my presentation in
English, while others preferred that I spoke in Turkish. Since Turkish is not my native
language it was especially challenging for me to firstly, explain what hip-hop was to those
who were unaware, and secondly, summarize the academic concepts and theories that |
was aiming to prove. The most vivid memory of this difficulty was in giving a
presentation to the EU board within the Fatih Municipality. I believe that I was somewhat
successful however, as two of the women, towards the end of the meeting, were trying to
learn the hip-hop gesture “peace from the heart” or as they phrased it “kalp ‘tan baris”
(while hitting the heart with a closed fist and then giving the peace sign with the same
hand turned sideways).

Following the presentations I had one hopeful prospect from a company, but after
meeting with them again I realized that I would be required to place their over twenty-

something products within my film. I also had what I thought were other hopeful
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prospects, but later discovered that they had been leading me on either out of the fear to
deny and seem impolite, or seem as if they were incapable of delivering.

Although I am pleased with the end results of HIPHOPISTAN, having the necessary
funding would have allowed me to shoot a more efficient and professional film with a paid

and well-organized crew and easier access to technical equipment.

2.4.2 Finding crew members and technical equipment

When 1 first came up with the idea of HIPHOPISTAN I met with a friend of mine,
Devrim Aktepe, who I had met during a previous documentary shoot. Devrim supported
the idea and began helping me with the shoots right away. Since he works at a production
company and has many co-workers and friends from other production companies, in the
beginning he was able to find the necessary cameras, tripods, cables, microphones as well
as competent cameramen. When we first began shooting we shot with three cameras from
three different angles, I shot with my own personal camera, he shot with a camera from his
production studio, and a third cameraman shot with a camera that he also borrowed from
his production studio. The first few shoots went really well. Later on, especially after
working voluntarily while having other priority obligations, the others began to lose
interest.  Sometimes it became close to impossible to organize a crew and stick to a
planned interview schedule. At other times, when the crew was ready and available, the
informant would forget about or cancel the shoot or an event would be cancelled without
notice. Sometimes I would have equipment with no crew whereas other times I would
have a crew with no equipment. When in need of equipment, as a master’s student at
Yeditepe University, the most logical thing seemed to borrow equipment from the Radio,
TV, and Cinema Department. Unfortunately, they would only allow me take one camera
for one day when I needed at least one camera for at least one week at a time. During
these rough times I had to seek help and advice from other friends, production companies
that I had worked with in the past, and faculty members and students at film departments
of different universities throughout the city. I couldn’t even begin to list all of the friends,
cameramen, sound engineers, editors, and university faculty members and students that

have helped me throughout this process without filling an entire page.
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2.4.3 Location and technical problems

Although I have faced location and technical problems I am fortunate to have only
dealt with a few that I can briefly summarize: choosing a location without permission, an
uncharged battery, background noise, and a faulty microphone cable. Having adequate
lighting for the indoor shoots was out of the question, as I did not have the proper lighting
equipment.

In conducting an interview it is preferred to be in a quiet location where the interviewer
and interviewee will not be distracted. If on video, it is also preferable that there is no
background noise in the audio track of the recording. Prior to arranging an interview with
Thomas Solomon I chose a location outside of the Bosporus University Alumni building
where I had shot another interview the year before. A friend and cameraman from
Bosporus University’s Mithat Alan Film Center agreed to assist me in obtaining
permission to use equipment from the center. The day of the interview we all met outside
of the Alumni building to find out that we could no longer shoot there without permission,
as the policies had been changed. Because Thomas was returning to Norway the next
morning we needed a rapid solution so we moved shop to the roof of the film center.
Being two and a half hours off schedule we proceeded with the interview. Shortly after
the battery died. It had not been charged. Another half hour passed before finding an
electrical cord and outlet and we proceeded once again. After stopping every other minute
due to traffic noise we realized that there was another problem with the sound; we were
working with a faulty microphone cable. We went on with the interview but as I listened
to the recording afterwards there were many sound skips. Luckily most of these problems
were solved in the editing lab.

In another instance, while shooting an interview with DJ Funky C in his apartment he
insisted that he play some rap music in the background. Knowing that this would affect
the sound of the interview I allowed him to keep the music on. When watching
HIPHOPISTAN the music is rather noticeable as it is the only interview with background

music. Due to this music it was also difficult to add audio tracks of my own choice.
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2.4.4 Problems with subjects

I was lucky to not have any problems with my subjects. In a few situations I found it a
challenge to get to know the subjects and keep good rapport while keeping a certain
professional distance, however, once I mastered this balance everything was fine.

Also, in the beginning I was hoping that HIPHOPISTAN would be more of a personal
portrayal of these characters’ lives but I later learned that they were not so thrilled about
having their private lives videoed. Respecting their requests, I developed a story line that

was less based on in-depth character analysis.
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3. FINDINGS
3.1 Reterritorialization of Istanbul Hip-Hop

Music experience is poised in a complex struggle between globalizing media cultures on the one hand and

a creative “positioning” response to this globalization on the other, both sides of the equation being
mutually constitutive. Globalization produces rather than erases the local, as many have pointed out (see
Hall, 1992, 308), in opposition to the stark “cultural gray-out” view promoted by the theorists of cultural
imperialism (Stokes: 1999: 122).

Throughout the interviews conducted during the making of HIPHOPISTAN, the
informants had much to say about the ways in which hip-hop is reterritorialized to suit
their local, Istanbul, setting. All of the informants disagreed with the idea that they were
copying American culture and as you will see below, made a point to reject these ideas in
their interviews. In addition, the informants provided examples as to how Turkish hip-hop
or Istanbul hip-hop was reterritorialized through its selection and use of language and
instruments. Lastly, the informants addressed the importance of representation and of
representing locality. These interviews will be briefly addressed below and then further
analyzed in the analysis portion of this paper. All of the findings are from on-camera

interviews, some included in the film and others left out.

3.1.1 Not American

In Ahmet Ertegiin’s interview he states, “So, naturally, just as Rap music has taken
over in France, and Italy, and in Latin American countries, and in the orient, it has also
taken over in Turkey” (Ahmet Ertegiin: Personal Interview: NY City: 5 Dec 2005). For the
interviewees the process of incorporating elements from a culture that originated in
another part of the world was very natural. They did not understand why anyone would

have a problem with it. This excerpt of Joker’s interview is one example of this,

I’ve seen folklore since the day I was born. I speak of mainly dance when I say this, but we’ve all
seen everything that has to do with Turkish culture. Is there some rule saying that we can’t learn
something else? Is it like, “oh that’s a foreign dance, you shouldn’t learn that?” Of course there’s
no rule like that, that would be ridiculous. Dance is dance, there’s no need to get it mixed up with
politics. If that were the case than no one in country should be allowed to read or perform Hamlet
(Joker: Personal Interview: Istanbul: 20 March: 2006).

Later in the interview he then adds,

Am I throwing out an American logo when I’m dancing like this, no. It’s a normal thing, Americans
are doing what I’m doing just as I’m doing the same things that they are doing, it’s that simple. All
this is, is a matter of who found what first. Yes, they discovered it first that’s it. It’s like the
Turkish proverb “the horns will surpass the ears”, what they had has surpassed them and moved on
to others, end of story (Joker: Personal Interview: Istanbul: 20 March: 2006).
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DJ Funky C then adds to the topic by saying,

Rock is an American thing, rhythm and blues was an American thing, look at the way that all
developed. Hip hop is the same thing, it’s developing in a way that you can’t control it, it’s got a
different special effect that every single culture that it’s growing in. And in Turkey it’s got a
different effect of course, we have our own music, instruments to go with it, we have our own
traditions and lifestyles that we integrate with it, and that’s not copying the Americans, it’s just
taking a culture further and making it go on to reach a lot more people to touch a lot more people
(DJ Funky C: Personal Interview: Istanbul: 15 March 2006).

Then, DJ Funky C even goes as far to say that they are “more bilingual more universal

than the Americans”, and adds,

Here in Turkey we’re like, in contact with the whole world, we know what’s happening
everywhere. We know what’s happening in the Far East, we know what’s happening in the states.
But in America, | saw that, they are totally involved with themselves, they don’t want to know
what’s happening in Europe. And the music industry is the same, they only listen to American
artists, they don’t know what’s happening in Europe, but in Turkey it’s not like that. We follow our
own culture, we have this thing where we’re trying to get into the European Community, that’s
another thing that we’re in deal with, and we know about America (DJ Funky C: Personal
Interview: Istanbul: 15 March 2006).

3.1.2 Language and instruments

As DJ Funky C mentioned above, Turkish hip-hop is reterritorialized by providing rap
in the Turkish language and by incorporating Turkish instruments into hip-hop beats. In a
later interview it is stated that Cartel were the first to rap in Turkish and use Turkish
instruments and that they therefore set an example for Turks in Turkey as well as Turkish

diasporas all over the world. Funky C says that after Cartel,

All of the sudden started they all started to make their own styles, and tried to combine the Turkish
way and the hip hop way which came out as something completely original for Turkey, which was
nice to see, I mean at least people were kind of using their imagination and kind of inventing new
things to go along with it (DJ Funky C: Personal Interview: Istanbul: 15 March 2006).

Turbo then adds, “They rapped and they rapped in Turkish. And apart from the language
the sound also had remnants of Turkish culture because they used instruments like the saz,
zurna, etc...” (Turbo: Personal Interview: Istanbul: 7 May 2006). (Refer to p. 49 and

Appendix 8.11 for further information on these instruments).

3.1.3 Representation

“Representing”, a central theme in hip-hop all over the world, also proves to be
important in the Turkish hip-hop case as Turkish rappers are synchronizing hip-hop and

Turkish culture while representing where they are from in the process. The “Istanbul”
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song used in the introduction is an example of this as it was earlier discussed in the
Methodology section of this paper. During Turbo’s interview he says that hip-hop culture
and style in Turkey must be localized and represented accordingly because, “I mean, if
you go around wearing your hat on the side, gold chains around your neck, and huge
baggy pants mimicking blacks from New York, people here will most likely judge you in
a bad way. Hip-hop isn't all about being like 50 Cent” (Turbo: Personal Interview:
Istanbul: 7 May 2006). Funky C looks at this in a positive way by stating, “At least people
can pick and choose what they want to do and what they want to be like. And just
collaborate that with their own style and personality” (DJ Funky C: Personal Interview:

Istanbul: 15 March 2006).
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3.2 The Mission and the Message

Right now it is almost impossible for you not to see how strong rap has gotten. 1t’s like, out brothers and
sisters, our youth, and some of our dogs, their ears are pinned to rap music right now. And if you really
want to get our message out, and if you really want to start teaching, we need to start doing that, we need to
start using our methods. The Last Poets did it with poetry, and even in our history, from Ancient African
civilization poets went from village to village. — (Tupac Shakur: Interview posted on Hip-Hop Matters
Website: Accessed 11 March 2006).

In all of the interviews I asked my informants why they were into hip-hop, what their
other musical preferences were, and why, if, they preferred rap music to other forms of
Turkish popular music. Every subject responded that although they listen to other forms
of music such as rock, punk, or arabesque, that rap music was the best. Not only did they
say that it was the best for themselves, but the best form of music for Turkish society as a
whole. Interestingly, all informants also expressed their dislike for mainstream Turkish
pop music saying that it was a silly genre that only included empty lyrics about love and
nonsense, or sa¢ma, type of things. In contrast to pop, all of the subjects described rap
music as music with a mission and message. In their opinion, rap is greatly needed in
Turkey in order to fill the void that other meaningless mainstream types of music have left
behind.

Whether dissing (insulting) a pop star or another rapper, or making a political or social
statement, the majority of rappers seem to be trying to get some kind of message across.
At times the messages managed to stir up some controversy. For example, at the Rock
and Coke Music Festival of 2005 Ceza rapped some insults to a mainstream rocker named
Kirag. I’'m not sure about the results but the story made the headlines and Kira¢ was
infuriated. In another similar case Fuat got public attention for criticizing local boy band,
Boys Anilar.

When it comes to political and social statements, rappers rap about a variety of topics
from war, violence, gun control, poverty, drugs, economic discrepancy, capitalism,
imperialism, materialism, education, money, to personal struggles and relationships. In
March of 2006, DJ Funky C even hosted an event called the “Trafi Rap Fest” sponsored
by Dogus Group in which elementary students from different regions throughout Turkey
competed to see who could put together the best hip-hop performance while rapping about
traffic laws.

Although most Istanbul rappers intend to put forth an important message, rapper,

Sahtiyan, declares:
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The way I think, and most musicians probably don’t think this way, is that we’re not going to save
shit in the world with music, no kind of music can solve the problems of the world because those
things can’t be changed so easily. All we can do is change peoples’ perspectives on things and
change the things they cry and laugh at. We rap about important issues and by doing this we hope
that people will follow our examples and kick out all of the bullshit things that they think about
(Sahtiyan: Personal Interview: Istanbul: 26 June 2005).

In another interview Ceza also comments that they are trying to set out different

alternatives rather then directly changing peoples’ perspectives.
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3.3 Social Reactions
I believe that the clips of HIPHOPISTAN that display social reactions are the most
amusing and entertaining parts. Listed below are transcriptions from sections of the film
that show the struggles that hip-hoppers go through as well as the various reactions that
they receive from people outside their community. Further discussion will be provided in
the analysis section of this paper.

Giingoren Local # 1:

Turkish: Kesinlikle yanlis bir sey, mahalleyi giizellestirmek i¢in olmayan bir seyler bunlar. Ve
mabhalleyi giizellestirmek i¢in olsa bir resim veya bir manzara resmi olur, ve belirli bir bos duvara
olur ama bunlar siyasi amagla yazilanlar bir de cahilce bir seyler yani.

English: What they are doing is definitely wrong; they are not making the neighborhood nicer. If
they are trying to make the neighborhood more beautiful they should paint a picture of a nice
landscape or something. But they keep painting these political messages because they are
ignoramuses.

ihlas:

Turkish: Siyaset amagli degil onlarmm. Hepsinin g¢ocuklarin kendilerinin buldugu bir isimi
duvarlara aktarmasi.

English: There's nothing political about this, these are just the graffiti names of those who painted
them.

Giingoren local # 1:

Turkish: Bakin, surada bir isaretler var. Bunun manasini bilmiyoruz ama mesela bunlar ¢ok yerde
var.

English: Look, look at these symbols right here, we don’t know what they stand for but we see
them everywhere.

ihlas:
Turkish: Buradaki hi¢ bir sey siyaset icermiyor. Burada MOR yaziyor. Cocuk kendine MOR.
English: This is not political, it only says PURPLE. Because the kid’s graffiti name is PURPLE.

Giingoren local #2:

Turkish: Yapilmasin. Yapilmasa daha iyi olur. Yani, kimseyi tenkit etmiyorum ama yapilmasa
daha iyi olur.

English: It shouldn’t be done; it would be better if it weren't done. I don't want to criticize anyone
but it would be better if they didn’t do it.

Ihlas:
Turkish: Ama sanat bu, sanat yaptigimiz...

English: But it’s art, we’re making art...
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ihlas:

Turkish: Biz anlatmaya calisiyoruz ama adamin kafasindaki diisiincesi hi¢ bir zaman degismiyor.
Biz degistirmeye calistikca onlar daha farkli sey yapiyor. Biz karakter ¢iziyoruz, adam diyor ki,
“Neden Nasrettin Hoca’y1 ¢izmiyorsunuz”, ve ya neden ressam gibi sey, nasil sdyleyeyim, “resim
yapmiyorsun?” Biz de diyoruz yani, ressam olsak tuvale yapariz. Bunun bir farkli bir yani var,
duvara yapiyoruz ki. Farkliy1z yani, grafiti bu.

English: We try to explain ourselves to people but we can’t change their minds. We paint a graffiti
character and then the man says, “oh why don’t you paint Nasreddin Hodja (Turkish folklore
character)”, or “why don’t you paint a nice picture like a normal painter?” If we were painters we
would paint on canvas but what we do is different, we paint on walls. This is graffiti (ihlas:
Personal Interview: Istanbul: 12 March 2005).

Within the other elements of hip-hop I witnessed similar conflicts. Rappers
complained about people who disapproved of the way that they dressed and of how as
Sahtiyan says, “Turkish society has to open up a bit more”. In HIPHOPISTAN Ceza also
gives an interesting account of how every new form of music that has come along has had

to cope with initial negative societal reactions:

People were even against the saz when it first came to Anatolia hundreds of years ago. They said
that it stored the devil and people got killed because of it. Years later rock music came to Turkey
and people got beaten just because they had long hair. Now rap has made it’s way to Turkey and
now we’re the ones who have to put up with it. Tomorrow something new will come along and
who knows what will happen to them (Ceza: Personal Interview: Istanbul: 9 May: 2006).

(Refer to p. 49 and Appendix 8.11 for further information on the saz).
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4. ANALYSIS
4.1 Reterritorialization of Istanbul Hip-Hop

In hip-hop, the WORD is the bible, the law and a source of worship and competition. It is the core of the hip-
hop nation, the power, trope, message and market all in one. Through the words that you use, we can tell
where you're from down to the block where you live. Thus, while the hip-hop nation is constructed around
an ideology that representations and references (signs and symbols) are indexical and create institutional
practices, what the signs and symbols index remains fluid and prismatic rather than fixed (Worldhiphop.Net:
“HiphopLX: Vocab Fundamentals”: Accessed 18 Nov. 2006).

In order to adequately analyze the way in which Turkish, and more specifically,
Istanbul, rap is reterritorialized it is necessary to first point out the key tools and symbols,
shared modes of language, behaviors, dress, and common rituals. In HIPHOPISTAN
these elements are made apparent by their reoccurrences. Such key tools and symbols are
the microphone for the MCs, turntables and mixing technology for the DJs, spray cans for
the graffiti artists, and bandanas and hats for b- boys used in order to enhance their
mobility. Shared semiotics and lexicons of language are made evident in the interviews
(check Glossary for Turkish hip-hop vocabulary). The common hand gestures and the
bobbing of the head show shared behavior. The majority of the dress code includes loose
fitting athletic-type clothes and tennis shoes. Common preparations and rituals can be
seen before, during, and after every performance and event. By examining these key
elements and rituals one can easily find the similarities they have with American hip-hop
and thus come to the conclusion that it is copy-culture. However, as you can see from the

interview examples listed above, the informants greatly disagree with this theory.

4.1.1 Not American

Although every informant at some point in their interviews made a reference to
Eminem or 50 Cent, they do not see themselves in any way or form to be idolizing or
copying American culture. In their opinions, they are just continuing a culture that began
in one place and spread across the world making it available for everyone. And in addition
to continuing this particular culture, they are reterritorializing it to suit their own cultural
environment and thus creating something rather unique. In “ Global Noise: Rap an Hip-

Hop Outside of the USA”, Tony Mitchell quotes,

In its initial stages, appropriations of rap and hip-hop outside the USA often mimicked U.S. models,
but in most countries where rap has taken root, hip-hop scenes have rapidly developed from an
adoption to an adaptation of U.S musical forms and idioms. This has involved an increasing
syncretism and incorporation of local linguistic and musical features (Mitchell: 2001: 11).
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In “Living Underground is Tough: Authenticity and Locality in the hip-hop community in

Istanbul, Turkey”, Thomas Solomon adds,

Hip-hoppers in Turkey thus get ideas and practices not only directly from US hip-hop, but also as
mediated through Turkish rappers, breakers and graffiti artists practicing in Europe who have
initially culturally reterritorialized US hip-hop in the process of developing diasporic identities
(Solomon: 2005: 4).

In HIPHOPISTAN Thomas Solomon later adds,

There is no authentic culture anywhere in the world. Everybody’s culture is to a certain extent
borrowed from other peoples’ culture. There is nobody who hasn’t migrated from somewhere else
before historically and brought in new things and been in contact with other people. Now in the 20
and 21* centuries we can say that this process has been accelerated because there’s so much more
available through media, mediated culture, but I would argue, that that’s really just an extension of
what’s been going on all along, that all cultures have always been hybrid (Thomas Solomon:
Personal Interview: Istanbul: 10 May 2005).

By stating, “All cultures have always been hybrid,” Solomon, just as Dorothy Lee, defies
the idea that all experience is lineal. To say that cultural evolution is linear, rather than
hybrid, is ethnocentric in that it creates binary oppositions such as “traditional” and
“modern” according to how and where certain believes and practices fall on a one-way,

one-line flow (Jay Fikes: E-mail to Cigdem Akbay: 9 Sept. 20006).

4.1.2 Language and instruments

Although few artists perform and record tracks in languages such as English, German,
French, and Arabic, the majority of rap music produced in Turkey is in Turkish. Tony

Mitchell mentions the significance of language in hip-hop,

Language is also an important aspect in the globalization of hip-hop, with regional dialects and
indigenous languages other than English coming to the fore as important markers for the vernacular
expression and construction of identity (Mitchell: 2001: 32).

The most interesting finding concerning language is in the ways in which Turkish rappers
deal with censorship regulations. Before being able to put their albums on the market, all
artists in Turkey are required to have their work approved and stamped by the federal
government. These permissions, or bandrols, are only given to those who meet the
government’s ethical standards. Many rappers, using profanity in their songs in order to
intensify meaning, have to either keep their music in underground circulation or alter their
lyrics in order to meet qualifications (Solomon: 2005: 5). The catch, however, is that there
is only a clause about using profanity in Turkish, and there is nothing stated or written
about being able to use foul expression in a foreign language. For this reason, rappers

who want their albums to be released on the market have no other alternative but to
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express profanity in another language in order to get their points across without greatly
altering them. A clip with Ceza and Ayben rapping together at a concert at Indigo Club is
a great example,

Turkish: “Konseyden ¢ikacak karar1 bekle bitch. Sen bir higsin, beat hakkimi kaybettim o vakit
SMS'ine tek cevabim fuck it!”

English: Wait for the jury's verdict bitch. You're a nobody, I lost my right to beat so the only
response I have to your SMS is fuck it!

As you can see in the Turkish verse, Ayben begins the first rap in Turkish and ends with
the word “bitch” in English. She then begins the second rap in Turkish and then also ends,
in sync with Ceza, with “fuck it!” The language is arranged in this way in order to avoid
problems with censorship.

In regards to the background music, many traditional Turkish instruments, such as the
saz (string instrument), zurna (shrill pipe), ud (oud), and baglama (member of the saz
family) are used (Appendix 8.11). An interesting point to make however is that the
Turkish language as well as the instruments mentioned, are also results of hybridity as
they too have derived from the blending of various sources. For example, the Turkish
language has many words adopted from Arabic, Latin, French, and English. = Many
traditionally used instruments also have Northern African, Middle Eastern, and Central
Asian origins. The Turkish saz, for example, descended from the kopuz, a type of string
instrument that was being used by the Turkish tribes of Central Asia around 8th century.
While the kanun (qanun), also used in Turkey, is a descendant of the Egyptian harp
(“Turkish Musical Instruments”: Wikipedia: 2006). When analyzing these examples, the
fact that “all cultures have always been hybrid” is once again made evident.

To further add to the reterritorialization argument Solomon states that, “Turkey has a
long history of engagement with popular musics and culture from Europe and around the
world. In the 20™ century for example, there has been the Italian canto, operetta, and then
the tango craze.” Therefore, and as earlier stated in regards to rock and punk music, it is
not the first time that Turkish society has accepted Western popular music. During Ahmet
Ertegiin’s interview he recalls and sings one of the first American popular song that was

translated into Turkish,

In Turkey, they took a song that was called “Yes Sir, That’s My Baby” and they redid the lyrics to
it in Turkish and the song was called “Yasa Carliston.” I’'m trying to remember it now...Afrika’nin
¢ollerinde, yam yam memleketinde, garson bira getir, garson raki getir garson, yasa garliston
(Ahmet Ertegiin: Personal Interview: NY City: 5 Dec 2005).
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The song “Yes Sir, That’s My Baby” was reterritorialized to suit Turkish society by being
translated into Turkish. The original lyrics, “By the way, by the way

when we walk up to the preacher I'll say. I’ll say yes sir, that's my baby. No sir, I don't
mean maybe. Yes sir, that's my baby now” after translated into Turkish became “In the
deserts of Africa, in the land of the cannibals. Hey waiter, bring me a beer. Hey waiter,
bring me a glass of raki (popular Turkish alcoholic beverage). Live on Charleston.”
Although the lyrics of the song were altered, and in an interesting way I may add, the beat

and melody remained the same.

4.1.3 Representation

Representation is the process by which members of a culture use language (broadly defined as any system
which deploys signs, any signifying system) to produce meaning. Already, this definition carries the
important premise that things- objects, people, events, in the world- do not have in them any fixed, final or
true meaning. It is us- in society, within human cultures- who makes things mean, who signify. Meanings,
consequently, will always change, from one culture or period to another. There is no guarantee that every
object in one culture will have an equivalent meaning in another, precisely because cultures differ,
sometimes radically, from one another in their codes- the ways they carve up, classify and assign meaning to
the world. So one important idea about representation is the acceptance of a degree of cultural relativism
between one culture and another, a certain lack of equivalence, and hence the need for translation as we
move from the mind-set or conceptual universe of one culture or another (Hall: 1997:61).

As I was flipping through a popular culture magazine titled “Billboard”, I found a four-
page feature of Ceza. Not only was this further affirmation of his assimilation into
Turkish mainstream music culture, but also proof that regardless of this rising popularity it
is still his top priority to “represent” where he is from. In the article Ceza states, “You all
ride in foreign made cars, American cars. You can buy any car that you want but your
license plate will always be local” (Kocan: 2006: 35) (Appendix 8.4.4). In another
interview [ saw on ATV, Ceza stated that “It’s not me that’s rising, it’s the walls that are
falling” was his favorite motto. His newly released album titled, “Yerli Plaka”, is based
around these themes. In HIPHOPISTAN you will see a short clip of the “Yerli Plaka”
video where Ceza is dancing in an elevator with some dancers and what seems to be a
representative from a record label. What is not shown in the film is the end of the clip
where Ceza, fed up with all of the hype of being a rap star, throws the golden record that
he receives into a dark alley. By doing so, he shows what his real priorities are and that no
matter what; no fame or publicity could make him forget his identity and the place that

formed his identity. At least, that is the image he is trying to get across and represent.
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In order to analyze the representation of identity and the representation of locality
within the context of the Istanbul hip-hop scene, I centered my HIPHOPISTAN interview
questions on these basic subtopics concerning representation and identification:

A. Representing one’s own society to aid in the formation of one’s own identity

B. Representing to own members of society as well as the outside world in order to
breakdown stereotypes

C. Representing locality as a response to globalization and capitalism

By viewing HIPHOPISTAN one easily understand Solomon’s statement that “Turkish
hip-hoppers use the globally circulating music genre of rap and the associated arts of hip-
hop to construct a specifically local identity, re-emplacing rap and hip-hop within the
landscape of Istanbul” (Solomon: 2005: 1) and comprehend how these representations and
localizations are viewed by other members of the society and by those abroad. After
having a better grasp of way these hip-hoppers form their glocal identities, view
themselves, and want to be viewed by others, the main questions to now be addressed are
“How do these hip-hoppers pick and choose what is suitable to their local culture?”” and
“Why do they choose some things and not others?”” These questions will be elaborated on

in the next sections to follow.
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4.2 The Mission and the Message

In formulating questions for the social responsibility portion of my documentary, I
followed an outline that I constructed with the following subtopics:

A. Being a role model to society

B. Bringing out political and social ills

C. Filling the void that other music has left out

D. Hip-hop as meaningful vs. commercial

By following this outline HIPHOPISTAN adequately covers all of these bases. During the
process of developing this outline I was influenced by a presentation I heard while
attending a conference titled “Americanization, Globalization, and Popular Culture”. The
speech, given by Bart Reszuta, PhD student at Warsaw University in Poland, named “Hip-
Hop as CNN: Chronicles of City Life in Polish Rap” addressed the social responsibility of
hip-hop and of the “10 Commandments of Polish hip-hop™:

1) Be yourself, represent; authenticity

2) Never overlook your roots; locality

3) Help your neighbors; social betterment

4) Pay respect to nations and cultures; social betterment

5) Never cease to gain knowledge; self betterment

6) Don’t possess excess wealth; anti-materialism

7) Follow the path of the Lord; faith

8) Never let powerful take advantage; political dissent

9) Never relinquish the paradise; welfare state

10) Shall not have false gods and not worship false images; cultural education

(Reszuta: Presentation at Goethe Institute: Istanbul: 20 May 2004)

Due to historical, religious and political differences, the Turkish case differs from the
Polish case. Nevertheless, I found these commandments to be suitable guidelines for hip-
hop’s mission worldwide. At least this can safely be said about the original intentions of
hip-hop, but many of these ideologies changed with emergence of gangster rap, which will
be further discussed in sections to follow.

To give an example of Turkish rap with a social and political message I have chosen to

interpret a Ceza rap included in HIPHOPISTAN:

Turkish: Tirk ya da Kiirt, Alevi ya da Siinni, Laz ya da Cerkez, Fener ya da Cimbom. Biz
puzzle’1z biz Anadolu’yuz, biz béliinemeyiz.
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English: Turk or Kurd, Alevi or Suni, Laz or Circassian, Fenerbahce or Galatasaray fan. We are a
puzzle, we are Anatolia, and you cannot divide us

In these lines Ceza raps that the people of Turkey will always be united regardless of
differences of ethnic, religious, regional, or club affiliations.

In “Hip-Hop Matters: Politics, Pop Culture, and the Struggle for a Soul Movement”,
Craig S. Watkins advocates that:

In addition to being a pop culture force, hip-hop’s widening sphere of influence has shouldered it
with the burden of being a genuine political force. Gone are the discussions about whether hip hop
matters; they have been replaced instead by the key issues of who and what kinds of values will
define how hip-hop matters. The struggle for hip hop is real, and it is being played out across a
remarkably rich and varied terrain — in pop culture, old and new media, colleges and universities, in
prisons, through the conduit of community activism, in suburbia, among youth, and through the
political minefields of race and gender (Watkins: 2006: Prologue).

Ways in which hip-hop is used for political purposes are becoming more evident through
newly founded hip-hop driven political organizations such as the “National Hip-Hop
Political Convention” and movements such as the Afro-Reggae and hip-hop fueled
Brazilian squatter settlement rally portrayed in the award-winning documentary film
“Favela Rising” (Appendix 8.17.6). Rapper P. Diddy Combs changing the previous MTV

“Rock the Vote” political campaign to “Vote or Die” is another example of this.
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4.3 Social Reactions
The social reactions I observed during interviews were for the most part symptoms of
generational conflict, innocent ignorance towards hip-hop and of its elements, or plain
opposition to those who demonstrate that hip-hop can be suitable to Turkish culture.

Benjamin Barber explains,

Sumner Redstone, the owner of MTV and three times the average age of his employees there,
sounds like Gillette chairman Zeien when he insists that “kids on the streets in Tokyo have more in
common with kids on the streets in London than they do with their parents (Barber: 2003: 105).

The dialogue displayed in the findings section, between Giingoren local and a graffiti
artist, is a sample of this general phenomenon. On one side of the street were a few
graffiti artists who were hired to paint a graffiti mural on a wall for a local tennis shoe
commercial. On the other side of the road the Giingoren locals walked by minding their
own business. I was curious to gather their opinions about these kids so I moved my
camera crew towards their direction and began asking them questions. The most
humorous part of the interview was that one of the graffiti artists, Thlas, was in the frame
while the man was criticizing their mission. While the man sternly carries on, Ihlas is
rolling his eyes and trying not to laugh. The bottom line here seems that regardless of the
struggles that these youth face they will continue in their missions, as they are expressive
outlets for them that keep them tied to a certain community. By providing examples of
negative and positive social reactions in the film it shows that not everyone in the city is
part, or even aware of, HIPHOPISTAN. By sharing these various opinions as well as
footage from hip-hop events it also allows the viewer to have a better idea as to who the

hip-hop participants and audience are.
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4.4 Is Hip-Hop Good or Bad?

This is not something that is devised as being good or bad. This is emanation of what certain people feel
and how they express themselves. And whereas you may disagree with the content of some of the lyrics of
these songs and so forth, it nevertheless is a reflection of the life that these people lead, and they talk about
that (Ahmet Ertegiin: Personal Interview: NY City: 5 Dec 2005).

While many of the progeny of race music styles continued to flourish throughout the latter half of the
century, certainly, the most prominent and controversial of these musical expressions in the 1990s
proliferated under the cultural umbrella called hip-hop (Ramsey: 2003: 164).

Supplementing my analysis of societal reactions to Istanbul hip-hop, these sections
brings forth questions concerning the influence that hip-hop, particularly rap music, has on
youth. Is hip-hop good or bad? In Tomlinson’s post-structuralist approach, “says who?”
The general complaints about rap are typically that it has abusive lyrics, causes violence,
drug abuse, and/or misogyny, and is therefore psychologically damaging to youth. In the
Turkish case, and in reference to foreign rap and local rap, it is indispensable to know
what portion of the lyrics the young listeners are actually able to comprehend. Secondly,
the distinction needs to be made between hip-hop and gangster rap. Whereas gangster rap
is widely popular in the United States, it has yet to make it’s way to Turkey. Lastly, the
positive aspects of hip-hop as recognized by members and outsiders of hip-hop

communities should not be overlooked.

4.4.1 Psychological affects

To evaluate the psychological affects of Istanbul hip-hop I should have conducted a
survey on the comprehension of the lyrics. Unfortunately, due to time constraints, I was
unable to do this and therefore cannot elaborate on this subject in a more scientific
manner. Notwithstanding, I will apply the information that I have gathered throughout my
research and interviews.

As I wrote in the foreword, there were a few instances where I was at a hip-hop event
or in a public area where there was rap music being played and I wondered how much of
the music the listeners could actually understand. The foreign rap was, naturally, in a
foreign language, and the local rap, particularly rap of Ceza, was so fast that it seemed
impossible for a native to even understand. I listened to tracks on various Turkish rappers’
CDs but was only able to catch what they were saying after downloading, reading, and
then translating their lyrics (Appendix 8.4). Even then I had difficulty, as there were so
many metaphors and hidden meanings that I could not fully decipher. Unless I directly
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found out the meanings from the rappers themselves, or was able to find a valid
interpretation, I was left only with educated guesses. In Milliyet Newspaper I found this
excerpt from an interview conducted with Ceza’s father, Danyal Ozcalan,

Journalist Yaprak Aras: Are you able to memorize the lyrics of Ceza’s songs?

Ceza’s father: It’s not possible for me to know all of them but I do know some of the chorus lines.
When he raps the chorus I rap along but it’s not possible for me to keep up with him with the rest
because he raps as fast as a car driving full speed. Ceza has a saying, “I’m not rapping quickly it’s
just you who can’t listen quickly enough” (Aras: 2005: 7).

So there you have it, Ceza’s own father doesn’t even understand the lyrics. In
HIPHOPISTAN, DJ Funky C also comments on Turkish rap lyrics and claims, “If Turkish
people understood half the lyrics they probably wouldn’t let their children listen to nor
would they listen to it themselves” (DJ Funky C: Personal Interview: Istanbul: 15 March
2006). He then adds, “Music is a universal thing and you don’t necessarily have to
understand what the music’s saying as long as it soothes you when you listen to it, that’s
the most important part” (DJ Funky C: Personal Interview: Istanbul: 15 March 2006).
After reading and hearing these comments, I researched some psychology sites on the web
and was able to gather some useful information. In one psychological survey it was found

that,

While we find that lyrics may be dangerous to a child we must ask ourselves whether the child fully
understands and comprehends what the artist is saying. Teenagers often do not understand what is
being said, in fact in one study only 30 percent of hose questioned knew the lyrics to their favorite
songs and they all had varied comprehension as to what the message was (Free Essays: 2006: 1).

Solutions provided were for parents to be aware of the content of the music that their
children were listening to as well as providing labels on CD covers when there was
“explicit content.” As I already touched upon the bandrol issue in Turkey in a previous
chapter, the having “explicit content” in Turkish rap albums, at least in the Turkish

language, is out of the question.

4.4.2 Is gangster rap suitable in Turkey?

Although hip-hop has made it’s way to Turkey, in my opinion, it is fortunate that
gangster rap has not yet reached popularity. For the past decade gangster, also referred to
as “gangsta”, rap has been very popular in the U.S. and is recognized by it’s “bling-bling”
or flashy displays of materialism, subservient half-dressed women, and gang violence.

Benjamin Barber, referring to this as “cop killer rap” notes, “Cop killer rap is hissing to
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restive teenage audiences around the globe that to “off” (kill) policemen is necessary, to
despise women is cool, and to grow up is unnecessary” (Barber: 2003: 109).

For those familiar with gangsta rap in the U.S., the 1990s ended in catastrophe as two
mainstream rappers, Tupac Shakur and Christopher Wallace a.k.a. Notorious B.I.G., were
shot and killed as a result of an East Coast vs. West Coast rap battle fueled by gang

violence. Newsweek reports,

The violence first erupted into public view in the mid-1990s. That was the beginning of the so-
called East Coast- West Coast rap wars pitting Sean “P. Diddy” Comb’s New York- based Bad Boy
Entertainment against Suge Knight’s Los Angeles- based Death Row Records (now Tha Row). It
took on all the bloodiness of a real war with the 1996 murder of Tupac Shakur, Death Row’s star,
and the slaying a few months later of Notorious BIG, Bad Boy’s star (Roberts: 2005: 1).

When I asked Ceza if gangsta rap or such a battle existed in Istanbul he replied,

Well, there’s always some kind of rivalry that exists within break dance, graffiti, and rap groups,
kind of similar to the New York/Los Angeles East/West Coast battles. But we definitely haven’t
resorted to violence in the way that they have (Ceza: Personal Interview: Istanbul: 3 Feb 2005).

Although, as Ceza explained, there may be some Istanbul European vs. Asian side battle
outs, during my research I couldn’t find any substantial evidence of violence. Very few
artists seem to lean toward gangster themes but all of the interview subjects said that they
didn’t see much of a future for gangsta rap in Turkey. I found that Istanbul hip-hoppers
rather preach anti-violence and would rather, as Funky C put it, “battle it out with freestyle
competitions” (DJ Funky C: Personal Interview: Istanbul: 15 March 2006). So why hasn’t
Turkish gangsta rap visibly emerged? Funky C says that due to Turkish cultural values
and traditions, “gangsta rap doesn’t suit Turkish culture” (DJ Funky C: Personal
Interview: Istanbul: 15 March 2006). He also says that although misogynist and
derogatory terms may be part of global rap lingo, he doesn’t appreciate calling women
“bitches” and “hoes”, especially since he has a teenaged daughter. In another interview
featured in Time Out Magazine Fuat, a famous Istanbul rapper, says that gangsta rap
wouldn’t work here and that if you “criticize someone’s mama here, you get killed”
(Troutman: 2006: 18).

Something else worth mentioning is that the most currently popular American gangsta
rapper, Curtis James Jackson a.k.a. 50 Cent, performed in Istanbul to a full audience
during the 2004 Rock and Coke Festival. American rap artist, Jay-Z, was to also perform
in Istanbul during the summer of 2006 but cancelled arrangements allegedly due to fear of

terrorism.
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4.4.3 Positive expression

As mentioned above, Istanbul hip-hoppers, for the most part, strive to advocate positive
expression in the place of violence. In HIPHOPISTAN, many interview examples support
this in addition to showing how hip-hop has given youth positive alternatives that keep
them away from other harmful things such as drugs.  During the film Ceza advocates

anti-violence with this rap,

Turkish: Bak hadi gelin ve kelime daglar1 dolu. Alma eline silah1 toplum mahvolur. Mafya dizisi
farki var mi1? Marka, hepsi farkli farkli babalari, kanli hapl kafalari. Kolpa kast1 ast1 basti masalina
inanani bol.

English: Come and have a look at this mountain of words. Put that gun down it'll only destroy the
society. Is this any different from a mob show? Same name brand, all with different godfathers and
their bloody pill-popping heads. There are many who believe in this glorified gory tale.

In this rap he brings up the rise of mafia in Istanbul as well of the rising popularity of
Turkish TV series with mafia themes. An interesting point however, is that the meaning
of his name, “Ceza”, is “Punishment” and the name of Ceza and Dr. Fuchs’ first rap group
was “Nefret”, which means, “Hate.” When I asked Ceza why his first group was named
“Hate” he replied that all songs are always about love and that people forget that hate is an
important and major part of our lives as well. His name “Punishment” was given to him
after winning free style competitions, which he finds to be the best outlet for non-violent
expression (Ceza: Personal Interview: Istanbul: 3 Feb 2005).

Outside of the Istanbul hip-hop scene and aside from the negative connotations that rap
music has, I have found that there are those who glorify the positive aspects that rap music
has through “rap therapy”. American psychotherapist, Don Elligan uses rap therapy, or

the use of rap music therapeutically, to treat his clients.

Rap Therapy is a form of psychotherapy which is the use of different modalities to help people find
answers to the challenges that they encounter whether their obstacles be emotional, behavioral or
cognitive. Although Dr. Elligan says he prefers the cognitive behavioral approach to psychotherapy
he also refer to his style as being rather “eclectic”. With Rap Therapy he’s treated ailments such as
substance abuse, depression, low self-esteem, anger management and anxiety disorder. He calls Rap
therapy a culturally sensitive approach to psychotherapy (Minnews.Org : “Rap Therapy: Hip-Hop
Psychotherapy”: 2006).

Blake Levine, a Hollywood enthusiast, and now documentary filmmaker, is also in the
production process of shooting “Rap Therapy- The Movie” (Raptherapy.com: Accessed 3
Dec. 2006).
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4.5 Consumerism and Commodification

Though I'm not the first king of controversy, I'm the worst thing since Elvis Presley to do Black Music so
selfishly and use it to get myself wealthy. Hey there’s a concept that works 20 million other white rappers
emerge. But no matter how many fish in the sea it will be so empty without me (Eminem: “Without Me”
Lyrics: 2002).

Ethnic and cultural fragmentation and modernist homogenization are not two arguments, two opposing
views of what is happening in the world today, but two constitutive trends of global reality. The dualist-
centralized world of the double East-West hegemony is fragmenting, politically and culturally, but the
homogeneity of capitalism remains as intact and as systematic as ever (Friedman: 2002: 233).

Sit in a multiplex movie box- or, much the same thing, visit a spectator sports arena or a mall or a modern
hotel or a fast-food establishment in any city around the world- and try to figure out where you are. You are
nowhere. You are everywhere. Inhabiting an abstraction. Lost in cyberspace. You are chasing pixels on a
Nintendo: the world surrounding you vanishes. You are in front of or in or on MTV: universal images
assault the eyes and global dissonances assault the ears in a heart-pounding tumult that tells you everything
except which country you are in. Where are you? You are in McWorld (Barber: 2003: 99).

The postmodern era that we live in today presents an environment that enables a young
person to form a hybrid identity opposed to the valid, static, and so called “modern”
identity. Postmodernism is idealized in the sense that it weakens boundaries and limits
and increases the number of alternatives, further allowing people to pick and choose what
they want and what, or who, they want to be like. Capitalism creates these new
opportunities and alternatives while commercialism and consumerism keep them in
circulation. In order to be appealing and sensational, commodities are marketed
worldwide using strategies that cater to every nation, culture, and subculture, person, and
even animal. Commercial slogans such as “Just Do It” or “Don’t Leave Home Without It”
circulate as individuals are slowly led to believe that their identities should be shaped by
superficial and hedonistic attributes such as image, style, clothing, self-indulgence,
pleasure, and impulsively living for the moment. These qualities, although obviously
threatening to the cultural, traditional, moral, and religious values instilled in the previous
generations, are part of the globalization package and are inevitable no matter how strict or
closed the society. Through Internet technologies and so forth, anyone, in any region of
the world, can have access, or be in close proximity to a person or place with access to
these global icons.  Even in still-existent tribal societies in Africa one can find a
community with a radio listening to American hip-hop. The launch of MTV Africa in
2005 has strengthened this availability and according to Benjamin Barber, “one of the
reasons that MTV is a landmark in the history of media is that the boundary between
entertainment and advertising has completely disappeared” (Barber: 2003: 104). As
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Barber states, due to the placement of entertaining advertisements between music clips and
product placement within music clips, it is becoming more difficult to discern where the
advertising begins and ends.

It is due to this rapidly advancing global market that we have all of the options that we
do in this day. But, from an academic and analytical perspective, “What options do we
really have?” and “How are we supposed to pick and choose amongst the options given to
us while avoiding the negative attributes that post modernity entails?”

Benjamin Barber also states,

Indeed, we complete this brief tour of the struggle against McWorld within the nations where
capitalism has been most successful, what becomes apparent is that the confrontation of Jihad and
McWorld has as its first arena neither the city nor the countryside, neither pressured inner cities nor
thriving exurbia, but the conflicted soul of the new generation. Nations may be under assault but
the target audience is youth (Barber: 2003: 193).

He then adds,

McWorld’s advocates will argue that the “market” does “serve” individuals by empowering them to
“choose” but the choice is always about which items to buy and consume, never about whether to
buy and consume anything at all; or about the right to earn an income that makes consumption
possible; or about how to regulate and contain consumption so that it does not swallow up other
larger public goods that cannot be advanced in the absence of democratic public institutions
(Barber: 2003: 99).

In interpreting data on Barber’s opinions, with capitalism seen as negative and youth as a

target market, in which ways do the hip-hoppers of Istanbul fit into the picture?

The positive aspect of hip-hop, which I discussed earlier, is that it gives youth an outlet
to express social and political messages that are important to them and that they feel are
important for the society. A couple of the topics that I found were often mentioned were
anti-materialism and the loss of moral values. These lines of Ceza’s “Rapstar” are one

example,

Turkish: Eger ben bir rapstarsam limuzin bol para siipermodeller hem popiiler hem sansasyonel
hm bos ver abi kalsin, hmm...

Iyiki bir popstar olmadin birdenbire kendini bozacaktin. I¢ki sinirsiz etmis arsiz bunu ben
bilemem sen bulacaksin.

English: What if [ was a rapstar with limousines, lots of money, supermodels, all popular and
sensational; hmm, forget it bro I’ll pass, hmm...

It’s good that you didn’t become a pop star, all of the sudden you were going to ruin yourself.
Drinking without limits, uncontrollably, I wouldn’t know about that, you are to find out the
consequences for yourself.

Ceza’s “Rapstar” lyrics, rap out against materialism and other elements that may be result

of globalization but the irony is that that rap music wouldn’t have been available to him if
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it weren’t for globalization in the first place. Even Cartel’s first arrival in Turkey was in

some ways a result of open, hybrid global economy.

The much-discussed introduction of German-Turkish rap to Turkey by the group Cartel was made
possible by and mediated through global processes-significantly, the partnership between the local
Turkish record company Raks and the multinational PolyGram, a partnership made possible by
deregulation of the Turkish media and harmonization of Turkish copyright law with that of Europe
and America (Solomon: 2005: 15).

This example given by Thomas Solomon shows that global capitalism, albeit the negative
traits attributed to it by Marxist theories, creates innovative and universal opportunities
that youth can benefit from.

When 1 first began shooting HIPHOPISTAN in 2004, shortly after Ceza’s “Rapstar”
album had been released, Istanbul hip-hop (the aspects that are visible today, others stayed
underground by choice) was still trying to make it’s way into mainstream. At that point,
people outside of the hip-hop community were slowly beginning to discover who Ceza
was and what he was about. By the time I shot my first Ceza concert (opened by Fuat and
Sahtiyan and DJ’ed by Funky C) at Babylon a couple of months later, the concert hall was
sold-out with youth of all ages and backgrounds. Upon returning from a trip to the U.S. a
few months after that, I was shocked to see that both Ceza and Fuat were in commercials
advertising local products. I went to a movie and during the previews, there they were. [
turned on the radio, and there they were. I turned on the TV and there they were being
interviewed on the Okan Bayulgen’s Zaga Show. The first commercial, for a lollipop and
candy strip called ROCCO (creation of Pepsi Frito-Lay), features Ceza driving around in a
Camaro. After seeing Fuat on the side of the road and getting out to greet him so they can
kiss each other on both cheeks, they go to a concert where everyone begins to eat Rocco
Candy. In the second commercial, for a World Card credit card, Fuat is driving around the
city in a Hummer stopping at a local market to pick up mainstream pop star Pamela. 1
couldn’t help but watch these clips and wonder what happened in the short period that I
was away. What about all of their previous talk about anti-materialism and consumerism?
Weren’t these commercials acts of “raploitation™?

It ends up that these Istanbul rappers, just as everyone else, need to make a living too.
Keeping it underground just wasn’t cutting it for them and in order to continue in their
careers they had to have finances. Members still part of the underground hip-hop
community however, were not so forgiving. Many accused them of being hypocritical and

“selling-out” while others accused them of being untrue to themselves and to their fans. In
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a Cumbhuriyet article journalist Esra Agikgdz reports, “Seeing the rebellious rappers
licking lollipops led to a division within the hip-hop community. Because for these kids,
rap was not just music, it was a lifestyle. And licking lollipops just wasn’t suitable for
their image” (Ac¢ikgdz: Cumbhuriyet: 2005). In response to the disappointed and
aggravated fans, Ceza made this comment in another Cumhuriyet article, “We should live
like Neyzen Tevfik but this is not possible. In the “underground” sense I shouldn’t make
albums or sell my music for profit. There’s no limit to what you should or shouldn’t do,
one has to make his/her own boundaries” (Erbas: Cumhuriyet: 2006).

Is it not possible for these rappers to have transitory and multiple “identities” while still
believing strongly in who they truly are and what they are about? Can they not use these
advertising and marketing strategies to their own advantage? According to Thomas
Solomon, “The case study discussed here could easily be used to construct a narrative
about how local rappers appropriate global commercial popular culture forms to talk back
to and resist globalization” (Solomon: 2005: 15). As Ceza mentions above, it is necessary
to be part of the market if hip-hop is to be spread to a wider audience. By penetrating hip-
hop culture into the mainstream it is then, and only then, that they will be able to get their
mission and message across. So, now the question is “How does hip-hop commodification
aid in the promotion of hip-hop culture?” and “To what extent are they using commercial
culture to talk back? Since these developments are still rather new it is hard to tell. In
Ceza’s most recent “Yerli Plaka” music video he may be rapping about locality, keeping
an even keel, and mocking materialism by rapping next to a Hummer, but the images that
are shown are still clearly symbols of consumerism. It is difficult to discern what
percentage of the audience takes these images at face value and which ones really, truly
listen to the lyrics and understand the underlying meanings. All we can do is hope and
trust that youth can be critical and pick and choose what is good for them, or in the words

of Spike Lee, “always do the right thing” (Lee: DVD: 1989).
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4.6 The Universality of Music

Different cultures are coming together, you got the Far East people into hip-hop music, you got the Asian

people, European people. Hip-hop is a universal thing now; it’s not just for a certain country or a certain
variety of people to do. It’s like everyone can have a part of it and everyone can enjoy it in the same

way (DJ Funky C: Personal Interview: 15 March 2006).

In a HIPHOPISTAN interview with rap artist Fuat, he comments on the spread of hip-
hop by saying, “It’s in every culture, it’s in Africa, Asia, everywhere, telling stories over
drums, like the Shamans did you know, before the Turks became Muslim” (Fuat: Personal
Interview: Istanbul: 3 Feb 2005). Although the claim that music is universal is widely
debated amongst academic, particularly ethnomusicological, circles, both DJ Funky C and
Fuat have stressed the universality of music in their interviews and I have chosen to build
this section around their comments. What is it about music; more specifically rap music
that makes it prevalent worldwide? According to Sociologist and music critic, Simon
Frith,

What makes music special- what makes it special for identity- is that it defines a space without
boundaries (a game without frontiers). Music is thus the cultural form best able both to cross
borders- sounds carry across fences and walls and oceans, across classes, races and nations- and to
define places in clubs, scenes, and raves, listening on headphones, radio and in the concert hall, we
are only where the music takes us (Frith: 1996: 125).

He then adds,

As Mark Slobin puts it, “Music seems to have an odd quality that even passionate activities like
gardening or dog-raising lack: the simultaneous projecting and dissolving of the self in
performance. Individual, family, gender, age, super cultural givens, and other factors hover around
the musical space but can penetrate only very partially the moment of enactment of musical
fellowship. Visible to the observer, these constraints remain unseen by the musicians, who are
instead working out a shared vision that involves both the assertion of pride, even ambition, and the
simultaneous disappearance of the ego (Frith: 1996: 110).

In agreement, I believe that music, generally, has the power to transcend ethnic, cultural,
and social boundaries allowing everyone in the world to relate to it in different ways. I
also believe that rap music, due to the freedom of expression that it advocates, is more
easily transferable than other movements or ideologies that may have stronger restrictions
and taboos. The audience that is drawn to hip-hop and to rap music seems to consist of
those who wish to rebel against cookie-cut conventional categorizations and regulations
and live freely. For those who believe strongly in the movement, hip-hop is made into a
metaphor for everything that is positive and has purpose in life.

In the early stages of hip-hop in 1973, Afrika Bambaataa organized the Universal Zulu

Nation which stood for, “knowledge, wisdom, understanding, freedom, justice, equality,
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peace, unity, love, respect, work, fun, overcoming the negative to the positive, economics,
mathematics, science, life, truth, facts, faith, and the oneness of God” (Zulunation.com:
“Beliefs of the Zulu Nation”: Accessed 18 Nov 2006). The Zulu Nation, still active today,
has spread this message thus making the foundations of hip-hop based on universality.
The Zulu Nation does not discriminate between race, color, human, or non-human as it’s

official website reads:

Message To The People Black, Brown, Yellow, Red, White People All Human Beings And
Aliens Too Universal Life Forms Of All Forms:

We, the Universal Zulu Nation are an organization and a universal nation, for all people on this
planet so called Earth, as well for alien life form of people in the universe, whether your from Mars,
Venus, Jupiter, Saturn, Pluto, Earth, etc. We the Zulu's are not foolish people to believe that we are
the only life in the universe and that the creator, (Allah, Jehovah, Jah, Yahweh, God or which ever
name you wish to call the Almighty One) is only limited to producing LIFE only on the planet so
called Earth. And if you do believe we are the only ones in the universe, then we should just get rid
of science and base everything on falsehood and not even search for truth (Zulu Nation.Com:
“Beliefs of the Zulu Nation”: Accessed 18 Nov 20006).

The ability for rap to flourish as it has in Turkey holds true to the fundamental aims of hip-
hop. Although, as you can see in HIPHOPISTAN, everyone may not be fond of rap or be
into the hip-hop movement, but as long as the ideologies of the Zulu Nation are in place
hip-hop will remain universal and open to everyone who wants to be a part. As you will
see, the Istanbul hip-hoppers of HIPHOPISTAN have chosen to be part of the hip-hop
movement and continue in their efforts that are fueled by three other universal concepts,

passion, ambition, and struggle.

4.6.1 Passion and ambition

One should find something that they are passionate about, and make enough out of it to survive. If they can
make a living out of their passion then it will be easier for them to survive. Unfortunately, people have to do
things that they hate eight hours a day to take care of their families, etc... The ideal however, is that you have
to find something you enjoy doing (Ahmet Ertegiin: Personal Interview: NY City: 5 Dec 2005).

As Turkish hip-hop is becoming more mainstream new hip-hop themed job
opportunities have been made available to a fortunate few who have been recognized for
their talents and then requested to use those talents in a commercial or profit-making
sense. Unfortunately however, the opportunities that exist for hip-hoppers in Turkey
today do not come close in comparison to those that are available to youth in America or
other European countries. On a positive note, according to Joker, it seems that the
struggles that Turkish youth face actually fuel their passion and ambition rather than keep

them down.
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In Turkey, the breakers are incredibly talented. I mean Europeans, well, they are okay, and
Americans, okay they are good, but the Turks are really good and are really hard workers. For
something that takes five years for someone to learn in a different country, a Turk can master in one
year. It’s all because of the ambition and drive that Turkish people have to have in order to survive
(Joker: Personal Interview: Istanbul: 20 March 2006).

In this interview Joker went on to discuss how Turkish people, due to economic
difficulties and negative stereotypes they receive from other countries, have had to work
and fight twice as hard to be able to have the same opportunities that many youth in
America and other European countries readily have and take for granted. For example,
during the summer of 2006, Joker’s breaker crew, Takim 34, wanted to compete in an
international competition in Greece. Due to political problems between Greece and
Turkey that still linger from the past, members from Greek and other European breaker
crews did not want Takim 34, being a Turkish crew, to have permission to participate in
the competition. In the end they were able to go but it was very frustrating for them to
accept that these “others” would have such negative preconceived notions of them solely
based on their Turkish, or even as far back as Ottoman, political past. Aside from dealing
with this discrimination, he also makes an interesting point that while kids in these other
countries may have the luxury to solely break dance or rap, and make careers out of hip-
hop, the kids in Turkey have to work full-time jobs and go to school, while finding the

time to maintain their hobbies.

It was only after I began break dancing that I became me. If break dance hadn’t become a passion
of mine I would have been a normal person with a normal job. But after having break dance in my
life I became very active, now I’m on my feet twenty-four hours a day, seven days a week. I have
two jobs now, my real job, and then my other jobs related to break dance. And this is my routine,
everyday (Joker: Personal Interview: Istanbul: 20 March 2006).

In Joker’s opinion, this passion and ambitious drive, or Airs in Turkish, is what keeps them
going. Now, that they have further opportunities to participate in the global arena through
travel, technological advances, and mass media, it’s slowly becoming an open playing
field where everyone has a shot in the spotlight. International competitions such as the
Red Bull international breaker competition give these youth a chance to give their best and

work towards representing their country in a different light.

4.6.2 The struggle

Struggle is something that everyone in the world, regardless of race, ethnicity, and

nationality can relate to. Although the Turkish experience differs from the Black
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American experience, for example, both peoples have faced struggle and have had to find
ways to overcome struggle. Hip-hop music, whether old-school hip-hop or gangsta rap, is
a music that centers on struggle. In one aspect, rappers rap about fighting the struggle,
oppression, and trying to make a living, while in the other, they celebrate successfully
overcoming the struggle by having parties with beautiful women, expensive cars, and
Cristal champagne. Ahmet Ertegilin, when asked why Black American music, specifically

rap music, was able to become popular worldwide, he responded,

I thought that when rap started, I thought that this would not go over because there was no longer
any melody, it was talking and it was talking in a foreign language, however, I was wrong. Because
the Black American strain is so strong, and the message of that music is so powerful that it took
over the world and everyone bought Black American rap records all over the world. But they also
devised their own rap music in their own language in their own style. So we have rap music now
all over the world (Ahmet Ertegiin: Personal Interview: NY City: 5 Dec 2005).

Due to struggles that Black Americans have faced throughout history, from slavery to
discrimination, their passionate and ambitious expressions became “so powerful” that they
were spread, admired, and related to all over the world. Whether dealing with a haunting
past of oppression, working to make ends meet in order to survive, trying to expose the
society to new unfamiliar ideas and practices, or forming one’s own personal identity,

struggle is what keeps people fighting for better, healthier, happier, lives.
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5. CONCLUSION

1t is a country of contradictions and we have to come to terms with who we are, what we are, and how we
will progress. It’s great to be hip and to have music, and all that, that’s what youth wants, youth wants to
be in the foreground of happening things. And youth will do that, we did that many generations ago when
Turkish people started to wear blue jeans, your grandmother probably started to wear blue jeans. And that
came from America. And that came not only to Turkey but also to the whole world (Ahmet Ertegiin:
Personal Interview: NY City: 5 Dec 2005).

In the end we were born and raised in Turkey, we live amongst these people and as long as we breathe the
same air, this culture will be a part of us. We haven't adopted some other culture's taboos, we have a part of

this culture within us and we will always carry it with us (Atakan: Personal Interview: Istanbul: 3 March
2005).

By focusing on one specific sub-culture, the Istanbul hip-hop scene, I believe that 1
was able to identify the ways in which members of a particular community view
themselves and the world around them. By presenting how Istanbul hip-hoppers have
been able to form hybrid identities and create a new and innovative musical genre for
Turkish society, I have also supported my hypothesis in disproving the pessimistic and
deterministic ideas of cultural imperialism and dominant paradigm theories. The Istanbul
hip-hoppers presented in HIPHOPISTAN show that they are able to actively pick and
choose what is suitable for them rather than being coerced to change. As Tomlinson
concludes, the world that we live in today, one driven by global and local forces, differs

greatly from times of the past:

Protests are often formulated in an inappropriate language of domination, a language of cultural
imposition, which draws its imagery from the age of high imperialism and colonialism. Such
images (one thinks of nineteenth-century European missionaries washing out the mouths of children
for speaking their tribal language) invoke an idea of cultural imposition by coercion. Now, though
these practices need to be remembered as part of the process by which the West placed itself in a
position of global dominance, they are clearly not the most useful way of thinking about present-
day cultural imperialism. What dogs the critique of cultural imperialism is the problem of
explaining how a cultural practice can be imposed in a context, which is no longer actually coercive
(Tomlinson: 1991: 173).

As direct coercion does not seem to be the case in contemporary Turkey, Turkish youth of
today must accept that change is inevitable and seize the opportunity to responsibly create
solutions that are beneficial rather than destructive. Regardless of recent criticisms of
consumerism and commodification affiliated with hip-hop culture, I believe the over-
riding factor is that these youth are determined to make something positive of themselves
and have thus far been successful in doing so.

In conclusion, as Thomas Solomon stated, “all cultures have always been hybrid”
(Thomas Solomon: Personal Interview: Istanbul: 10 May 2005). Hip-hop, a musical genre

with Black American roots, is a hybrid form of music in itself as it adopted examples from
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various other previous forms of Black American, African, and Caribbean musical sources.
Istanbul, being a city that has survived centuries of different ethnic, cultural, and religious
change, has also syncretized several influences in order to form what it is today. The
struggle of Turkish identity goes way back because it never had one, solid identity. For
these reasons, the Turkish language and instruments themselves can also not be strictly
defined as being “Turkish” as they too are products of the mixing and blending of other

backgrounds and traditions.
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5.1 Future of Hip-Hop

It’s on fire, it’s started to accelerate and it’s not going to stop. From now on it’s going to continue to grow,
new hip-hop chain stores will open, it’ll be on all of the TV programs, it’ll be everywhere (Joker: Personal
Interview: Istanbul: 20 March 2006).

1t’s all about music, all about the music. Hip Hop for life! ( DJ Funky C: Personal Interview: Istanbul: 15
March 2006).

Although hip-hop was popular after Cartel’s release in the 1990s, their estimated
90,000 albums sold pales in comparison to Ceza’s albums of today, with “Rapstar” selling
an estimated 500,000 copies. In addition to Ceza’s growing popularity within Turkish hip-
hop communities, he has also managed to capture the attention of a wider audience
through his collaborations with mainstream artists such as Candan Er¢etin, Mercan Dede,
and Sezan Aksu. By collaborating with artists from abroad such as American rapper
Tech-9, he will continue to gather followings from foreign audiences as well.

Today you can tune into any Turkish music television channel and find that mainstream
pop artists ranging from Serdar Ortag to Kenan Dogulu are beginning to incorporate hip-
hop themes into their music videos. Television commercials for products such as Rocco
candy, World Card credit card, MP shoes, and Aria cell phones are also using rap, break
dance, and graffiti in order to appeal to certain youth groups. However, even though
Turkish hip-hop has made its way into the mainstream for now, its future status is
uncertain. As Thomas Solomon speculates, “What’s coming in the future, I don’t know, it
may be fad, and then two years from now it will be gone and back underground, or it
might continue to get big, who knows” (Thomas Solomon: Personal Interview: Istanbul:
10 May 2005). Most of my informants strongly believe that Turkish hip-hop will continue
to excel and eventually come to the point to where it will dominate the Turkish music
industry just as it has in countries such as the United States, England, and France. In
conclusion, and in the words of Ahmet Ertegiin, “Only time will tell how long this music
will remain referred to in the future. Only time really tells us what is great art in the long
run. I think a lot of the rap music will survive as great art” (Ahmet Ertegiin: Personal

Interview: NY City: 5 Dec 2005).
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5.2 Future of HIPHOPISTAN

I plan to submit HIPHOPISTAN to various film festivals, television broadcast and to
any interested academic institutions. Upon its completion I also hope to continue in my
mission of shooting ethnographic films by writing a new proposal for a five-film
documentary film series.  The series, focusing on the ways in which music,
television/cinema, food culture, necessity and desire to learn the English language, and
fashion/consumer trends influence and affect youth identity will be similar in content to
my original “Americanisms of Istanbul” film proposal although different in perspective.
All films, with HIPHOPISTAN being the first of the series, will present different and
positive ways in which youth are forming hybrid identities as a result of the globalization
process. I believe that such a series of films, if adequate funds are obtained, is suitable
and timely for upcoming Istanbul 2010 European Cultural Capital projects or any other

Turkey-EU related projects.
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7. HIP-HOP GLOSSARY
(Written by Turbo)

Bad: Cok 1y1, giizel

B-Boy / B-Girl: Break Boy / Girl

Bitch - Hoe - Ho: Fahise

Cold Stupid Fresh: Ekstra yeni, ¢ok iyi, giizel

D1J: Diskjockey (2 pikap ve plaklar ile dj' lik yapanlar)

Def: Cok iyi, giizel

Fake: Taklit, Kopya, Orjinal Olmayan

Fresh: Yeni

Flow: Akis, Sozlerin Akisi, Stil

Hardcore: Orjinal, Ozgiin, Has, Sert Stil

III: Komik, Deli, Cok degisik bir tarz

Mc: Master of the Ceramonies - Microfon Controller (Rap sarkilarinda vokal yapan kisi)
New Jack: Acemi

New Jack Swing: 80' lerin sonundaki R&B ve Hip Hop karisim (Hammer, Bell Biv
Devoe)

New Skool: 1986/1989 arasinda ¢ikan rap tarzi (Treacherous Three, Fearless4, FuriousS5)
Pimp: Fahise pazarlayan

Posse / Crew: Ekip, Grup

Punk: Serseri, Berdus

R&B: Rhythm And Blues, 70/80" lerin soul/pop tarzi ve 90' larda arasina giren soft rap
karigimi (Puff Daddy, Miss Elliot, Fugees, T.L.C, Will Smith)

Style: Stil, Tarz

Skills: Yetenek

Word / Word Up: Haklisin, Sana Séyledigim gibi, s6z

Wack: Kotii, Zayif

Beat Box / Boon Dox: Seyyar Teyp, Kaset Aleti

Bombing / Bomb: Graffiti yapmak

Blunt: Bulanik kafa olmak

Busehead / Crackhead: Uyusturucu bagimlisi

Chill / Chillin' / coolin': Usiitmek, Sakin Olmak

Crooklyn: Brooklyn

Cypher / Cipher: Kare (agik havada kare i¢inde freestyle yapan mc' ler)
Cuz: Kuzen

Five O: Polis

Getto Gestapo: Polis

LAPD: Los Angeles Polisi

Det / Death / Deth: Oliim

Doing it to death: Bir isi ¢ok dnemsemek, ¢ok ciddi olmak

Deep: Anlaml

Dead Presidents / Dead Prez: Para

Diss / Dissn": Sayg1 gostermemek, Laf atmak

Dope: Uyusturucu, Acayip 1yi par¢a veya baska bir sey

Ends: Para

Ruff: Sert
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Tuff: Sert

Freak: Delidolu olan, uguk

Freestyle: Emprovize, kafadan bir sey yapmak (Rap...)
Gangbanger: Cete {iyesi, Katil

Gat: Tabanca

Glock: Tabanca

Pump: Tabanca

Nine (mm): Tabanca

Mack10: Tabanca

Uzi: Makineli silah

Hustler / Player: Her yolu deneyerek zengin olmaya ¢alisan kimse
Benjamins: Para

Soul Food: Kdle zamanlarindan kalan zencilerin mutfagi
Wax: Vinyl (Plak)

Boro: Semt

Turf: Semt, Mahalle

Ballin": Seks

Head / Blowjob: Oral seks

Sissy: Homosekstiel

Slut: Sillik, Fahise

Flexin': Bir kimseyi zorlamak veya takilmak

Stones: Crack (sert uyusturucu)

Ak 47: Otomoatik silah

Beamer: BMW marka tabanca

Bigg Aplle: New York

Blaxploitation: 70' li yillarin siyah gangster filmleri
Blue funk: Moral sifir

Boogle Down Bronx: Bronx sehri

Boo yaa!: Tabanca sesi (The shotgun goes boo yaa!)
Backstabber: Kalles

Cali: Californiya

Chicks / Chicken: Geng kadin, Citir

Crumb snatchers: Artiklar1 kapanlar

Cufee / Cufty / Cuff: Zenci

Dig (Dig it?): Anladin mi1?

Down: Bir kisiyle iyi anlasmak, Arkadas olmak, Sayg1 géstermek
Dog: Tehlikeli erkek, her kadinla yatip kalkan

Dog juice: Ucuz icki

Dooble: Kisa sa¢ modeli

Foxy: Seksi

Flavor: Tad, Stil

Fly: Cekici

Forty: Sert icki

Sucker: Kalles

12' (twelve inc.): Biiyiik single plak

1210's / 1200's: Technics 1210 mk2 / 1200 mk2 prof. klasik dj pikab1
187: Oliim mahkumu yasasinin numarasi

7' (seven inc.): Kiigiik single plak
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808: Roland Tr 808, 80' lerin meshur rap davul ritm aleti

909: Roland Tr 909, 90' larin meshur house ve techno ritm aleti
Ace: 1 dolar

Afro: Zencileri kabarik ve dogal sa¢ modeli

Aiiight: Tamam oldu, Anlasild1

Ain't going out like that: Artik inanmiyorum

A k.a: Bu isim altinda da taninan (Also known as)

Akai 1000: Sampler

Alias: Bu isim altinda da taninan

Baller (high roller): Uyusturucu pazarlayan, Cok para yapan gangster
Base: Uyusturucu

Beef: Catisma

Block party: Sokakta yapilan acik hava partisi

Bloods: Meshur Los Angeles ¢etesi

Bozack: Penis

Buck: Ates etmek

Buddy: Arkadas

Bug out / buggin' / bugged out: Cilgin ve delidolu olmak

Bum rush: Bir yeri isgal etmek

Cameo cut: 80' lerin ¢ok tutulan Hiphop sa¢ modeli

Cat: Kadin, Piyasada ytikselmeye ¢aligan yeni bir kisi

Creep: Bir kisinin etrafinda kotii niyetle dolagsmak

Crib: Bir kisinin evi, Yasadig1 yer

Crips: Meshur Los Angeles cetesi

Dead Serious: Cok ciddi

Digger: Kiymetli birsey arayan kisi

Dj Mixer: Iki pikapta ¢alan miizigi karistirmaya yarayan miizik aleti
Drumcomputer: Davul ritm bilgisayari

G (guy): Tip, Herif

G/grand: Bin dolar

Get off my dick: Beni rahat birak

Ghettoblaster: Seyyar teyp

Gold digger: Erkekleri parasi i¢in somiiren kadin

Jimbrowski / Jimmy: Penis

Jimmy Hat: Prezervatif

Jive talking: Cok abartarak konusmak, Argo dil

Jones: Penis

Kangol: Rapperlar arasinda ¢ok tutulan bir sapka

Label: Plak sirketinin etiketi, bir sirket bir ka¢ labeldan olusabilir
Loop: Bir soundu bastan sona devamli ¢almak

Mellow: Arkadas, Sevgili

Mixing board: Stiidyolarda kullanilan mix aleti

Move the crowd: Sahnede iyi performans yapmak, seyircileri costurmak
0.G (Original Gangster): Bir ¢etede kendini kanitlayan kisi (katil)
Props (to give): Birisne saygi ve selam gondermek

Pussy: Kadin (argo)

Rap (to rap): Laflar1 iyi kullanarak konusmak (rap miiziginden daha eski olan bir
kelimedir)
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Rock star: Uyusturucu bagimlisi

Rock the house: Sahnede iyi performans yapmak, Seyircileri costurmak
Sampling (to sample): Belli sesleri bilgisayara aktararak rap sarkilarinda kullanmak
Scratching: Plak ile belli yerlerde ileri geri hareket ettirerek ses ¢ikarmak
Slang: Argo dil

Sneakers: Spor ayakkab1

Sp 1200emu system sp 1200 drum computer: Davul ritm aleti

Thick: Tam yerinde

Up against the walls: Yakalandin, Hapishaneye gireceksin

Wassup?: Naber?

Wheels of steel: Pikap (iki tane)

Wicked: Cilgin, iyi, acayip
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8. APPENDIX
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8.1 Hip-Hop Party Fliers
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TIRRAN-S2K BRAFXXX

DJs:
DJ: BORISROCK
b.i: SQUAD |
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8.2 “Americanisms of Istanbul
Youth” Documentary Film Proposal

83



Project title: “Americanisms” of Istanbul Youth

Style: Documentary

Duration: 60 minutes

Target Audience: A and B levels (academic and middle-mass)
Goal: To examine the impact of “Americanisms” on Istanbul youth.

Over the past decades what was once under Mustafa Kemal Atatiirk’s leadership referred
to as “Western” ideals and values has rapidly been interpreted as and transformed into
“American” ways of life. In this documentary | propose to present these “Americanisms”
by revealing how the everyday lives of Istanbul youth are impacted by the influence of
“American” models. Main emphasis will be attributed to themes of Turkish-adopted
American popular culture and habits of consumerisms. Istanbul youth preferences of
television, cinema, media, music, shopping, dining, extracurricular activities, and desires
to learn the English language will be discovered. Analysis will be made in order to
comprehend how these variables affect the ways they feel they should look, act, and
believe, as well as investigate how they are reterritorialized to suit the Turkish case.
(Information must be gathered using appropriate research methods in the pre-production
stage)

Visual inserts will include clips from widely-watched American television programs such
as those on CNBC-E and MTV, cinemas in which majority of films shown are Hollywood
movies (in English with Turkish subtitles), Turkish media such as newspapers, magazines,
and entertainment television programs that glorify American icons and use American
styles of presentation, music stores (scanning over American-produced pop album covers)
and various locations where American pop-music is played (bars, clubs, restaurants,
elevators, telephone hold lines, people blasting 50 Cent in their cars, rural sections of the
city where people are listening to American pop music on their radios, people in the streets
wearing "Eminem" t-shirts), shopping centers such as Akmerkez and Metro City (showing
consumers wearing American name brands such as Nike, Polo, Tommy Hilfiger, and
Harley Davidson), American restaurant chains such as McDonald’s, Burger King,
Kentucky Fried Chicken, Pizza Hut, Arby’s, and The New Yorker), and people learning
and speaking English (university lectures given in English, Turkish musicians singing
songs in English). All of these images, along with any other clips of displays that are in
English (advertisements, street signs, restaurant menus, job classified ads, top ten cinema
and music charts, etc.) will first be presented throughout the film at regular speed
accompanied by interview voice-overs and then, towards the end of the film, appear again
as a rapid series of clips with fast-paced background music.

The interview portions of this film will be conducted with a sample of university students
(from three public and three private universities) as well as with experts from
interdisciplinary fields and professions. One or two scholars specialized in areas such as
cultural anthropology or cultural and media studies will be asked to give his/her/their
analysis of this “Americanization” phenomenon. (Discussions may include intellectual
debate of globalization vs. Americanization, parallels between imperialisms, capitalisms,
and consumerisms, and domination vs. equal coalescence) Secondly, a social psychologist
(focusing on youth cultural identities) will discuss the impacts that these “Americanisms”
have on youth psychology and the formation of sub-cultures. Additionally, professionals



from various Turkish media industries (possibly one television/cinema director, one
television actor/actress, one musician that produces songs with English lyrics, a hip-hop
artist that raps in Turkish, a journalist from Milliyet’s “Populer Kultur,” and a CEO of an
advertising agency, linguist, etc...) will be interviewed in order to reveal their sentiments
on the topic. Emphasis of all interviews will be given to the phenomenon of “copy
culture” (ex: television programs such as “Patron Kim?” or “Evli ve Cocuklu” which are
adopted from “Who’s the Boss?” and “Married with Children” American models) and of
the assimilation of the English language into various types of media (such as the English-
speaking character on “Cocuklar Duymasin®). Effort that has been put forth towards
“Turkification” (spreading Turkish values and customs rather than simply adopting those
from American models- such as done with the Cola Turka commercial) will be examined
as well.

The main aim of this film is to allow the interviewees and visual imagery to lead the
narrative (although additional narration, such as third-person voice-over or written inserts
between clips, will most likely be needed to tie up loose ends and to fill in the gaps).
Either way, no direct judgments (other than the opinions given by the subjects) will be
stated by this narration throughout the documentary. Images and interviewee opinions
will be displayed and the conclusion (what these "Americanisms"” mean, what are their
purposes and why/if are they so wide-spread, whether conformity or "copy culture” results
in more negative or positive outcomes, how it alters traditional morals and values, how it
affects the generation and economic gaps in societies, how/if/why it is altered to suit
Turkish society) will be left up to the audience to decide.



8.3 MTV Turkey Opening Event
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8.4 Lyrics
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8.4.1 Cartel- “Bir Numara”

Cartel bir numara en biiylik cehennemden ¢ikan ¢ilgin Tiirk 25 yasinda 100 binlik araba
nereden geldi bu para en iyisi sorma anlamazsin kafani da yorma yasadigin yeri
tanimiyorum sorma her giin savas caddeler kan kan bile kirmiz1 degil Karakan, Karakan
geri geldi buraya hakkinizi arayip sormaya geride kalanlar1 uyarmaya beraber olup cartel'i
kurmaya elini vicdanina koyup ta sdyle bu hayat ne kadar siirecek boyle cartel deyip te
gecme bize glivende yanlisi segme...

Nakarat: kag kere soyledik biz ¢ocuk sana bir tiirlii kulak asmadin lafimiza hadi birak
onlar1 gel yanimiza

Gel gel gel Cartel'e gel bilmiyorsan sana dgretirler

Gel gel gel Cartel'e gel Cartel'dekiler kan kardesler.

95 cartel dile gelir sana ve su anda erci-e konusmakta cartel yan yana ve can cana beraber
Almanya'nin caddelerinden al sana haber durum beter bak Cartel'e saygi goster bomba rep
seklinde geliyor. ip ucunu yaktik ates devam ediyor ona sana bana ona kuvvet veriyor.
konugma sdyle de susma da sen de problemin ¢ézliimii bizde ve sende yabancisin diye seni
ezemesinler cartel Almanya'nin 3 kdsesinde bam bam bam cartel vurup geger ama kimi
vuracagini iyi diisiiniip 0yle seger biitlin gece insanlar Cartel'e hazirlar gibi geliyor bana
yoksa bi siiphen mi var.

Nakarat tekrar...........

Cartel kartal gibi havaya kalkar kanadin1 agip ve goklerde ugar yama pengesiyle gogmen
gibi yasar yasadig1 icin savasir ve parcalar. Arkadan gelenleri karalar yaralar. Ama geregi
yooook yooook ¢iinkii cartel's kardes lazim hem de daha ¢ok ben ¢ikiyorum Cemali
sebekemden kork.

Cartel, Karakan ve Cinai Sebeke bulusup dolasiriz biz her gece ¢iinkii cartel uyumaz hig
kimseden korkmaz kan kardesler hi¢gbir zaman ayrilmaz.......
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8.4.3 Nefret- “Istanbul”

Translated by Thomas Solomon
Lyrics: Nefret (Ceza & Dr. Fuchs); Music: Nefret & Ziya Cezzar.
[Introduction; scratch solo by DJ Mahmut]

Verse 1

[Dr. Fuchs solo, Ceza joins in on underlined syllables]

Gel, gelen gordii Istanbul'un ¢ilesini Come, the ones who came saw Istanbul’s
suffering

Cek, ¢ek ki Istanbullu olasin Suffer, suffer for being an Istanbulite

Dolan tasan sokaklar ve binalar The streets and buildings are overflowing

Hani nerede o altin topraklar? So where is that golden ground?

Yalan, yalan olan tek sey riiya Lie, the only lie is the dream

Riiyalarda gelen tek sey ise para Money is the only thing that comes in

dreams

Su Istanbul'un essiz Bogazinda On Istanbul’s incomparable Bosporus

Ne kadar gizemli esrarengiz bir hava Such a mystical and mysterious atmosphere
Glinesin batisindan ta ki dogusuna From sunset to sunrise

Ister Asya ister Avrupa’da dolas You can wander either in Asia or in Europe
Burasi1 bizim iste Tiirk topraklar1 This place is ours, this is Turkish land

Bak da gor atalarinin miraslarini Look and see your ancestors’ heritage

Ne kadar acimasiz olsa da bu sehir It doesn’t matter how merciless this city is
Senelerdir burada katlandik bu olanlara We have endured for years what goes on
here

Istanbul bizimdir bizim kalacak Istanbul is ours and will stay ours

Istanbul'u dinliyorum gozlerim kapali I am listening to Istanbul, my eyes closed

Chorus
[Dr. Fuchs]
Majesteleri ve ekselanslar1 Your majesty and your excellency

Chorus
[short scratch solo by DJ Mahmut]

[Ceza]

Nefret Istanbul'un sahi, Tiirkge rapin krali Nefret is the shah of Istanbul and the king

of Turkish rap

[Dr. Fuchs]
Istanbul bizimdir bizim kalacak Istanbul is ours and will stay ours

[Ceza]
Istanbul'u dinliyorum gdzlerim kapali I am listening to Istanbul, my eyes closed



Verse 2

[Ceza solo, Dr. Fuchs joins in on underlined syllables]

Burada yasamak zor evet ¢cok zor Living here is hard, yes really hard

Saf olan adama kor, evet hem de ¢ok kor It screws up the gullible man, yes it really
screws him up

Baska sehir gormeden Istanbul'u

tantyorum

I am getting to know Istanbul before seeing

another city

Rahati ve ¢ilesi Istanbul'u dinliyorum Its comfort and its suffering, I’'m listening
to Istanbul

Gozlerim kapali, bazen gormek istemiyor My eyes closed, sometimes they don’t want
to see

Gozlerimden siiziilen iki damla yag Two teardrops flowing from my eyes
Aynada bana aglayan Istanbul'u

hatirlatiyor

In the mirror remind me of Istanbul crying

Ve Istanbul agliyor And Istanbul is crying

Mavi Marmara'mda o yakadan bu yakaya

gecerken

While crossing [the Bosporus] from one

side to the other on my blue Sea of

Marmara

Buyaka buyaka! ben silah sesi duymak

istemem

I don’t want to hear the sound bang bang!

of gunshots

Magandanin elinde Istanbul'un ¢i1glig1 The maganda has the scream of Istanbul
in his hand

Arabanin kornasi The car horn

Artik biktim bunlar1 duymaktan

gormekten

I am bored of hearing and seeing all this

Mavi denize akan o simsiyah pislikten Of the pitch-black filth flowing into the
blue sea

Yeter artik yeter! Yeter artik yeter! Enough is enough! Enough is enough!

Bu pisligi yapan, artik sen You who’s making this filth

Artik sen geber! Now it’s your turn to die!

Verse 3
[Dr. Fuchs]
Iskeleden uzaklasan bir gemi A ship pulling away from the dock

[Ceza]
Hatirlatir bana mazide kalan gilinlerimi Reminds me of the days left in the past

[Dr. Fuchs]
Gordiigim su mavi deniz ufkumu
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aydinlatir

[Ceza]

Ucup giden bir mart1 yitirdiklerimi A seagull flying away [reminds me of | the
Bos sokaklar kimisinin dostu oldu The empty streets are friends for some
Kimisi de buldu ayn1 sokaklarda sonunu But some found their end in these same

[Dr. Fuchs]
Sokak ¢ocuklar1 kapanmaz yara Street children are a wound that never heals

[Dr. Fuchs & Ceza]
Her yer beton oldu her yer kara Every place has become concrete, everywhere

[Ceza]

Nerede Sultan Ahmet, Ortakdy, Beykoz Where are Sultan Ahmet, Ortakdy, Beykoz
Uskiidar, Emirgan, Camlica, Hali¢ Uskiidar, Emirgan, Camlica, Halig?

Anlatmis zamaninda neyi istedigimi He explained what I wanted in his time

Kapal1 gozleriyle Orhan Veli With his eyes closed, Orhan Veli

[Dr. Fuchs]

Ugruna gemiler yiiriitiildii karadan For its [Istanbul’s] sake the ships were carried
Bosuna m yatiyor altinda sitheda Are Turkey’s martyrs lying under the Earth
Hatirlamigsindir benim kara topragimi You remember my black earth

[Dr. Fuchs & Ceza]
Istanbul'u dinliyorum goézlerim kapali I am listening to Istanbul, my eyes closed
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8.4.4 Ceza- “Yerli Plaka”

yiikselen ben degilim bak asansdr, sayet beni ugarken gordiiysen senin goziin kor, pesimde
onlarca yalaka sahte post var,

eninde sonunda yalniz birakan o dostlar, bir bakayim derken s6yle, ben icine girdim dyle,
bu ortam iste boyle, bu nasil i sdyle, ipi kopmus alemin, ¢ivisi ¢ikmis dillerin, inadim inat
giderim tersine dilim fenerim, yol uzun ve pek dikenli ¢cok uzun lan ben tiikkendim,
yoksunum bicare kimi zamanda yalnizim, avare gezdim bak ne hale geldim, kim nasil
baktiysa 0yle gordii ben buyum, nokta koyduk bitti, her bir yandan ¢ektiler su etime sapli
kancalari, ve her giin engel ektiler belli var bir korkulari, bu yerli plaka korkutur, herkes
sanar dengimdir, kimse bilmez ancak ceza nefretten de eskidir.

nakarat

Oyle dar bir yerdeyim ki diinyam bek kii¢iildii, tek bir yanlis cok goziiktii geldigim yer hep
giiriiltii, pek sikint1 ¢ekti millet sabreden kazandi, benimle raks edenlerin kaginda var
ylirek, bir ¢ok cakal rap’in onilinde tek bilek, bircok kanal tarafli yazdi gazeteler yalan, ve
cok samimim dostlarimda var, en 6nemlisiyse biliyorum ki yiikselen ben degilim alcalan
duvarlar sadece ve sadece, ¢ok fazla dikkat ¢ektik bu taktik degildi, gene de kapladi
herkesi panik, buna tanik olan her geng tarihi yazsin, bir ise yaramazsa bu durur en alt
katta, bir bakmigsin teker teker dokiilmiis tiim dostlar, ne ad nede sanin kalir ve unutulur
gidersin, ylikselirken ekmek yerken, yere diiserken sagmalarsin, hi¢ stiren yok suyun 1sind1
giines dogdu kuyu kazilmaz.

nakarat

dort koldan taciz ¢ok belli bariz, makas alir kizlar yanaktan erkeklerse diss, farklilasma
cabasi igine girdi herkes,

ghettolarda bile mohikan var oglum, her bir kafada farkli ses, farkli vizyon her sokakta
yukselir duvarlar, yabanci marka giydi her kesimden muhalefetler, ellerinde bos bir defter
yazildi ayn1 seyler, daim kullanildi ayni renkler anlagilmaz bos resimler, dmiirde belli
inecegin o katta,

diisecegiz birlikte belki sanma kurtulus var, kader bu belli olmaz kag¢ip gider yanindan
herkes,

zaten biz birer hiciz sayet bu boyle olmasaydi1 unutulur muydu o eski sesler, bulut olursa
yagmur beklenir giinesli glinler ¢ok yakin, ve riizgarim hep esti, kisa bir not sazin i¢inde
seytan yok, 77 Uskiidar yani bu plaka yerli...

nakarat
plaka yerli bak, sirt1 terli ¢ok ve basi dertli vah, eski hali yok,
ne olacak, yiikselen ben degilim al¢alan duvarlar.



8.4.5 Ceza- “Rapstar”
Translated by Cigdem Akbay and Bora Celiker

Tiirk lokumundan yer misin bu rapstarin derbisi ve de hi¢

kan akitmaz, mermisi

Would you like to eat Turkish delight? This is rap star’s derby and its bullet won’t make
you bleed.

Beni gorebilecek misin abisi herkes piyasada bir ben eksik

bir pop stardan da neyim eksik

Are you going to be able to see me bro? Everyone’s available in the market except for me,
what do the pop stars have that I don’t?

Sizi bilmem bence fazlam akildir hadi kalk ta bak lan nerede

kald1 bak nam

I don’t know about you but the way I see it ’'m smarter than them, get up and look bro,
where are they now?

Sohret ve san dersi olmaz sira herkese gelecek gibi dnce mikrofonu

tutmay1 6grenmeli bunu bilmeli

There is no lesson for fame and glory; it’s as if everyone will make it but they have to first
learn and know how to hold the microphone

Herkes bir sey zannetmeli seni beni deli gibi gorebilir ama
yenemezsin
Everyone thinks you are someone; you may think that I’m crazy, but you can’t defeat me

Bana geri donebilir ama gidemezsin ben pabuc¢ birakmam
You may come back to me but you can’t leave me, [ won’t give up

Eger ben bir rapstar'sam limuzin bol para siiper modeller hem popiiler hem
sansasyonel hm bos ver abi kalsin, hm

What if I was a rapstar with limousines, lots of money, supermodels, all popular and
sensational; hmm, forget it bro I’ll pass, hmm...

Tyi ki bir popstar olmadin birdenbire kendini bozacaktin

Icki simirsiz etmis arsiz bunu ben bilemem sen bulacaksin

It’s good that you didn’t become a pop star, all of the sudden you were going to ruin
yourself. Drinking without limits, uncontrollably, I wouldn’t know about that, you are to
find out the consequences for yourself

Her biri birbiri ardina hirgiir vir vir her giin
dayanamadim

I couldn’t put up with the nonsense gossip day after day

Eskiden erkekmis tantyamadim, siz bize getirin biz
karalayalim
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He used to be a man, I couldn’t recognize him, bring him to us and we’ll destroy him

Dikkat et bu rapin fash mikrop kapma dilim pash

Patlak klublar beni kast1 bu ¢atlak seslere suikastti bu...

Beware of this rap episode, don’t get infected my tongue is rusty

Burned out clubs made me clench, it’s the assassination of these cracked voices

Nakarat
Chorus

Hala meclisim ala ben bulamiyorum hi¢c mana ala olan bu

raptir bu duydugun rapte tekdir

My congress is still in tact, I’m not finding any meaning; this rap is what is good, what
you’re hearing is unique in rap

Anlamadiysan yuh sana bu sesle bence git ve top sektir

Mecazi anlamlar kotektir nam 1 diger ben Ceza.

If you didn’t understand shame on you, take your voice and then go ricochet your ball
Innuendos are a beating a.k.a. Ceza.

Benim iistiime gelmeyin artik yeni bilim olacak hiphop

Bunu gormezden geleceksen eksenin etrafinda don sen

Don’t pressure me anymore hip-hop will be the new science from now on
If you’re going to ignore this just keep spinning in your own orbit

Dengen bozulur sersem yere serilecek her flowunuz aynen yengen
You’ll lose your balance you idiot; your flows are going down to the ground just the same

Televizyon dizi karakterleri mi adam edecek bizleri
Will the television series characters make better men out of us?

Roketle atmadilar beni dogustan bir yildizdim basamaklar tek tek ¢iktim
They didn’t launch me like a rocket, I was born a star but I climbed the path step by step

Umurumda degil ki star olmak basin bak bu yeni basim
I don’t care to be star, hey press this is the new outlet

Yeni bir nazim becerebilen cok yok ¢ok detone ve ¢ok fazla cover var sorsan isi bilen
onlar anirmakla rap yada rock olmaz

This is a new type of poetry, there aren’t many who can pull it off; many sing out of tune
and there are many covers; if you ask them they are the ones who know the business,
braying can’t be rap or rock

Yapilan hatalara hep bir ort pas en korktugumdu benim
O ii¢ faz ve tek pasla yenebilen bir cambazdim her yalana
bak bu goniil inanmaz...
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The mistakes made are always covered up; those three phases were the ones I feared the
most and I was an acrobat that could defeat with one pass; look, this soul won’t believe
every lie

Nakarat
Chorus

Hala meclisim ala ben bulamiyorum hi¢ mana ala olan bu

raptir bu duydugun rapte tekdir

My congress is still in tact, I’m not finding any meaning;, this rap is what is good, what
you’re hearing is unique in rap

Anlamadiysan yuh sana bu sesle bence git ve top sektir

Mecazi anlamlar kotektir nam 1 diger ben ceza.

If you didn’t understand shame on you, take your voice and go ricochet your ball
Innuendos are a beating a.k.a. Ceza.
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8.4.6 Ceza- “Ben Aglamazken”

Ben aglamazken agildi perde diistii maskem

ve aglamazken dert iisiistii, oldu mesken bana diinya

Zevk i sefa i¢inde kaldim her zaman ben

mengenem bu evren her zaman dar

Her haliikarda kara gectim her zaman giilen ben oldum
asla bakmadim ki arkama ben emri verdim onlar yaptilar silahla
kimde para var anne onunla giildiim

emme mezara girdim 6nce akillandim sand1 nafile

Fayda sizmazken her sey karardi tarlalar

Sarayda kaldi naralar

Degerli oldu magaralar

Geng yasta géz yuman bu yasama ikinci hak yok

Yas siir1 yok Karaca Ahmet kapida bekler rahmet ¢ok
Cogumuz a¢ ve cogumuz tok

on binlerce folk ihanet etti ademe

Ciimle aleme bu rapte isyanim var med cezir var

Ey ademoglu nefsimiz koreldi

Toz pembe bakmadik diinyaya ve ecel uykudayken geldi...

Resmedil ve resmol

kansiz rap bu tek yol gordiigiim bu her sey hep rol
Varsa yoksa petrol

kaybeder her despot

Underground da yektik hem efekttik

renkli dilnyamizda yok giines kaybettik

Bu hastaliklar epidemik mikropsa diplomali bir program
iste problem burada akademik hologram

Kag kilogram edebilir bu progressive deneyler

hadi oradan andimiz mi vardi karl1 yoldan gegmeyi biz segmedik
bu buzlar eriyecektir elbet

bir giin gelir savaslar ayni tablolarda aglatir

diken ve giil ¢ok aglamis bu diinya bahgesinde

daglanir bu gozler baris yalan savassa gercek

savasma gerzek anlagmis herkes

dayanmis hanger kafanda mavzer

onilinde panzer mezarsa mahzen

felaketi bir bilsen istemezdin

erken vakit gelir melek alir cani ben aglamazken...

Ben aglamazken acildi perde diistii maskem ve aglamazken
herkes iizgilin herkes elden bir sey gelir diye ssss bekleyisler
haremde curcunam ¢ok hadi nas ben aglamazken...



8.4.7 Ceza -“Bu Sehir” feat. Candan
Ercetin

(Candan Ergetin)

Bu sehir insana tuzak kuruyor
Bu sehir insani uzak kiliyor
Bu sehir insani hayli yoruyor
Bu sehir insani hep kandiriyor

(Ceza)

Senin i¢in yazilmis her siir bu bedenin
olsa keske

Bak bir 6mrii verecegim iste

Bu sehir benim bir demir atmis ki
gonliim yosun tutmus

Limanda kalmis topraginda servetim var
Anilarim ¢ocuklugum ve gelecegim
Baglamis elimi kolumu

Ne kadar uzaga gitsem de kopamadim
Ne kadar yakinsam ona

Ben o kadar uzagim ondan

Her taraf tuzak her bir yer yalan
Tutulmamus ki hi¢bir s6z

Hep yalan dolan var

(Candan Ergetin)

Bu sehir insana tuzak kuruyor
Bu sehir insani uzak kiliyor
Bu sehir insani hayli yoruyor
Bu sehir insani hep kandirtyor

(Ceza)

Gel bu sehrin havasi bdyle kalsin
Aynalar yalancidir

Bu sehrin dort bir yaninda ayna var
alimlidir

Bir kandirir ki anlamazsin

Verilen sozler unutulur

Belki yarina umut olur

Fakat bu sehir unutturur

Bazen hatirlatir ve aglatir glildiirtir
Bir giin yasarken bir giin 6ldiirtir
Bir tiirkiidiir bu duydugun senin i¢in
Dikenli giil ve yasanacak bir giindiir
Bu sehirde dogdum bu sehirde sondiim

(Candan Ergetin)
Gel biz sehrin havasina hi¢ uymayalim
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Birbirimize verdigimiz sdzlerin hepsini
tutalim

Bir de sehirli tiirkii tutturup karsilikli
seninle

Sehre inat dert {istiine dert koymayalim
ayrilmayalim

(Ceza)

Goniil bir baglanmis ki sorma

Her giinesli giin ve her yildizli geceyi
0zler o da bizim gibi

Kardesiz biz sanki, yagmuruyla 1slanan
agac gibi

Kokiinden bagli kopmaz, 6ziimdiir o
bilinmez

S6ziim var and i¢ilmis bir giinde dort
mevsimmis

Bu sehir benim ve bu sehir bizimmis anla
Pes etmedik umutla yiiriidiik iste her giin
ayni yolda

Birakmam, terk etmem ben gitmem bu
sehirden...

Bazen hatirlatir ve aglattir gtildiirtir

Bir gun yasarken bir gun oldurur

Bir tiirkiidiir bu duydugun senin i¢in
Dikenli giil ve yasanacak bir giindiir

Bu sehirde dogdum bu sehirde sondum
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8.4.8 Fuat- “5-0”

Oynadigini goriirsem sikidim sikidim,

omurgani tutar viicudundan ayiririm (gatir gatir!)
evet iyi bildin yine ben,

asan kesen, ham yapip yutan!

yat yere lan! a/k/a 47 bende

islik gibi 6ter kursun simdi ¢enende.

gordiikce beynime kan si¢riyor;

herif 1 ay i¢inde 1 milyon kaset satiyor
memlekette bu kadar dert varken,

problemleri ki¢ kivirtarak m1 ¢ozeceksin?
gebereceksin seni ben yakalarsam

BONOBO larin cehennemini tadacaksin!
yaptigin sarkilar bari bi boka benzese,
bahgelerde maydanoz osur osur diz ipe!

her seye ragmen pagozlar doniip durur etrafinda pervane olurlar,
senden nefret edenler artik yalniz degiller
cuvaldiz bana, seni zipkin deler

Fuat dinlemez hepinizi kum gibi eler,

naaber, motha fuckeeee!!!

Hadi uyanin potansiyeli goriin,

ici bos kiiltiiriiniizle yatacaginiz yerlerin
gerceklerin somutlastigi zemin, benim,
Allah'm litufundan 26 mega bayt yerin!
karsima ¢ikan duvarlar yetmezmis gibi
cikletten ¢ikarcasina simdide sen ¢iktin
siktin, iizdiin bi ¢uval inciri bok ettin

60 milyona ben simdi nasil izah edeyim?
walkmandeki piller gibi degisti ruhun,
kalmadi ne yurtta ne cihanda sulhun

uydu mu Cafer? uymasa da kodum kodum!
kim? onu Cahit bilir oglum

nerede insan kiligina girmislerin goziinde
bas git! hiphopun zerresi yok 6zlinde
binaenaleyh buzluktaki bir buz kadar sicaksin
birak ta 16 delikten aksin!

yansin biitiin ge¢misin, alsin seni Allah'in
sonugta onlar kendine kalsin

giinesi batidan doguranin bugiin,

anan aglar riizgarda ugusur kiiliin!!!



8.4.9 Sagopa Kajmer- “Degisebilir heran adres”

[ Dj Funky C Verse ] Yo! It’s time to play the fair game!
Not the fuckin' take the shit away from my man game! It’s
time to give it up for what you earn game, What you get
game, give your game your own name, It doesn’t have to be
the same! Patience, effort, hard work and dedication, Yo
give it your all can’t get no recognition! When will
someone realize and analize? Instead of all the people
always tryin' to dramatize. The situation at hand, every

day people livin' it alive. A man his wife his child only
tryin' to survive, In a world of pollution, inflation,
radiation, population, The corrupt

politician......... Check out the situation! Everyman on

his own, yo!yo! so go for what ya know Yo! What the fuck
you lookin' for? If ya ain't found it yet, then don't look no
more! Just walk out the door, don't come round here no
more!

[ Sagopa Verse ] Kumar degil kader, firar ederse
derbeder, ¢ekip vurur melekler, dyle ter bosandi ki yiiziim
yanar yeter, yerle bir kader, serzeniste giiller, artik

sevgi yok mu?der ¢aresizce kalpler. Saki bos kadehler
haydi doldur! Esefle kinamadir rapim, fasih, dekolte
konusurum, yolumdur énlime konulan;yiirtiriim,goriiriim,
soverim, severim. Dort meziirde anlatir beni karamsar
liriklerim (rap-rap) Ben raperken orada donabilir
iliklerin, 6lebilir iimitlerin ve belki kinle bakabilirsin
adima kiifredip beni de defnedebilirsin, orada gergegin
gorlintiisiiyle yiizlesemeyecek kadar cebin de olabilirsin,
neyse ne, tek bir mikrofon gerekir(tek) ben sdylerim ve
sen dinlersin. Hicviye naziri Sago, evi timarli hastanede
sifay1 dagitir ve mis kokulu yalanlarin diis vakti geldi
ama evde sular kesik. Zora diigsmiis hayallerimin kirildi
bacaklari, sancilar1 gézlerim kapatti, yastigim 1slanirken
1sligim ¢agirdi revanimi. Hazan umursamadi yapraklari
katletti alayini. COpgii oldu rlizgarim esti gecti
goremedin. 2003 adet bosa harcanmis senenin 25°lik
delikanlis1 ben, nacizane kalem susatan adamin adidir,
Sagopa’dir, bu ressam anlatir resimleriyle tek ¢izikte
diinya yaratir,anla!... [ Koro ] degisebilir her an adres,
kovala bu riizgari,ses bedeninde, yes iyi bildin Sago
herkesi temsil rapinde sen kafes ve gafil.

104



105

8.4.10 Nil Karaibrahimgil — “Peri” feat. Ayben

Translated by Thomas Solomon

O beni prenses peri santyor
Ne hata yapsam geri sartyor
Mitolojiden biri santyor
Bendeki de sa¢ o tag goriiyor

Her bi gidisim giinesin batis1
Cigekler boceklerdir hep arkadasi
Sarilirsam eger kalbi duracak

Bir giin gidersem bilmez napicak
what he’ll do

Nakarat

Hollywood kizlar1 hepsi hikaye

Benim gibi var mi1 gosterin bir tane
Higbir sey yapmasam da tarih beni yazar
down in history

Takilip diisersem olacak o da nazar
think it’s the evil eye

Nakarat

[Ayben:]

Askin gozii kordiir oysa sakat
Kalbini hep kirarim sakatat

Ben de karizma yerle bir fakat
Ben her sey degilim

Oglum kontak kuramadi

Hata m1 takmadi

Kirild1 kagmadi

Kralige ben degilim anlamadi
Basina tag etti

Kirmizi halilar1 hak etmiyorum

Bu taci geri al

Miikemmel degilim ne de bir ¢igek
Ben incinmem korkma hepsi bitecek
will be over

Nazar boncuklarini al, bi 6liicem
someday

Afrodit ben degilim bu bir gergek
Taht1 istemedim geri yolla bi zahmet
trouble

Ben geg kalirim bekle bir miiddet
Ellerim bile ¢irkin benim

Ben iyisi degilim bunu hazmet

He thinks I’'m a princess, a fairy
Whatever mistake I make, he rewinds it
He thinks I’'m someone out of mythology
And the hair on my head, he sees a crown

Every time I go, it’s the sunset
The flowers and the bugs are his friends
If I hug him his heart will stop
If I go away some day, he doesn’t know

The Hollywood girls are just a story
Is there any like me? Just show one
Even if I do nothing, my name will go

If I get tangled up and fall, he'll just

Love is blind but he is handicapped

I always break your heart and guts

I have all of this charisma but

I’'m not everything

My boy could not establish contact

He didn’t mind my mistake

His heart was broken, he didn't run away
He doesn’t understand, I’'m not a queen
He made a crown for my head

I don’t deserve red carpets

Take this crown back

I’m not fabulous, nor am I a flower

I won’t be hurt, don’t be afraid, everything

Take away the protection charms, I’1l die

I’'m not a goddess, this is true
I don’t want the throne, send it back, it’s

I’1l be late, wait a while
Even my hands are ugly
I’m not the good one, digest this
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Nakarat

Ayben: sihirli bir giizelligim yok o beni
Nil: peri santyor

Ayben: hangi hatay1 yapsam silip yine
and ...

Nil: geri sartyor

Ayben: kalbini kirsam da beni kusursuz
Nil: biri santyor

Bende ki de sag o tag goriiyor ..

Ne esprilerim komik ne dogru dediklerim
isn't true

Bu sarkiy1 yazdim dahi miyim neyim?

I have no enchanting beauty, he ...
... thinks I’'m a fairy
Whatever mistake I make, again he erases it

... rewinds it

Even if I break his heart, a faultless ...

... one he thinks [ am

And the hair on my head, he sees a crown
My jokes are not funny, and I what I say

I wrote this song, am I a genius or what?



8.5 All Released Turkish Hip-Hop
Albums
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CIKMIS TUM TURKGCE
RAP ALBUMLERI
(Yazan: Turbo)

Osmanh imparatorlugu - 24 Ayar Altin
(Underground)

A.U.R.P - 3. Boyut (Underground)
Sert Miislimanlar - Ayyildiz
Yikilmayacak (Ozdiyar Miizik)

Umut Ertek - Adim Adim Tiirk Rap
(Kanbay Muzik)

Umut Ertek - Aksamdan Kaldim
(Hammer Mizik)

Karakan - Al Sana Karakan (Nese Muzik)
Mastika - Alt Tabaka (Underground)
Altin Vurus (Zihni Mizik)

ince Efe - Anilar (Underground)
Nefret - Meclis i Ala (Hammer Muzik)
Nefret - Anahtar (Hammer Mizik)
Buldozer - Asil Adim Hiphop (Erdal
Mizik)

In T Come - Avrupali (Underground)
Azra - Azrabesk (Underground)

Le Cadro - Bizden Soylemesi (Devran
Miizik)

Cartel - Cartel (Sony Columbia)

Peter Maffay & Cartel - Cartel’ le
Maffay (BMG)

Killa Hakan - Cakallar (Roughmix)
Rapor 2 - Ciz (Zihni Mizik)

Sultana - Cerkez Kizi (Doublemoon)
Mic Force - Fuck You Skin (Underground)
S.0.S - Dayan Bekle (Ada Mizik)
Digitalmix Compilation (Hammer Mizik)
Sert Miislimanlar - Dikkat Dikkat
(Ozdiyar Mizik)

Looptown - Turkish Hiphop '94
(Looptown)

Sagopa Kajmer - Diisiinen Ceset
(Hammer Mizik)

Sert Miisliimanlar - Dénelim Vatana
(Ozdiyar Miizik)

Aziza A - Es Ist Zeit (Epsilon Records)
Fettfleck Sampler Volume 1
(Underground)

Dj Mahmut & Murat G - Garip Diinya
(Kod Muzik)

Fresh B - Gergek Kal (Universal)
Barikat - Glinesin Cocuklari (Zihni
Mizik)

KWB - Halay (Anadolu Muzik)

Fuat - Her Ayin Elemani

Fuat - Hassickdir 1

Fuat - Hassickdir 2

Fuat - Hassickdir 3

Hiphop Menii 1 (Zihni Mizik)

Hiphop Menii 2 (Zihni Miizik)

Silahsiz Kuvvet - Ihtiyar Heyeti
(Hammer Mizik)

Mic Force - It Ain't Over (Underground)
Aziza A - Kendi Diinyam (Doublemoon)

Makale - Kingztanbul (Barbaritti)
Hedef 12 - Kral Ciplak (Zihni Mizik)
Dumanyak - Krallar Yeraltinda Yasar
(Underground)

Kara Ofke - Kara Ofke (Hammer Mizik)
Volkan - Lava (Looptown)

Nefret - Meclis-i Ala (Hammer Mizik)
Miifreze - Mechul Sistem (Underground)
Ceza - Rapstar (Hammer Muzik)

Ceza - Med Cezir (Hammer Mizik)
Ayben- I-Ben (Underground)

Ondaon - Nakavt (Zihni Muzik)

De Lee Khan - Niir Fiir Ebeni
(Underground)

Cribb 199 - No Panic No Stress (Emi)
Sert Miisliimanlar - Orhanca (Ozdiyar
Muizik)

Mc Ender - Param Olacak (Tempo Miizik)
Raprotokol (Zihni Mizik)

Maho B - Hedef 12, Rapor 2 ve Simdi ...
(Zihni Muzik)

S.0.S - Self Servis (Zihni Mizik)

Sirr G - Senin Degerlerin (Underground)
Rapor 2 - Sonun Geldi (Zihni Geldi)
Silahsiz Kuvvet - S6zlerim Silahim
(Hammer Muzik)

Bomba - Sokaklar Diinyasi
(Underground)

Erci E - Sohbet (Raks Mizik)

10L - Tabut Oyunu (Umut Mizik)
Hedef 12 - Tam Isabet (Ada Miizik)
Tiirk Rap Ussii (Zihni Miizik)
Uyusturucuya Dur Diyen Yok
(Underground)

Underaposse (Umut Mizik)

Nefret, Statik, Ses, Yener - Vatan
(Underground)

Bir Baska Melodi - Tiirk Milleti

TCA Mic Mafia - Vendetta (Ada Mizik)
Yeralti Operasyonu 1 (Kod Mizik)
Yeralti Operasyonu 2 (Universal)
Lewo - Hani Nerdeler (Zihni Mizik)
Narkotik - Beyaz Karanhk (Hammer

Miizik)

Barikat - Hava, Su, Toprak ve Ates
(Emi)

Ondaon - Ondaon' u Anlamak (Hammer
Muizik)

5 Karis - Buna Alis (Hammer Muzik)

Mode XL - Altin Jak (Hammer Miizik)
Sultan Tung - Saygideger Sarkilar

(Arma)

Ogeday - Rapturka (Ulus Miizik)

Dj Mahmut - Mixtape (Kod Mizik)



8.6 Turkish Hip-Hop Album Covers
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8.7 Turbo’s “History of Turkish
Rap™
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HISTORY OF TURKISH RAP
By Turbo

Tiirkce Rap'in Hikayesi (1)

90’larin ortasindaki saman alevini andirir Cartel olayini saymazsak, rap miizik Tiirkiye’de
son bir iki y1l harig, hi¢cbir zaman biiyiik kitlelerin karsisina ¢ikmadi! Ama rap, 90’1
yillarin basindan itibaren Tiirkiye’ye, 6zellikle Almanya’da yasayan gurbetgilerin
cocuklari lizerinden girmeye baslamisti bile. Bu yazi dizisinde tarihinin biiyiik bir kismi
yeraltinda yazilan Tiirk¢e rap’in hikayesini sizlerle paylasacagiz...

Oncelikle herkesin merak ettigi bir soruyla baslayalim. Yasal olarak piyasaya ¢ikan ilk
Tiirkge sozlIi rap parcasi neydi ve kime aitti? Cevap, King Size Terror grubunun 1991
tarihli ‘The Word is Subversion’ alblimiinde yer alan ‘Bir Yabancinin Hayat1’ adli sarki.
Par¢a, Almanya’da yasayan Tiirklerin sorunlarini anlatiyordu.

Zaten ‘The Word is Subversion’ albiimiiniin genelinde yabanc1 diismanligina ve
Almanya’da uygulanan politikalara kars1 bir tavir vardi. Parcay1 Karakan grubundan
tanidigimiz Alper A. yazmisti. King Size Terror adiyla Almanya’nin Niirnberg sehrinde
miizik hayatim siirdiiren Alper A. baslarda hep Ingilizce sozler yazmus, ‘Bir Yabancinin
Hayatr’ ile Tiirkgeye gecis yapmusti.

AKSAK RITIMLERDEKIiI TURK MELODILER

Tiirkge rap’in temelleri Almanya’da yasayan Tiirkler tarafindan atildi. O dénem Berlin’de
Ingilizce rap yaparak bircok konsere ¢ikan ve Almanya’daki aziligin sesi olan Islamic
Force, bugiinkii Tiirk¢e rap sound’una yakin ¢alismalar yapiyordu.

1992 yilinda ¢ikardiklar1 ‘My Melody’ isimli single’lar1 ile hala Alman rap tarihinde bir
donemin baslangici olarak goriilmekteler. Islamic Force, Boe B, Dj Cut’em T ve Dj
Derezon’dan olugmaktaydi. Grup, 1993 yilinda bir de EP yayinladi. Bu ¢aligmalarin hepsi
Ingilizceydi ve format: ise Bir Yabancinin Hayat1 gibi plakti.

1993 yilinda Almanya’nin taninmig bagimsiz miizik sirketi Mzee’den ¢ikan ‘Alte Schule’
isimli toplamada, Heidelbergli Advenced Chemistry ekibinden Boulevard Bou, sozleri
Almanca bir parga ile toplamaya katildi.

Parcanin alt yapis1 tamamen Tiirkge sample’larla yapilmisti. Bir yil sonra Boulevard Bou
bu kez Advenced Chemistry’nin ‘Operation Artikel 3’ adli pargasinda Tiirkge bir boliim
sOyledi.

1994’te Frankfurt’un sayili underground gruplarindan sayilan Asiatic Warriors ‘Told Ya’
isimli ilk albiimiinii yayinladi.

Hem plak, hem CD olarak yayinlanan albiimde yer alan ‘Life is a Fight’, Tiirk¢e rap

tarihinin 6nemli pargalarindan oldu. Ciinkii par¢ada daha sonra Intikam grubunu kuran
MC’lerden Savas, Tiirkce bir boliim soyledi.
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Almanya’nin ii¢ farkli noktasindan baslayan Tiirkce Rap hareketi ileride ¢ok biiyiiyecek
bir tiiriin ilk habercisiydi. Tiirk¢e pop, arabesk ve tiirkiilerden alinan melodi sample’lar1
bir anda Almanya’da yasayan Tiirk genglerinin gézdesi oldu.

1994 yilinda Almanya’nin Wiesbaden sehrinden Micforce adli grup ‘Britkore’ diye tabir
edilen, dzellikle Public Enemy nin yolundan giden ingiliz gruplarmin yaptig tiire yakin
pargalar piyasaya siirdii. ‘Fuck You Skin’ adl1 single sarkilar1 ile dikkatleri {izerine ¢eken
grup, daha sonra ‘It Ain’t Over’ isimli EP’lerinde yeralan ‘Selam’ ile mars gibi bir ise
imza att1. Sozler Ingilizce olmasina ragmen aralarda Tiirkge kelime ve ciimlelerin gegmesi
yliziinden Micforce su anda miizik yapmay1 birakmig olsa da bilinen ve takdir edilen bir
grup oldu.

TURK BAKKALINDA SINGLE SATISI

1994’te yine bir ilk gerceklesti ve tamami Tiirkge olan ilk albiim Frankfurt’ta yayinlandi.
Kendi plak sirketleri Looptown’1 kuran Dj Mahmut, Volkan T, Murat G ve Kmr ilk
albiimleri ‘Looptown presents Turkish Hiphop’1 piyasaya siirdii.

Albiimdeki 12 parganin neredeyse hepsi Tiirkgeydi. Bir Tiirkge rap ustasi olan DJ
Mahmut, tiim pargalarin altyapisini hazirladi. Sosyal mesajlar igeren albiim Tiirkce rap
diinyasinin kilometre taglarindandir. Ayni y1l King Size Terror grubu ‘Ultimatum’ isimli
albiimiinii piyasaya siirdii. ‘Defol Dazlak’ ve ‘Cehenneme Hosgeldin’ adlarini tagiyan iki
Tiirk parca, ezilen Tiirk genglerinin Almanya’ya verdigi mesaj oldu. Bu albiimde ilk kez
Karakan adiyla da karsilagiyoruz.

Tiirkge sozlii rap pargalar ‘King Size Terror Feat. Karakan’ adiyla lanse edilmistir.
Almanya’da Tiirklerin evlerinin dazlaklar tarafindan yakildigi donemlerde ‘Defol Dazlak’
Tiirk gengleri arasinda bir mars haline gelmisti. Sadece Tiirk bakkallarinda yapilan single
satis1 ile iyi bir ticari basar1 yakalandi. Bu alblim, King Size Terror albiimiinden farkli
olarak sadece CD olarak basildi.

CARTEL 1 NUMARA TURKIYE’NIN YILDIZI

1995 yilinda Berlin’de Cartel’in temelleri atildi. Almanya’nin Kiel kentinden eski bir
breakdance grubu olan DCP (Cinayi Sebeke), Niirnberg’den Tiirkce rap ustalar1 Karakan
ve Berlin’den Erci E. devrim yaratacak proje i¢in biraraya geldi. Cartel, MTV’de
yayinlanan bir haber sayesinde Tiirkiye’de de duyuldu.

Kapitisonlu kizgin bakan ‘kan kardes’ gencler ilk anda yadirgansa da bir anda medyanin
gozdesi haline geldi. Yurtdiginda Polygram etiketiyle basilan albiimiin Tiirkiye’ye
lisanslanmasiyla burada da Cartel ¢i1lginlig1 baslamis oldu. Milyona yakin bir satis grafigi
cizen Cartel bir anda Tiirkiye’nin yildiz1 oldu. Gazete kdselerine kadar ulasan yorumlara
sebep oldu.

1996°da Tiirkiye’de yapilmus ilk bandrollii rap albiimii ¢ikt1. Isin ilginci bunu Gemlikli bir
grubun yapmasiydi. Hedef 12, Ada Miizik’ten ‘Tam Isabet’ isimli albiimiiyle adini
duyurdu. Ardindan Almanya’nin K&ln sehrinde yasayan TCA Microphone Mafia da
‘Vendetta’ isimli albiimiiyle sinirli bir kitleye seslendi.
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1997 yilinda Erci E, Cartel’den ¢ikan ilk solo sanatc1 olarak ilk albiimii ‘Sohbet’i ¢ikardi.
Kisa bir siire sonra Karakan ‘Al Sana Karakan’ adli alblimiinii yayinladi. Albiim, 45 binlik
bir satisa ulasti. Ozellikle Erkin Koray sample’l1 ‘Yagmur’ parcasina cekilen klip oldukca
begenildi.

1997°de Berlin Kreuzberg’den Islamic Force’un, tamami Tiirkge sozlii ilk albiimii ‘Mesa;j’
Almanya’da piyasaya siiriildii. Albiimde bir de yeni yildiz vardi. Killa Hakan gerek
sozleri, gerek stili ile bir anda parladi. Temmuzda Turbo’nun (Statik, S2K) Blue Jean
Dergisi i¢in hiphop sayfalar1 hazirlamaya baslamasi, Tiirkiye’de rap gruplarinin bir araya
toplanmasina sebep oldu.

Blue Jean bir anda Tiirkiye’de yapilan organizasyonlarin, konserlerin ve gruplarin
duyuruldugu bir platform haline geldi.

1998 yilinda piyasa yavas yavas canlanmaya basladi. Hedef 12°den Maho B, yanina
Ozzy’i de alarak ‘Rapor 2’ isimli grubu kurdu. Rapor 2 o yillarda bir ilki gerceklestirerek
albiimden ‘Ciz’ isimli parcay1 single olarak yayinladi. Radical Noise grubu ile yapilan
diiet, su ana kadar yapilmis en iyi Tiirk¢ce Rap/Rock crossover’1 olarak tarihe gecti.
Frankfurt’tan Dj Mahmut ve Murat G ikinci albiimleri ‘Garip Diinya’y1 piyasaya ¢ikardi.
Albtlim, farkli sound’uyla elestirmenlerden tam not aldi. Bu albiimden sonra Dj Mahmut,
Looptown’1 kapatma karar1 ald1 ve Murat G ile yollarini ayirdi.

1999°da Tiirkge rap tarihinde bir kilometre tas1 olan “Yeralti Operasyonu’ raflardaki yerini
aldi.

Hazirlayan: Tun¢ DINDAS
Kaynak: Hiirriyet gazetesi/Kelebek eki

Tiirk¢e Rap'in Hikayesi (2)

Amerika’da yasayan Sultana, ‘Cerkez Kiz1’ isimli ¢ikis albiimii ile bir anda miizik
piyasasinda bomba etkisi yaratt1. Ilk klibi ‘Kusu Kalkmaz’ yasaklanan ve medyada en ¢ok
konusulan isim haline gelen Sultana, medyanin ilgisinden sikilip, plak sirketi ile de bazi
problemler yasayinca, sessiz sedasiz Amerika’ya geri dondii. Blue Jean’in katkilariyla
hazirladigimiz dizinin bugiinkii béliimiinde sadece Sultana’y1 degil, Tiirkge rap’in
diinyadaki etkilerini de bulacaksiniz.

Takvim yapraklar1 1999’u gosterirken Tiirkiye’de yeralt: partileri yapilmaya devam
ediyordu. Bu partilerde sahne alan gruplar1 Turbo bir araya toparladi ve bir toplama albiim
icin ilk adimu atti. Bu toplama albiim, Tiirk¢e rap tarihinin ilk ve en biiyiik toplama albiimii
olarak bir kilometre tas1 oldu. Istanbul’dan Statik, Nefret ve Silahsiz Kuvvet... izmir’den
Yener ve Susturucu. Almanya-Frankfurt’tan Ses grubu alblime pargalari ile katildilar.

Kod Miizik’ten ¢ikan ‘Yeraltt Operasyonu’ bir anda Tiirkge rap severlerin dilinden

diismez oldu. Bu ayn1 zamanda Tiirk¢e rap piyasasina bir¢cok grubu kazandiran bir
caligmaydi. Albiim sadece kaset ve CD formatinda piyasaya siirtildii. 5000’1 asan bir
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satistan sonra albiim tekrar basilmadi ve elden ele kopya olarak dagildi. Ayni yil
Gemlik’ten albiim bombardimani devam ediyordu.

Maho B, askere gitmeden 6nce Hedef 12 ekibini tekrar bir araya toplayip ‘Kral Ciplak’
isimli albiimlerini piyasaya siirdii. Albiim ¢ikisinin gecikmesi ve Maho B’nin askere
gitmesi yiiziinden albiim i¢in hicbir tanitim yapilamadi. Tiirkge rap tarihini anlamak igin
dinlenmesi gereken albiimlerden biri olan ‘Kral Ciplak’ kemik kitle disindaki insanlara
ulastirilamadi. 1999 yilinin sonuna dogru Dj Mahmut, ‘Tiirk¢e Rap Mixtape’i ilk dnce
Almanya-Frankfurt’ta piyasaya siirdii.

CERKEZ KIZI BOMBASI

2000 y1linda biiyiik plak sirketleri Tiirkge rap’in is yapacagini anladilar. Ik énce
Universal’den Fresh B biiyiik bir promosyon ile piyasaya siiriildii. ‘Gergek Kal’ isimli
alblimiine oldukga giizel bir videoklip de ¢eken Fresh B, Fransiz miizik kanali MCM’de
bir¢ok kez yer aldi. Birg¢ok yerli yabanci toplama albiimde pargalari ile de yer alan Fresh
B, daha sonra sadece Nefret’in albiimiinde diiet bir sarki ile konuk oldu ve bir daha
herhangi bir parca ya da alblim ¢ikarmadi.

Ayni giinlerde Tiirk¢e rap’te underground disinda Tiirkiye’de hig alisik olunmayan bir
durum gergeklesti ve Amerika’da yagayan Sultana, ‘Cerkez Kiz1’ isimli ¢ikig albiimii ile
bir anda miizik piyasasinda bomba etkisi yaratti. Sultana’nin ilk klibi ‘Kusu Kalkmaz’
yasaklandi ve bir anda medyada en ¢ok konusulan isim haline geldi.

Ikinci klibi ‘Filosepet’ ile de begeni toplayan Sultana, istanbul’un birgok énemli gece
mekaninda konserler verdi. Ancak medyanin ilgisinden sikilip plak sirketi ile de bazi
problemler yasayinca sessiz sedasiz Amerika’ya geri dondii. Bu yillarda ‘Yeraltt
Operasyonu’nun izinden giden birgok kisi toplama alblimler ¢ikardi.

En 6nemlisi MC Kanun’un ¢ikardigi ‘Altin Vurus’ oldu ve bir¢ok yeni grubun adini
duyurmasini sagladi.

YENER’IN ALBUMU CIKAMADI

Yine bu siralarda Nefret’in ilk albiimii olan ‘Meclis-i Ala Istanbul’ ¢ikt1. Yeralti
Operasyonu’ndaki pargalari ile biiyiik begeni toplayan Nefret, Dr. Fuchs ve Ceza’dan
olusuyordu. Daha albiimleri ¢ikmadan Tiirkiye’ nin her yerinde sahne almislardi.

Konserlerde biitiin pargalar seyircileri tarafindan ezberlenmis, oldukga biiyiik bir kitleleri
olusmustu. ilk albiimlerinde Dj Mahmut’tan da destek alan grup oldukea iyi bir ¢ikis yapt.

Hemen akabinde ise Yeralti Operasyonu sayesinde sesini duyuran Silahsiz Kuvvet, ¢ikis
albiimii olan ‘Sozlerim Silahim’1 piyasaya ¢ikardi. Izmir’den Yener bu yillarda bir plak
sirketi ile anlagma imzalay1p yeni alblimiinii plak sirketine teslim etti. Alblim icin bir de
videoklip ¢ekildi. Kapak tasarimlarina kadar her seyi hazirlanan albiim, plak sirketinin i¢
problemleri yiiziinden basilmasina ragmen dagitilmadi. Bu yilin en aci olayi, efsane Tiirk
MC’lerinden Boe B’nin 2000 yilinda Berlin’de hayata veda etmesiydi.
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TURKIYE-ALMANYA BIRLIKTE

2001 yilinin en 6nemli olay1, Dj Mahmut tarafindan planlanan, Niirnberg ayaginin Kan Ve
Ter grubu, Berlin ayaginin ise Islamic Force tarafindan yapildig: ‘Turkish Hiphop
Movement’ isimli konserler serisidir.

Ik ayag1 27 Ekim 2001°de Niirnberg’te yapilan biiyiik konserde Karakan uzun yillardan
sonra ilk kez kardesi Suikast (Alkim) ile sahne aldi. Bu konserlerin hepsine Tiirkiye’den
sadece Statik katildi. En biiyiik katilimin oldugu Niirnberg’te sirasiyla su gruplar sahne
aldi; Golge, Realite Gurbet¢i, Bomba, Digital Karma Crew, Hi-Rocks, Steryo C.E.M feat
Volkan Bekar, Dj B-Fun, Fuat feat. Stress Sirtlan, Ifade, Statik, De Lee Khan, Kan Ve Ter,
Sindikat, Lisanz, Sihir, Suikast ve Karakan. Ayrica Dj Mahmut, Dj Yesta ve Dj Templer
Dj boliimiinde plaklari ¢evirenlerdi.

28 Ekim’de Frankfurt ayagi yapilan konserde ise Berlin’den Killa Hakan (Islamic Force),
Sirtlan, Azra, Volkan ve Fuat, Kéln’den Microphone Mafia, Mc Spawn, Steryo C.E.M,
Statik ve Kan Ve Ter sahne aldi. 3 Kasim’da ise Berlin’de yapilan konserde Islamic Force
govde gosterisi yapt1 ve milkemmel bir konser verdi.

Ayrica Digital Karma Crew, Steryo C.E.M ve Statik de Berlin’de konser verdi. Dj’lerde
ise Mahmut, Yesta, Templer ve De’Bas izleyiciler i¢in miikkemmel bir sov hazirladi. Daha
once ‘Hassickdir’ adli undergrorund albiimiinii piyasaya siiren ve kendi ¢abasi ile dagitan
Fuat 2001 yilinda ‘Hassickdir ?II” isimli ilk yasal alblimiinii Ypsilon Music’ten ¢ikard.

AZIZA’YA KOTU TANITIM

2001°de Nefret bos durmayarak ikinci alblimleri olan ‘Anahtar’1 piyasaya siirdii. Albiimde
Sirhot, Erci E, Bektas ve Fresh B gibi isimler featuring’leri ile katildilar.

Ayrica Yeralt1 Operasyonu serisinin ikincisi Universal’den piyasaya siiriildii. Bu sefer yeni
c¢ikan gruplarin disinda bu toplama albiimiin bagka bir misyonu daha ortaya ¢ikt.
Yurtdisinda taninan fakat Tiirkiye’de daha albiim ve parga ¢ikarmamis grup ya da
MC’lerin pargalar1 da bu toplamada yer aldi.

Volkan & Mr. L, Killa Hakan, Sirtlan, Gekko ve Sultan Tung bu isimlerdendi. Bu albiim
sayesinde Tiirk¢e rap piyasasi Emir (Speedy Flow), Daragaci, Tatbikat, Karakalp ve
Hakan MC gibi sanatcilar1 tanimis oldu.

Ayni y1l Berlinli bayan MC’miz Aziza A’nin Tiirkiye’deki ilk ¢ikis albiimii ‘Kendi
Diinyam’ Doublemoon etiketiyle piyasaya ¢ikti. Rap sound’una uzak kalan bu ¢alisma,
Tiirkge rap dinleyicileri tarafindan pek begenilmedi. Tanitim konserleri doneminde yagan
siddetli kar yiiziinden Aziza’nin bir¢ok konseri iptal edildi ve iyi bir tanitim yapilamada.

2002’ye geldigimizde ise Ceza bombasi patlamis
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RAP TARIHINDEN KISA KISA

* Almanya’nin en eski rap gruplarindan olan Fresh Familie, 1994 yilinda
yayinladiklar1 ‘Motha Fu*ka’ isimli single’da ilk kez tamami Tiirk¢e olan ‘Tabiat’
isimli parcayi seslendirdi.

* 1996°’da Almanya’da basarih bir c¢ikis yapan ve ilk albiimlerinden sonra dagilan
Cribb 199 hicbir tanitim yapilmadan ‘No Panic No Stress’ isimli albiimlerini
Tiirkiye’de cikartti. Albiimlerinde Tiirkce sozler olsa da cogunlugu Almanca ve
Bosnakc¢aydi. Cribb 199, Tiirkiye’de sadece bir konser verdi.

* Tiirkiye’nin 1997°de Orhanca ile tamidig1 Sert Miisliimanlar, ashinda Almanya
Niirnberg’te yillardir Tiirk¢e rap yapiyordu. Albiimleri Tiirkiye’de 1999’da basildi.
O yillarda su anda ‘9 Canh Canavar’ olarak tamdigimiz Recayi, cezaevinde oldugu
icin albiimlerinin tanitimini yapamada.

* Granit ilk ve tek single’1 ‘Hayat’1 Almanya’da piyasaya siirdii.

* Yeralt1 Operasyonu’nda ilk kez dinledigimiz Ses grubu, 1997°de Asiatic Warriors
toplamasi olan ‘Strength’te yer aldi. Bu albiimde H-Run ve Savas’in grubu Intikam
da bulunuyordu. Albiimiin miizikleri grubun Tiirk DJ’leri olan Combat ve A-Bomb
tarafindan yapildi.

* 1998 yilinda New York’ta yasayan Tiirk MC’lerden olusan ‘Ottoman Empire’ 1998
yilinda kendi plak sirketlerinden ‘24 Ayar Altin’ isimli albiimiinii ¢ikardi. Grup
albiim ya da herhangi bir single piyasaya siirmedi.

* 1998 yilinin en 6nemli olaylarindan birisi de Cartel’in geri doniis ¢abasi oldu. Peter
Maffay’in projesinde yer alan ekipte, eskilerden sadece Erci E vardi. Bektas ve
Hakan bu projeye katilan yeni MC’lerdendi.

* Ankara’dan ilk bandrollii albiim 1998 yilinda MC Ender’den geldi. ‘Param
Olacak’ isimli albiimiinii Raks Miizik’ten ¢cikaran MC Ender bu albiim icin iki
videoklip cekti. ikinci klip ‘OYS-OSS’ kanallardan gelen tepkiler yiiziinden yeteri
kadar yayinlanmadi. Askere giden MC Ender bir daha albiim ¢ikarmada.

* [lk albiimii sadece Almanya’da cikan Bayan MC’lerimizden Aziza A, ‘Es Ist Zeit’
isimli albiimii 1998’de yayinlandi.

Hazirlayan: Tun¢ DINDAS
Kaynak: Hiirriyet gazetesi/Kelebek eki

Tiirk¢e Rap'in Hikayesi (3)

2002 yil1 toplama albiimlerin yili oldu. ‘Digitalmix Compilation 1°, ‘Tiirk Rap Ussii’,
‘Hiphop Menii 2’ ve ‘Underaposse’ isimli albiimler yeraltindaki gruplarin tanitiminda
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biiylik rol oynadi. Yilin en 6nemli toplama albiimii Universal Miizik’ten ¢ikan “Yeralti
Operasyonu 2’ oldu.

2002 yilinda, daha 6nce iki alblimii bulunan Umut Ertek, Master Of Tiirkrap’ten
tamdigimiz Dj Ergiin destekli ‘Acimasiz Diinya’ isimli albiimiinii ¢ikardi. Onceki
calismalarina gdre daha iyi olan albiim, Ertek’e birgok ilde konser verme firsati yaratti.
Ayni dénemde Istanbul’da birgok underground partide sahne alan Sozlii Taarruz ve RAK
Sabotaj gruplar1 birleserek Ondaon adli grubu kurdular. Cikis alblimleri olan ‘Nakavt!’ ise
Zihni Miizik tarafindan piyasaya stirtildii.

Degisim gegiren bir baska olusum ise artik Sagopa Kajmer adiyla anilacak olan Silahsiz
Kuvvet’ti. Silahsiz Kuvvet internette yayinladig: bol kiifiirlii par¢alarini sansiirleyerek
ayni1 isimli Sagopa Kajmer albiimiinii ¢ikardi. Askerden donen Maho B vatani gorevini
yaparken bile bog durmamis sdzler yazmis, yeni parcalar hazirlamisti. 2002 yilinda ilk
solo ¢ikist olan ‘Hedef 12, Rapor 2 ve Simdi!..” adl1 alblimii Zihni Miizikten piyasaya
cikti.

Ancak yilin en ¢ok konusulan alblimii, Dr Fuchs’un askere gitmesi ile yanliz kalan
Ceza’nin ilk debut’ii ‘Medcezir’ oldu. Alblimiin ayn1 adl1 ¢ikis parcasina ¢ekilen videoklip
ile Ceza bir anda Tiirkiye’nin Rap yildiz1 haline geldi.

Soyleme stili ve hizi, rap miizige yabanci olan kitlelerin de dikkatini ¢ekince, birgok
biiyiik festival ve yurtdis1 konserinde sahne ald1 Ceza.

Bu durum gelecekte Ceza’nin daha iyi isler yapacaginin da gostergesi gibiydi.

Hayranlarina artik ‘Medcezir’ albiimii yetmemeye baslamisti. Konserlerinde devamli yeni
pargalar ile ¢ikan Ceza bir sonraki albiimii hakkinda da sinyaller vermeye basladi.

Y1l sonuna dogru bir baska basarili rapper Sirhot eski ¢alismalarini1 Narcotic ad1 altinda
topladi ve ‘Beyaz Karanlik’ albiimiinii piyasaya siirdii.

ALMANYA PiYASASI DA HAREKETLENDI

Berlin’de rap kariyerini siirdiiren Azra daha 6nce bir¢ok projede yer almisti. Ama ¢ikis
yaptig1 albiim ‘Azrabesk’ adli EP albiim oldu.

Almanya’nin taninmis underground plak sirketlerinden biri olan Royalbunker’den ¢ikan
albiim bir anda herkesin dikkatini ¢ekti. Almanya’da hareket devam diyordu.

Eski Cartel iiyesi Celik Bilek, yeni adiyla Ince Efe’nin ‘UDDY - Uyusturucuya Dur Diyen
Yok!” adli projesi, Tiirkiye, Almanya, Isvi¢re ve Hollanda’dan birgok grubun katilimiyla
hayata gecti.

Bu albiimde Ince Efe, Crack, Fuat, Sirtlan, 5-Karis, H-Run, LisanZ, Ceza, Kan ve Ter,
Sindikat, Sirhot, Sihir, Statik, Miifreze, RAK Sabotaj, Peyk, Makale, 2.Nesil, MC Orhan,
Maddkave, MC E, KaraMurat ve Vait Seven pargalariyla yer aldilar ve o zamana kadar bir
rap albiimiine yapilan en biiylik katilimi1 gerceklestirdiler.
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Albiimden ‘Anilar’ adli par¢aya videoklip ¢ekildi. Bu videoklip Alman ve Tiirk
televizyonlarinda gosterildi.

Almanya’dan bu yil ¢ikan en 6nemli albiim Killa Hakan’in ‘Cakallar’ isimli albiimii oldu.
Berlin’in meshur MC’lerinden olan Killa Hakan, sokaklar1 ve hayat iizerine problemlerini
kendi goziinden anlatiyordu. Bu albiim Killa Hakan’in Islamic Force doneminden sonra
cikardigi doniis albiimii olmustu.

Ciinki Killa Hakan ‘Mesaj’ albiimiinden sonra pek birsey yapmamisti. Bu albiimle geri
donen Killa Hakan bir anda en ¢ok konusulan MC’ler arasina girdi.

Farkl1 goriisleri ve ¢ikardigr ‘Hiphop Kiiltiirii” isimli kitabr ile dikkatleri iizerine ¢eken
Jontiirk’iin Barikat grubu da ilk kez bu y1l yasal olarak piyasada goziiktii.

‘Giinesin Cocuklar1’ isimli albiimleri ile ¢ok biiyiik bir konser serisine baslayan grup,
Tiirkiye’nin her yerinde sahne ald1.

Birgok sosyal etkinlige de katilip adlarindan sikca soz ettirdiler.

Bakirkoy’iin eski MC’lerden Buldozer ‘Asil Adim Hiphop’ isimli albiimiinii piyasaya
stirdi.

Albilim i¢in fazla tanitim yapilmadi ama Buldozer, gerek stili, gerek tavirlar ile biiyiik bir
hayran kitlesine sahip oldu. Isvi¢re’den daha dnce bazi Rap albiimii girisimleri olsada
Makale grubu yasal ¢ikis alblimleri olan ‘Kingztanbul® alblimii ile piyasaya ¢ikt.

Almanya, Tiirkiye ve Isvcre’den birgok MC gruba destek verdi. Bunlar arasinda
Microphone Mafia, Statik, Yener, Murat G, Steryo C.E.M, Dj Mahmut, Siddet ve
RandaGee gibi isimler vardi. i1k klip ‘Kingztanbul isimli pargaya ¢ekildi.

TOPLAMA ALBUMLER YILI

2002 y1l1 toplama albiimlerin de yil1 oldu. ‘Digitalmix Compilation 1°, ‘Tiirk Rap Ussii’,
‘Hiphop Menii 2’ ve ‘Underaposse’ isimli alblimler yeraltindaki gruplarin tanitiminda
biiyiik rol oynadi.

Kuskusuz yilin en 6nemli toplama albiimii Universal Miizik’ten ¢ikan ‘Yeraltt Operasyonu
2’ydi. Kisa bir siirede yaklagik 8000 adet satilan albiimle Tiirk rap dinleyicisi yeni birgok
MC ile tanisti.

Almanya’dan Volkan T, Mr.L, Killa Hakan, Sirtlan, Gekko, Sultan Tung. Tiirkiye’den
Emir aka Speddy Flow, Hakan MC ve Karakalp en dikkat ¢ceken isimler olarak
dinleyicilerin beyinlerine kazindilar.

Silahsiz Kuvvet ‘Ihtiyar Heyeti’ isimli albiimiinii ¢ikardi. 2003’iin basinda, uzunca bir siire
partilerde sahne alan ve konserler veren Lewo, ‘Hani Nerdeler’ adli albiimiinii ¢ikardi.
Toplama albiimlerde ise Umut Ertek’in projesi olan ‘Hiphopoloji’, Ugur Ozer Miizikten
piyasaya siiriildii. Agirlikl1 olarak Izmir’li gruplarin yeraldig: toplama, kapag: yiiziinden
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tartigmalar yaratti. Almanya’da aktif miizik hayatini siirdiiren Sultan Tung nihayet Arma
Miizik ’ten ‘Saygi Deger Sarkilar’ isimli alblimiinii yayinladi.

Albiimiinden iki parcaya videoklip ¢ceken Sultan Tung 6zellikle ‘Hababam’ adl1 parcasi ile
giindeme geldi ve Savas Ay’in A-Takimi programinda mankenlerle girdigi polemik
yliziinden magazin basininda da adin1 duyurdu. 2003 yilinin en ilging olaylarindan birisi
de Dj Mahmut’un daha 6nce Almanya’da ¢ikardig1 Mixtape’ini Tiirkiye’de bir daha
piyasaya siirmesiydi. Hammer miizik ile Ceza ve Fuchs’un vokalleri yliziinden sorun
yasayan Dj Mahmut bu kisimlar1 albliimden ¢ikartip mixtape’in farkli bir versiyonunu Kod
Miizik etiketiyle yayinladi.

Ankara ise bu y1l bog durmadi. Mode XL grubu ‘Altin Jak’ isimli albiimlerini piyasaya
siirdii. Ama albiim i¢in gereken tanitim yapilmadi ve bu albiim de yeteri kadar sesini
duyuramadan ortadan kalkti.

Bu esnada Berlin’den Killa Hakan ve Fuat’in ortak projesi ‘Rapiistad’ Almanya’da
piyasaya siiriildii. Tiirkiye ve Almanya’da miizik hayatlarin1 siirdiiren MC’lerin bulustugu
bir projeydi ‘Rapiistad’. Albiimden ‘Yiirekten Gelen’ adl1 parcaya da bir videoklip ¢ekildi.
Alblim beklenen ilgiyi gérmedi.

Bu donemde rap gittikge gilincel hayatin i¢ine giriyor ve 6zellikle reklamlar araciligi ile
biiyiik kitlelere ulagityordu. Aria Extra Card reklamlarinda sdyledigi Rap’lerle bir anda
plak sirketlerinin ilgisini ¢eken Ogeday, ‘Rapturka’ isimli albiimiinti Ulus Miizik’ten
piyasaya siirdil. Cekilen videoklipler olduk¢a begenildi ve Ogeday Kral Tv’nin listelerine
girdi.

Almanya’dan 5 Karis grubu ise ilk ¢ikisini Tiirkiye’de gergeklestirerek ‘Buna Alis’ isimli
albiimlerini Hammer Miizik’ten piyasaya siirdii.

Barikat 2003 yi1linda da bos durmayarak ‘Hava Toprak Su ve Ates’ isimli albiimlerini
EMTI’den ¢ikardi. ‘F Tipi Diinya’ parcalarina gektikleri videoklip ile birgok haber
biiltenine konuk oldular. Alblimde en ¢ok dikkati ¢eken diietler ise kuskusuz Sahsenem ve
Erol Biiyiikburg’la yapilanlar olmustu. Daha sonra grup Sahsenem ile yaptiklar ‘Geceler
Giinlerimi Gomer’ parcasina da bir videoklip cekti.

KISA KISA
* Dj Mahmut, Camisa One ile birlikte sadece DJ’lerin kullanmasi icin ‘Beatz 2 The
Rhyme’ isimli altyapi plagim piyasaya siirdii. Sadece plak olarak basilan albiimde

ayrica scratch icin kullanilmak iizre Tiirkce ses efektleri bulunuyordu.

* §.0.S grubu ‘Dayan Bekle’ isimli albiimlerinden sonra ‘Self Servis’ isimli ikinci
albiimlerini Zihni Miizikten piyasaya siirdii.

* Berlin’den Killa Hakan ve ekibi ‘Asphalt’ isimli mixtape’i piyasaya siirdii. Bu
mixtape sadece Berlin’de satildi.
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* Tiirk¢ce Rap adina Fransa’dan da hareketler basladi. 2002 yilinda Paris’ten Bomba
grubu ‘Sokaklar Diinyas1’ adh ilk yasal single’1n1 piyasaya siirdii.

* Almanya’da icerisinde oldukg¢a iyi grup ve MC’lerin oldugu ‘The Best Of Turkish
Rap & RnB’ isimli toplama albiim Oriental Media’dan piyasaya siiriildii. Albiimii
Tiirkiye’de ¢cikartmaya ¢ahsan prodiiktorleri basarilh olamadilar.

Hazirlayan: Tun¢ DINDAS
Kaynak: Hiirriyet gazetesi/Kelebek eki

Tiirkce Rap'in Hikayesi (4)

Rap-star diye bir kavramin ortaya ¢ikisi, Ceza’nin pop-starlar ile diiet
-f:. yapmasiyla basladi. Ceza 6nce Candan Ergetin’in ‘Sehir’ parcasinda bagarili
bir performans sergiledi, sonra da Burcu Giines’in ‘Sahilde’ parcasi ile Kral
1 TV de boy gosterdi. Boylece Ceza ve rap sarkicilari, kemiklesmis rap kitlesi
- disindaki dinleyiciler tarafindan da fark edildiler. ’in katkilariyla
hazirladigimiz Tiirkiye rap tarihinde, bugiin yakin dénem var.

90’larin basindan 2004 yilina kadar getirdigimiz Tiirk rap tarihinde, Cartel’in saman alevi
gibi parlayip sonen malum ¢ikisin1 saymazsak, rap’in kalabalik kitleler tarafindan
benimsenmesi bu yil gergeklesti!

Yeraltindan seslerini duyurmaya ¢aligan, biiyiilk medyada kendilerini yillardir destekleyen
Blue Jean dergisi disinda diizenli yer bulamayan Tiirkce rap gruplari, yavas yavas
medyanin giindemine gelmeye basladilar.

Bunda en biiyiik pay, kuskusuz Ceza’nin yil iginde yayinlanan ‘Rapstar’ adl1 solo
alblimiiydii. Hammer miizik etiketiyle piyasaya siiriilen albiim 6ncesinde Ceza katildig1
festivaller ve Tiirkiye’nin neredeyse her yerinde verdigi konserlerle adin1 duyurmustu.
‘Rapstar’ alblimii beklenen ¢ikis1 yakaladi ve 80.000’e yaklasan bir satisa ulasti.

Albiimiin tanitim déneminde verilen konserlerde Fuat ve Ceza’nin kardesi Ayben’in
destegini de unutmamak gerekir.

VE CEZA ASKERE GITTi

‘Rapstar’in bu kadar ses getirmesindeki 6nemli etkenlerden birisi de Ceza’nin diiet yaptigi
pop starlar oldu. Candan Ergetin’in ‘Sehir’ adli pargasinda sergiledigi basarili perfonmas,
ona Ergetin’in turnesinde yer alma firsat1 yaratti.

Burcu Giines’le yaptig1 ‘Sahilde’ pargasi ile ise Kral TV’de boy gosterdi Ceza ve
kemiklesmis rap kitlesi disindaki dinleyiciler tarafindan da fark edilmesini sagladi.
Tiirkiye tam Rapstar’ina kavustu derken, Ceza vatani gorevini yapmak i¢in miizik
piyasasindan ¢ekildi.
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Askerligini yapan ve uzun bir donem piyasada goriinmeyen Dr. Fuchs ise ayni1 gilinlerde
askerden doner donmez albiim ¢alismalarina bagladi. Herkes Fuchs askerden gelince Ceza
ile birlikte Nefret’in iiclincii albliimiinii ¢ikarir diye diisiinse de, ‘Rapstar’in ¢ikmasi ve
Fuchs’un solo albiim yapmak istemesi yiiziinden proje ertelendi. Dr Fuchs ‘Nefret’teki
kimliginden farkli bir ¢alisma yapmak i¢in ilk dnce adinin 6niindeki ‘Dr’ takisini att1.
‘Huzur N Darem’ adli albiimiin kaydi 151k hiz1 ile yapildi ve albiim Hammer Miizik
etiketiyle piyasaya siiriildii.

Albiim sonras1 Blue Jean dergisine ilk roportajini veren Fuchs albiimiin aceleye geldigini
sOyledi. Albiimiin dordiincii parcasi olan ‘Askerden Mektup’ta ise Ceza’ya vefasizligindan
otiirli gobndermeler yapiyordu. Fuchs albiime Hammer Miizik’in gereken destegi
gostermedigini diisiindiigli i¢in, 7-8 ay sonra plak sirketinden ayrildi.

YENER’IN ILGINC HIKAYESI

2004 yilinin en ilging olayi ise kuskusuz Yener’in basina gelenlerdir. Yazimizin daha
onceki boliimlerinde bu konuya kisa bir sekilde deginmistik...

2001 yilinin baginda albiimiinii bitirip Universal ile anlasan Yener, albiimiiniin ¢ikmasini
beklemeye baslamisti. Hatta albiim i¢in ‘Liseli Geng’ parcasina videoklip bile ¢ekilmisti.
Universal Miizik’te bas gosteren olaylar yiizlinden sirketin tiim faaliyetleri bir anda
durdurulunca Yener, sirketten muhatap olacak hi¢ kimseyi bulamadi. Uzun bir bekleyisten
sonra albiimden de umut kesti. Tam {i¢ sene sonra 2004 yilinda Universal’in depolarinda
Yener’in ‘Sus’ isimli albiimii sans eseri bulundu.

Albiim 2001 y1linda basilmisti. Ama sirketteki durumlar yiiziinden piyasaya
stiriilememisti. Tam {i¢ sene sonra basilan yaklasik 5000 kopya piyasaya dagitildi. 2001
yilinda cekilen videoklipten ise bir daha hi¢bir haber alinamada.

ALMANYA’NIN GOZDESIi AZRA

Medyanin Tiirk¢e rap’e kesfedilmemis bir hazine gibi yaklasmasi, birgok MC’nin ve
grubun tekrar giin yiiziine ¢ikmasini sagladi. Ayben, Ceza konserlerindeki performansi
yliziinden bir¢ok dergide yer aldi.

Leman dergisinden Melike Acar bir ilke imza atarak Ceza’nin hayat hikayesini ¢izgi
roman olarak resimledi ve bu hikaye uzun bir siire dergide yayinlanda.

Berlin’den Azra, Almanya’nin su aralar en iinlii rapper’larindan Eko Fresh’i yanina alarak
‘Diinya Doniiyor’ isimli alblimiinii piyasaya siirdii. Albiim Almanya’da iyi bir satisa ulast.
Daha 6nce Eko Fresh’in ‘Ich bin jung und brauche das Geld’ isimli albiimiinde ayni isimli
bir par¢aya konuk olan Azra, bir anda Almanya’da en ¢ok taninan MC’ler arasina girdi.

Pusula programi i¢in yaptig1 pargalarla bir anda dikkatleri iizerine ¢eken Azra, solo
alblimiinii bitirmek i¢in su siralar biitiin vaktini stiidyoda gegiriyor.
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Popstarlarla diiet ugurlu geldi

‘Rapstar’in bu kadar ses getirmesindeki 6nemli etkenlerden birisi de Ceza’nin diiet yaptigi
pop starlar oldu. Candan Ergetin’in ‘Sehir’ adli pargasinda sergiledigi basarili perfonmas,
ona Ercetin’in turnesinde yer alma firsat1 yaratti. Burcu Giines’le yaptig1 ‘Sahilde’ parcasi
ile ise Kral TV’de boy gosterdi Ceza ve kemiklesmis rap kitlesi disindaki dinleyiciler
tarafindan da fark edilmesini sagladi.

2005 VE YENI DONEM

Ceza’nin ‘Rapstar’ albiimiinde ‘Buna Dur Dedi General’ adl1 pargasinin altyapisinda
imzas1 olan Anil Savas Kili¢, Tasoda adl1 bir olusum biinyesinde Karargah adli grubun
prodiiktorliigiinii yapiyor. Grubun albiimii yakin zamanda piyasaya siiriilmiis olacak.

Savas su aralar Emir ve Doa’nin albiimii i¢in ¢alisiyor. Lecadro grubundan tanidigimiz
Mehmet 2005°te ‘Ulkem’ adl1 albiimiinii piyasaya siirdii. Tiim bunlar olurken yeralt1 da
oldukca hareketli. Tiirkiye’nin dort bir tarafindan gruplar durmadan tiretiyor.

Bunlardan 1997 yilindan beri faal rap yasantisini siirdiiren Sabotaj, vatani gorevleri
yiiziinden ara verdigi miizige yeniden dondii.

Underground albiimler ¢ikaran grubun higbir yasal alblimii olmamasina ragmen bilinirligi
oldukea yiiksek. Sert sOylemleri ve tarzlari ile oldukga genis bir hayran kitlesine sahipler.

Yine Izmir’den Duman Tiirkiye’yi dolasarak Tiirk¢e rap’i tanitiyor... Cash Flow ekibi ise
en ¢ok iiretenler arasinda. Ankara’dan Basemode ekibinden Salim K (Deli MC) ilk solo
albiimii olan ‘Keske’yi bitirdi ve albiimiinii ¢ikartmak i¢in sirket arama ¢aligmalarina
basladi.

Albilimiin en 6nemli 6zelligi Tanzanya’da kaydedilmis olmasi. Ayrica Salim bu albiim i¢in
Tanzanya’da {i¢ parcasina videoklip de ¢ekti.

KISA KISA

* Fransa Lyon’da yasamim siirdiiren C-IT (Seyit) ‘Tok Tok’ isimli albiimiinii
Fransa’da piyasaya siirdii ve bu albiimden iki parcaya videoklip ¢ekti.

* Ceza’nin ‘Rapstar’ albiimiinde yer alan ‘Tamam’ adh par¢a ashinda 2002 yilinda
Isvec’te single olarak yaymlandi. Fjarde Varlden isimli Isvecli rap grubuyla yapilan
‘Tamam’ parcasi grubun ‘Riktiga Proffs’ adli single’inda b-side olarak yer ald.
Single hem plak, hem de CD single olarak basildi.

* Ayben yakin zamanda c¢ikacak olan Aylin Ashm albiimiine konuk MC olarak
katild1 ve oldukga giizel bir parca seslendirdi.

* [stanbul Hiphop Festival: 2004 yilinin en biiyiik hiphop olaylarindan biri olan

Hiphop Festivali, Maslak Venue’de yapildi. Festivale Amerika’dan Wu-tang Clan
grubunun beyni olan Rza, Silva Ringz ve Salah Edin’le katildi. Ayrica Almanya’dan
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Bektas, Sirtlan, Dj Mahmut, Sultan Tung, Istanbul’dan Ceza, Dj Turbo, Dj Toolz ve
Izmir’den Yener, Emir, Cash Flow festivalde sahne aldi. Break Dance ve graffiti
gosterilerinin de oldugu festivale katihmin az olmasi yiiziinden ikincisi yapilmadi.

* Yeraltindan bircok yetenekli rapper ve grup da underground albiimlerini
cikartmaya devam ediyor. Ozellikle istanbul’dan Olympos biinyesinde ¢alisan Pit10,
Pusat ve KMK olduk¢a basarili islere imza atiyor. izmir’den Cash Flow (Dj Cagdas
ve Volkan), Sabotaj, Duman, YEC, Go¢cmen, Tetik ve Suicasteam yeraltinda en ¢cok
iiretenler arasinda.

* Dj Mahmut Almanya’da mixtape serisinin ikincisini CD olarak piyasaya siirdii.
Underground’dan dagitilan ‘Tiirkce Rap Mixtape 2’ olduk¢a begenildi. Mixtape
sadece Almanya’da Tiirk iiriinleri satilan marketlerde bulunuyor.

Hazirlayan: Tun¢c DINDAS
Kaynak: Hiirriyet gazetesi/Kelebek eki

M Tiirkce rap’in popiiler olmasiyla birlikte rap miizik yavas yavas miizikal
alandan ¢ikti, filmler, reklamlar, soundtrack’ler gibi bagka alanlara da

Blue Jean’in katkilartyla hazirladigmiz Tiirkge Rap Tarihi’nin son bdliimiinde, canlanan
ama hep ayni1 kalan rap ruhu var!

Rap’in soundtrack albiimlere girmesinin en son ve en bilinen 6rnegi, Sagopa Kajmer’in
(Silahsiz Kuvvet) G.O.R.A. filminin soundtrack albiimiine yaptig1 ‘Al 1°’de Burdan Yak’
parcasi oldu. Parca, filmin tanitimi i¢in kullanildi ve albiimiin ilk ¢ikis parcasi olarak 6zel
bir videoklip de ¢ekildi.

Filmlerdeki Tiirkce rap’ler bununla da sinirli kalmadi. Ferhan Sensoy’un basroliinii
oynadig ‘Pardon’ adl1 filmin soundtrack albiimiine Ceza ve Fuat bir par¢a ile katildilar.
Filmin tanitimini {istlenen bu pargaya video klip ¢ekildi. Klipte Dj Funky C de yer aldi.

‘O Simdi Mahkum’ filminde, ‘Rapiistad’ alblimiinden ‘Kirda Hevesler’ isimli par¢anin
Killa Hakan’1n sdyledigi boliimlerinin kullanilmasi Tiirk filmleri ve rap bagligi altinda
unutulmamasi gereken ayrintilardan. Gegen yil ¢ok konusulan filmler arasinda olan
‘Duvara Kars1’nin soundtrack alblimiinde de Sultana’dan par¢a kullanildigini, filmde de
Aziza A’nin goziktiiglinii hatirlatmak gerekir.

REKLAMLARDA RAP
Aria’nin Extra Card reklamlarinda Hiphop’un tiim elementleri kullanilarak yakalanan

basar1 bir anda 6teki reklamcilarin da dikkatini ¢ekti. Bu reklamdan sonra birgok deneme
yapildi ama Tiirkce rap’in kullanildig1 ve su aralar en ¢ok dikkat ceken Reklam Pamela ve
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Fuat’in oynadigi World Card reklamlar1 oldu. Reklamin, Fuat’in kitlesi tarafindan garip
karsilandigini ek bilgi olarak hemen iletelim.

Reklamlarda boy gosteren rapgiler kervanina Ceza’nin rol aldigi yeni Rocco’nun reklam
kampanyasiyla dniimiizdeki giinlerde devam edilecegini de duyuralim.

Daha once Tiirkge rap’e sirt ceviren radyo istasyonlar1 da, Sultana, Aziza A, Ogeday,
Ceza, Erci E gibi isimlerin ¢ikislarindan sonra Tiirk¢e rap’e yer verir oldular. Rap ve
radyo denilince, uzun bir siiredir Tiirkiye’de tek Radyo programini yapan Dj Ergiin’ii
unutmamak gerekir.

100.8 frekansinda ‘Master Of Tiirkrap’ adli programda her cumartesi 20:00’den sonra
yeni, eski Tiirkce rap pargalari ¢alan Ergiin, Tiirk¢e rap’in yildizlar1 programina canh
olarak konuk ediyor.

Gelecek giinler bize yeni albiimleri vaat ediyor. Isvigre’den Makale ‘Tamam’ adli
albiimiiniin kayitlarin1 bitirmis, mastering’i i¢in ugrasiyor. Berlin’den Killa Hakan ikinci
solo alblimiinili bitirip plak sirketine teslim etmis bile. Fuat Tiirkiye’de yayinlanacak ilk
solo albiimiinii bitirmek {izere, videoklibi ¢ekilmis halde bekliyor.

GERCEK RAP RUHU
Albiim hazirliklarini bitirmekte olan rapperlar da sunlar;

Sirhot, Ogeday, Derin Darbe, Master Of Tiirkrap (Toplama) ve Cash Flow. Bu grup ve
MC’lerin yan1 sira bir ¢ok underground grup albiim yapip dagitmaya devam ediyor.
Yeraltindan ¢ikan yaraticilik, yavas yavas kitlelere ulasiyor ve giin gectik¢e daha da

biiyiiyor.

Bu aykiri gengler yillar siiren savasi kazanmanin verdigi hazla iiretiyor, iiretiyorlar. Kimi
popiiler olmak ve daha ¢ok kazanabilmek icin bir zamanlar kotiiledikleri seyleri yapsa da,
gercek rap ruhu yastyor.

Bundan 7-8 yi1l 6nce bu durumu riiya gibi goren MC’ler daha neleri basaracak bilinmez
ama 1iyi isler yapip Tiirk miizik endiistrisinde bir devrim yaratacaklar1 kesin. Pop’a kars1
tavirlar1 bitmeyecek. Kendi aralarinda atigsalar da, gerektiginde yine bir araya gelecekler.
Yazimizi Karakan’in ‘Defol Dazlak’indan o meshur s6zle bitirmek istiyorum:

Birlik olursak, bizi kimse yenemez!

‘0 SIMDi MAHKUM’DA KiLLA HAKAN DA VARDI

2005’e gelindiginde Tiirkce rap artik her yerde demek dogru... Reklamlarda,
radyolarda, hatta son donemin en gozde filmlerinde. Abdullah Oguz imzah ‘O Simdi

Mahkum’ filminde, Killa Hakan’in varhgi yadsinamaz....Bu filmde ‘Rapiistad’
albiimiinden ‘Kirda Hevesler’ isimli parcanin Killa Hakan’in soyledigi boliimlerinin
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kullanilmasi Tiirk filmleri ve rap bashgi altinda unutulmamasi gereken
ayrintilardan.

Yine gecen y1l ¢cok konusulan filmler arasinda olan ‘Duvara Karsi’nin soundtrack
albiimiinde de Sultana’dan parca kullanildigini, filmde de Aziza A’nin goziiktiigiinii
hatirlatmak gerekir. Ferhan Sensoy’un basroliinii oynadig: ‘Pardon’ adl filmin
soundtrack albiimiine Ceza ve Fuat bir parca ile katildilar. Filmin tanitimim
iistlenen bu parcaya video klip cekildi. Klipte Dj Funky C de yer ald1.

Tiirkce rap siteleri
hiphoplife.net

raportaj.com
suikast.de
hiphoportami.com
babilkulesi.com
raphaber.com
turkcerap.com

Offical rap siteleri
ceza-fan.com

djmahmut.com
ogeday.net
barikat.com
uddy.net
sirhot.com
basemode.com
makale.ch
cerkezkizi.com

Tiirk graffiti siteleri
turkstyle.net

turkgraffiti.net
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8.8 TIME OUT Magazine Hip-Hop
Feature by Emily Troutman and
Cigdem Akbay
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Istanbul’s hip-hop scene has shotfrom Oto 60inrecent
years and continues to explode thanks tothe talents of |

local rappers, artists and DJs. Here we present a

comprehensive guideto the city’s most thriving music
phenomenon, forbeginners and badboys alike. |
Compiled by Emily Troutmanand Cigdem Akbay |
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Ayben

“Benimadim Avben, Korkun Benden!” translat-
ed as “MWy name is Avben, Beware of Me!” 12 the
mattoof this upcoming female rapper who has
developed her own solo albums as well as collab
orared with various artists such as her brother,
Ceza, Dr. Fuchs, Fuat, Avlin Aslim and Mil
Karaibrabimgil.

b-bovs and b-giris

Urban-stvle dancers that are alse known as
breakers or brealidancers.

Check out wwrw bhoyturlcom to learn more
about what's going on in the Turlish breaker
wiorld.

Beat Streat

1d =chool hip-hop fick of b-oove/b-girls getting
dowmn, rebellions graffit artists creeping about
the Bronx, Kool Here, Afrika Bambaataa, and
more, Mustsee for evervone seeking 50's nostal
pria, especially the Christmas party scene, You
can alsowatch out for the same breaker troupe,
Eock Steady Crew, the next ime vou feel the urge
tepop in Flashdance,

CEZA

interviews to know what he wants to sav before
hesays i, As weconverse, Ceza is being recorded
by this reparter, a photographer, and two unaffil-
tated Alm crews. Wharever hesavs, thereisno
douht that Turkey, and perbaps the world, will
hesar him.

“Now [ can do things Twas never able todo
before. | can commurnicate with and reach out to
different types of people, [ can reach out tothe
world, Tdon't believe 'mable to dothese things
because of me—ir's because of my music”

The title of Ceza's last album, “Rapstar,”
speaks volumes. He savs he meant the titleas a
commentary on the over-commmercialization of
the musicindustry, with hit-making showes like
“Popstar” and *Popldal.” But it's not without its
own irony, as Ceza currently holds a virtual
monopoly on the hip-hop market i Turkey.

The alburmn sold more than 100,000 coples.
This figure may pale in comparison o the pop
marlket, but blows his competitors out of the
water, He has hisown fan club, ring tones and t-
shirts, People hug him in the streets and he can ng

longer hang out in bus favourte hot spots without
being hassled.

It's a steep ascent considering that Turkish
hip-hop barely existed ten years ago. He has col-
laborated with Turkish superstars Sezen Aksu,
Candan Ercetin and Mercan Dede—when people
say “hip-hop™ in Turkey, they alsosay, “Ceza”

“Momatter what we've done, whether com-
mercials or films,” he says, “somehow we've put
Ceza into the main market in Turley. At the
same fime, we pul rap music into the main mar
ket, With all of these things combined, it's natur-
al that we've become more popular,”

Ceza's stardom solidifies his mass-market
appeal and casts him in a new role, as both main
stream celebrity and envvoy from the under-
ground, The path of his career is an elegant argu-
ment for demnocratization via increased
market-share, as his rise to fame affords him bath
the right, and the obligation, tospeak for his sub-
culture, He takes this role semiously amd is
unafraid to stand up against, what he calls, the
“narrow-mindedness” of Turkish society.

Turkey s often called the 'land of contrasts’, a
meeting point between east znd west, ete. etc, But
inthe streets, itis sometimes difficult to see a true
diversity of opinion and lifestyle, Tothe con
trary, any marginally unigque-looking persnn is
apt teendure a pageant of cold stares and com-
mentary, Full-fledged “frealis’ should probably
atay home.

Hip-hop lkids, with their bagey accouirements,

Hip-hop A-£

are slowly starting toappear. When pop stars
start mimicking their outfits, Turkish kids can
thanlk Cezn and his contemporaries for leading
the way. Justa few years ago, he sayvs, peoplein
the street would vell at him for his baggy pants
andearrings. Today some of his most vocal
detractors have "grown to understand they were
wrong in their way of thinking." He adds, “Even
the people who are still against i, don'teven
know why they'reagainstit”

Wisely, Ceza points toa cenmiries-old pattern
of provincial thinking in Turkey, He notes the
difficult path of saz players, "In Anatolia when
peopleused to play the *saz’, even a hundred
years back, people wereagainst it. They believed
the devil wasin the saz. And they would kill peo-
ple hecauze of this.”

Hefails to point cut that most of the people
who played the saz were called *ashiks’ and
roamed the coumtryside as musicians and oral
historians. They followed the mystic, Alevi tradi-
tion in Ielam. As recently as 19493, 36 Alew, musi-
clans and leftist intellectuals were burned to
death ata peaceful memerial for one of the most
famaous ashils in history, Pir Sultan Abdal. Their
death can be attributed to their unpopular
humanistn and secular idealogy.

It is Athing that Ceza chose Lo mention the saz
plavers, since he 1s similarly imbued with a heart-
felt, if unwelcome, belief in the inherent value of
mdividualism and diversity. Turan, an 18-year-
ald fanin Vancouver, BC, sent this message via
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email, “Tstarted listening [ to Turkash hip-hop|
when Iwas about 14, imitially because | thought it
was funny, but then it started to grow on me.”

Among traditienalists, hip-hop in Turkey 15
viewed as “some kind of product of American
mnperialism,” Ceza savs. And even among liber-
als, as Turan's comment implies, it is often sub-
ject toridicule. Ceza does not see his work asa
mere derivation of mainstream American music.
He believes itis a potent fool, with the potential to
mecrporate old Turkish musical traditions and
instruments and finally to introduce them to the
global environment.

Cezanotes the success of American rappers,
who integrated many ethnic traditions into one
musical genre. Headds, *In Turkey we tried to
distribute our Turkish traditional music, but we
weren'table todoit, Yeah, Lagree that some of

hfe, I'mactually upset that [don't speak
Turkish.”

Sowill Turkey have to change mn order for hip-
hop to become more popular, or will Turkish hip-
hopartists have tochange Turkey? He responds
that education remains the most important factor
for the future of the industry, but also, there must
e a fundamental change in the hegemonic monn-
culture of his country. He says, “When a person
from abroad looks at a young person here, all
they camn see 15 people whoare only interested in
arabesque or football. [t's almost as if there's
nothing else to be done in this country. These
things need to change.”

Many rappers are getting on board with
school, anti- ﬂﬂ]EﬂDP and edm:ancrn umpmgm. in

“Whena persun from

“halk’ (folk) music s the best, 1t's part of our roots, -~

But we weren’t able to gather what we had, pro-
duce musicand distribute it to other parts of the
world,

“Why can't[ Turkish hip-hop artists ]| be the
ones that can gather all these things together and
produce something for the rest of the world? For
vears Turkey has just been standing still, every-
thing s stuck within our borders, Evenour most
famous musicians or arbsts, who go to Europe,
only have Turkish Diaspora audiences watching
us"”

Hespeaks with the same steady, rapid-fire
intensity with which he raps, “Tve given more
than 50 concerts abroad. There are more and
more foreign audiences that don’t even under-
stand Turkish. They say, For the first time iInmy

=

_abruad looks ata yuung

perann here, all they see

football. It’s almost as if
there s nuthlng elseto

doin this country. These
thmgs need tochange.”

order to demonstrate their good will and promote
aclean, positive hip-hop image. Censorship
remaing one of the most contentious problems in
the industry, Albums that are produced and dis-
tributed legally must go through a strict
approval process. That process is even more
strict at the level of television and radio. At this
point, rappers are not allowed tocurse in
Turkish, but can use English curse words. This
strange hypecrisy 15 just one of the many govern-
mental challenges rappers face here,

Metin Bozkurt, of Kraft, a music production
studio, has been working with Ceza and other
artists. “He s always saying things against the
system, but he’s clever enough tosay it ina prop-
erway, actualky, with his Iyrics ... He's said so
many things by now, [if the government was
going toshut ham down), they would™ve shut him
down already.”

Ceza sees only one path ahead of him, even if it
isn't the one of least resistance. “People shouldn't
getinthe middle of this, They see vouasif you
are their property sometimes. If you don’t always
give them what they want, then vou automatical-
I}rbe,?ameabad person, they start to be against
VoL

“Tfeel Thave to respond to[these critics] with
some kind of answer becanse I'm a very emotion-
al person, Then, when [ do speak my mind and
tell themn what I'm thinking, all hell breaks loose
because of it. Unfortunatelv, P'm going to contin-
ue todo sobecause I'ma human being too, Tonly
haveone chance on this earth, as well, Lwant to
live oy Jife to the fullest and I should have the
freedom to dothat.”™ Ewmsly Troufman
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Crossing the Bridge

Released in 2005, directed by Fatth Akan; a suc-
cessful Turkish movieand the one most likely to
have been seen by people outside of the country
in the last vear. It's a documentary covering the
spectrumm af mizsic being made in the city, from
Ceza and Avben, to Baba Zula and Crient
Expressions.
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name of DJ Funky C. Bomin
Istanbul, raised in New Jersey,
settled in New York, he came
back to Istanbulin 1988 and
that'swhenitall began...

I studied hotel and tourism and was working at
the Sheraton Hotel, when in 1993 Lentered a [
competition and became the Turkish champicn.
Power FM, whowas organizing the event, asked
me tobearadio D], Mvealways wanted tobea D]
but I'd never thought of actzally doing it hefore;
it was a new profession, a new career for me, but T
accepted it. Tleft the hotel business behind and
becamea radio personality and Fve been work-
ing for Power FM since 1993, for the past 14
vears, which isa long time for a D to be working
for the zame radio station.

What sparked your interest in music?
Growimg up in New Jersey and New York in the
early ‘80s all of my friends had turntables and
mixers, and every time we'd leave school we
woiild have sessions at their houses, and that's
where [ got hooked onit.

Lalso took classical music lessons for 7 vears. [
play the accordion, the piane, the violin so'ma
D that knows how toread notes. And because
have a classical music background, it helps me
adjust the musicand really understand the beats

and the chords that gowith it. Thisis probably R et e S

why [ come up with different stvles of music than

others producers in Turkey. missed out ona lot that was going on in the 1S, and more hip-hop every day. | think inanother
Which Turkish MC’'s have you worked i the ‘805 and were just then trying to catchup Lwor years, hip-hop here will he taking over the
with? onlike 20 vears of music. Andwhat Tvetriedto  music industry. We'll beselling a lot more

I've worked with artists such as Ceza and Dr, dois educate people hereabout the background . albums, and we'll have a lot more Turkish rap-
Fuchs, when they had the group Nefret. [did two  of the music; on my radio program [ play past pers and RE&R artists coming out. And P'm proud
af the tracks for Ceza on hisfirstsoloalbumand ] hip-hop and bring out the old names that have Lo b part of that movement. Cifdenm Akbay

actually rapped with him ononeof theracksand  made hip-hop what it is today, suchas Run DM,
everything started after that, allof theserappers  Motorious BLG., and Whodini, But, now people

started coming up and it was to s point where have been catching on, it's become a give-and-

everyone was wanting to get beats from me. take situation: they learn from me, [ learn from

O Fuat's last alburm | gave him four tracks, [ them, and we're doing our best to progress.

rapped onone of his tracks, and now that he's What do you envision for the future of

working on a new album, and [ think he'llbecom-  Turkish hip-hop?

g tome o gel some new heats. 1find hip-hop to be closer to Twrkish people than Eastside /Westside

How does the hip-hop scene here differ  any other foreign music, Justsesing hiphop,on Although the differences between Istanhizzle
from thatinthe U.5.7 TV, on commercials, vou know that the move- “EastSound” and “West Sound” may be difficult
When I first came here in the "90s, the thing | ment is happening. People don't realize it but to discern, most MC's represent where they 're
noticed the most was that the lkids here had they're hearing more and more rap, and more from; be it Uskisdar or Balorkay.
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Thoroughly Thuggable

Without fus hooded jacket and camonflage
pants, Fuat Ergim more closely resembles a
strestwise teddy bear than an edgy, young hip
hopartist. Heis soft-spoken, mild-mannered and,
when he gives his opinion, projects a casual and
surprising sell-confidence, In other words, he is
seriously crush-worthy, especially among the
overly-thoughtful and angst ridden 1240 18-
year-old set, From time to ime, his budding
celebrity status even gets him noticed 10 the
strests of [stanbul,

Asacasein point, a few monthsagohehada
run-inn with an eager, young female fanon the
bz, Theaffair was cquickly mxed however when
sherealized he iz neither rich, nor does he actual-
Iy own the oversized Hummer in which he
appeared for a recent television commercial, “She
wias talling hilke, 'Tf vou have a Hummer we could
gt closer, or something. The reality is different,
of course—I"moon the bus, I'min taxs, 'min the
dolmus.” Heexplains, “What vou seeon TV, it'sa
whole lotta lies.”

The moment is a fithng introduction to Fuat’s
story—a modern parable of globalization and
intersecting meaning. He is sort of a celebrity,
sort of an average guy, sort of Turkish, sort of
German, sortof boy, sort of man. Heisa hip hop
icon in a Muslim country and a nahiral role mod-
el despite, or perhaps because of, the fact that his
lvrics arve laced with staunch sell-expression and
anti-government innuendo,

Turkish rap sprang up in Berlinand Frankfurt
inthe 1990 s and is now beginning toinfiltrate
the pop-dominated mainstream music culture in
Turkey, Thereare 2.4 mallion Turks in Germany,
but obviously, breaking through in the maother-
land is the next big challenge for Turkish rap-
pers, They face a seriously uphill hattle,

TheMinistry of Culture and Tourism exerts a
heavy hand of censorship and forcesall but the
most bemgm or velled messages underground.
Manv of Fuat's early albums are unavailable in
Turkey. Their titles? He says with a laugh,
“Hassickdir, Fuck O Volumes 1 and L™
Clearly, the albums earned him some cache with
angry fans, but were not necessarily the best way
tebreak intoa closed, conservative culture,

Fuat grew up in Berlinand spent his formative
vearsin Turkey. Or as he puts it, “Twas here for
grade six, grade seven, grade eight, grade nine. ..
twice, And three monthsof grade ten.” Among
Turkish rappers, there is little need for either aca-
demic pedigree or street-creds, though his years
in Turkey do give him a small advantage, Fuat
speaks perfect Turkish, an anomaly among

German Turks, whe tend toadopt a pidgin blend
of their parents' language and German.

In this way, he sets himself apart from the god-

fathers of Turlish hip hop, groups like Cartel
that made their name and their identities in the
streets of Berlin, not Istanbal. Although Fuat
also ot his start in Berlin, he 1s now fiercely and
philosophically betwesn worlds, “Tnever say
something like, Hev Pm Turkish’ or ‘Hev, T'ma
German Turk. I'm just a man living in the world.
Tthink it's important 1o be a universal person, to
understand the world, And to give this under-
standing to my audience.”

His words ring true for adolescents in any
country, but particularly in Turkey, where the
youngest generation now stands ata global
crossroads, of sorts. Mainstream culture here is
inundated with American trends and fashions,
Turkish televizion has multiple music video
channelsand there are recent rumblings that
MTV 15 about to launch a new “Turkish™ fran-
chise,

Thechallenge for artists like Fuat s to prove
that rap is a natural and adaptable art form, flexi-
ble enough to fita myriad of cultural and moral
standards. That challenge becomes imcreasingly
difficult as the visibility of American hip hop ris-
es, saturated with images of bootvlicious babes
and bullet-hole ridden bodies,
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For Fuat and the companies that back him, the
bottom line, of course, 18 ot some esoleric ques-
tionabout whether hip hop hasa place in the
Muslim world. But rather, whether it can male
Any money here.

Fuat threw back a couple glasses of Coca-Cola
aswespoke in the gpare, but spacious Cihangir
[tving room of his Manager and Producer, Savas
Kahg, Cihangir is Istanbil’s most artsy neighlbor-
hood, best described as somewhere hetwesn rs-
i and quaint, hopeless and promising. Savag
plavsa dual role as manager and producer
because the rap industry 15 too small to support
narrow divisions of labour,

When a company invests in an artist, they also
makean investment in the market itself, Thisisa
risky business. Savas shrewdly understands the
future of Turkish hip hop is a departure from
Western stvles and the creation of a unique
sound. He favours artists incorporating local
instruments or dialects, and people ke Fuat,
with a genuine message 1o convey,

Savasg explains the necessary shift in para-
digrn, “In Turkey. vou don't curse someone’s
motheror father, In Turkey, that'sa reason to kill
somenne. 50 noone expects that in Turkish hip
hop. It vouinclude Iyrics like that, it doesn't make
your album sell better,

“30 Cent and Eminem sell okay mostly




cusssomeone’s
motheror father. .

that’s areasontoliili

because people don't understand it When they
see S Cent asa pimp in a video clip, they might
have sympathy for him. But if someone Turkish
does that, they hate him. It's a strange thing,
Foreagners areallowed to doit, bot not Turlkish
people. You can't say [ the government or
¥ the pohice. Yoo would be done here,”

Fuat admits he doesn’t make much money vet
and he haz realistic expectations about the trajec-
tory of his career in Turkey, Though heis slowly
escaping the shadow of his more-famons friend
and collaborator, Ceza; a gold-plated life of ot
chicks and shiny rms seems pretty far-off m the
distance, He understands, “Tf vou want to make
money here vou have towork hard. Y ou have to
travel to the South side of the Turkey, the West
side of Turkey. People have to get to know you.”

Companies are increasingly calling on Fuat
and his counterparts to attract voung markets,
He recently played ina Rocoo candy commercial
and the aforementioned ad for Worldeard, a
product of the mega-bank, Yap Kredi, The prob-
letris that lollipops and credit cards are not
exactly great material for winning the hearts and
minds of silenced, disalfected kids. The commer-
clals themselves also [l back on the dominant,
Western acstheticand reinforce the image
through blinged-out SUV's—ol rappers as gun-
toting, drug-slinging Lotharios. Noneof which
does much to comfort either the government or
Fuat's fans,

“[Fans] think we are socially aggressive, [
mean, we have messages. Then they see youina
bank commercial and they say, “This so'toght™

He is indignant, “Tmean, what are they talking
about? When [ get ontoa bus oron the metro-— 1
have topay. Whoamong them, when givenan
opportunity like this, would say no’? Nobody, S0
they talls about us on the internet. They canzav [
sold-out or whatever, but Ldon'tcare, [have 1o
livemy life, Thavea girlfriend. . ., we have to pay
rent. Wehavewoeat”

Considering the history of hip hop, thizisall
somewhat familiar territory, if & bit more sharply
defined. Fuat s meredibly sincere and possesses
palpable love for his listeners. The question for
him, and for reppers like him, is how long he can
Tagtbaraees oan the e DETWern @overmmeni censor-
shipand commercial ohliterafion. In the mean-
fime, he's just cool enough o rdeina Hommer,
but net rich enough toowone, Ky Trowtman

Germany

If it weren't for the German- Turkish group Cartel
making their wity in the 90's, hip-hop in Turkey
miay not he what it is today,

Other listen-worthy German arbists include Erci
E, Karakan, Suikast Aklim, Mic Force, Aziza-A,
Sert Muslumanlar, and slamic Foree (broken up,
now Just Killa Halkan)

HEPHOPISTAN

A soon-lo-be completed documentary film that
examines the [stanbal hip-hop scene and reveals
how young Turkish rappers, break-dancers, and
graffit artists creatively blend popular influ-
ences with their local cultural values and tradi-
tions. While providing a glimpse into the livesof
vouth ina predominantly Muslimand rapidly
glohalizing city, this film rasses awareness of the
many similarities in youth culture worldwide

Insane in the Membrane,

Profane in the Brain

Sinceall albums sold on the market require
approval from the Turkish government, MC's
using profanity musteither stay underground or
choose tocurse in English.

“I'm Sorry Mama”

Rumours have it that someons was killed in
Istanbul for wearing an Eminem t-shirt by man
who believed that the vietim was being offensive
tohis mother, Emine,

vears old and has been break dancing for over 10
vears, He formed part of 2 group in the mid
mineties called Takim 34 (Team 34) who went on
tobecome the Turldsh break dance champions,
Hip-Hop Hall of Fame b-boy champion bwo years
inarow, he'salsostolen the stage at the Antalya
HipHop Festival, inaddition to choreographing
various break dance-themed commercials.

How did you come up with the name
Joker?

I 1986 [was ina break battleand some other b-
bovs started calling me Joker, the name has stuck
evier ginee, everywhere [went from that point on
evervone was like, “Toker, Joler” so that’s how it
happened.

What inspired you to be ab-boy?

Istarted break dance when I'was IS vearsold. A

Hip-hop A-Z

b-boy group came from Switzerland and staved
for 3months, [=aw them dancing and was so
amazed by them that Dwanted to learn their
every move. Eventually, over lme and practice, |
was able to develop my own style, and here L am.
What were the early days of break
dance like in Istanbul?

At first we would gather in Bakirkov, vou know,
dancing old school style with our white gloves
and all that, but then over the years break dance
hecame maore widespread, Now voucan goto
many different areas of the city and see people
break dancing, Of course, we had a really hard
time in the begmning because people were
unawareof what we were doing; they had never
seensuch a thing hefore, Lvery time we'd try to
dance people would come and kick us out, police
would bust us and make us leave. But now
they ve grown accustomed toit and when the
police come new they sit back and watchand say,
“Hey look, these guys are b-bovs™. Forusthisisa
great accomplishment,

What do you think about these recent
dance competitionson TV?

Inmy epmion, they'vemade a soupof i, Irying to
combine all different types of dance together. 'm
not against it, it's great; I'm very proud that there
i5 something like this, but onone band you see
this really charismatic hip-hopper type on stage
and the next rmnute vou look and beom, he's
wearing Hghts and dancing ballet. Ts a little
strange but of course from a television perspec-
tive this diversity is necessary, and they doa
really good job.

What would you want to be if you
weren't ab-boy?

lalways wanted tobea pilot, I've always won-
dered if T eould flv a plane, but mayvhbe since ['ve
turned so rmuch on my head, they would say, ch
no, dom’'t let hirm go up in theair, afraid that |
would get all dizey or something up there frying
tofly! But, really, I'm so glad to bea b-bov, able to
dance and male a living doing what [ love,
What do you envision for the future of
break dance in Turkey?

T hope that cne day we will be more like France
there, 50% of culture is hip hop culture, everyone,
danee, music, art, everything on the international
chanmels, Maybe this started there about 10
vearsago; mmy epinion Turkey is just gefting to
this position. [sayv tomyself that T wish Twere
born in this generation because we'veopened up
the road for the future of hip-hop here, and from
niow on Kids are going to have a much easier me,
and it's going to be much hetter. Cidden: Akbay
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Harargah Rap group best known for their sin-
gle"Salla” or “Swing it" in which the music video
has animated popos swinging side toside.

Ladies in hip-hop- Aside from Avben, there
areother female rappers that have made their
place in the international lip-hop cirowt.
Aziza-A, from Germany and Sultana, now hving

inthe L5,

Miller Music Factory Awards

Sponsored hip-hopevent that provides upcom-
ing artists opportunities to compets for the hest
danceor electronica production award or for the
best performance award as a D], MC, VT, or hip-
hopact.

Check out

Bttt e slermusiciactory. comdndes.asp to
follow wp on the final competition that took place
o Moy 251R,

Magazines

Read on! There's a small but fine selection of
Turkish biphop publications out there including
Hip Hop Dergisi, and Blue Jean Dergisi whichisa
general music publication but supports hip-hop
culture, Available at large kiosks and all good
bookshops.

Nilke hip-hop workout

A onee-a-vear dance workshop created by
celebrity director/chorecgrapher Jamie King that
just made s way throwgh Turkey inMarch.
Whether you want to tear the club up or dance in
your ving room, you can cateh these workouts
next time around o leam some strenuons moves.

Outside Influences

Although hip-hop grew out of the Brons, it has
now becume a culture that people can relate to
worldwide, By rapping in Turkish and using tra-
ditiomal Turkish instroments, most MC's and
D's alike represent where theyre from while
adding their own unigue Turkish teist

OFF (Other People’s Property)

When graffiti artists can’t get permission to paint
intheareas that they wish, they chonse 1o paint
legally facing the consequences of being cavght
by angry locals and the police. Find out more
abusat the Turkish graffiti scene at www turk-
styleory,
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Piracy

US copyrighted materials lost $187 mi. in 2004,
duetothe illegal sale in Turkey of parated CT's,
games, DVD's and books. Although new laws are
trving toaddress the problem of copyright
infringement, Turkey 15 50l on the “Watch List”
of the International Intellectual Property
Alliance, For 2005-2006, thev estimate that pirat-
ed goods made up 80% of the records and music
anld in Turkey. This estimate represents an
increasesince 2004, when the government made
anarganized attempt to shut down illegal distrib-
utors and distribution rings.

The prevalence of llegal music 1s a significant
challenge to hip hopartists and producers, who
already facean uphill battle to make money in
Turkey. Megally produced CTYs are mostly
imported from Astan countrics, TPz of local
artists are either copied in local “workshops” or
exchanged by peer-to-peer internet sites, which
are gaiming in popularity in Turkey.

Compact dise jewel cases are required by law
tocarry a special emblem, or “banderol,” that
guarantees their authenticity. The holographic
sticker appears on the back of CD cases.
Unfortunately, the systemn is not working very
well. The Minstry of Culture and Tourism dis-
tributes more stickers than the legal music indos-
tryv actually supports. In addibion, the banderols
arenew being copied and produced tllegally.

Quintessential listening

(tracks, albums)

Avben- Mihenk Tast; [-Ben
Aziza A -Es [zt Zeit; Kendi Dinyam
Barikat - Giinesin Cocuklar;

Hava, Su, Toprak ve Ales

Cartel - Cartel

Ceza Feyz Al new single); Rapstar; Med Cezir
DJ Mahmut & Murat G - Garip Dinyva
Erei E - Sohhet

Fresh B - Gergek Kal

Fuat - Hassickdir 1, 2, 3 Her Ayin Elemzani
Nefret (Ceza + Dr. Fuchs) - IMeclis-i Ala;
Anahtar

Sagopa Kajmer - Romantizma, Diistinen
Ceset; Bir Pesimistin Gozyaslan

Sert Misliimanlar - Ayvildiz Yikilmayvacalk;
Déinelim Vatana

Silahsiz Kuvvet - [hiivar Hevet; Sizlenim
Silalim

Sultana - CerkezFam

Yeralt Operasyonu 1 -2

Riddims

Reggaehip-hop clubunder Kemanei in
Siraserviler. Place to go if you're down fora
weekend haoty shake,

Rapstar

Ceza’s top-selling soloalbum, available m most

musicshops. Ifvou think Turkishisa difficult
language to grasp get blownaway by thislin-
guistic masterpiece.
Mamamamamamamimimimi microphone show!

SagopaKajmer

ME. ], and producer, also known as Silahsiz
Kuvvetand D] Mic Check, Sagopa for music with
deeper meanings, Silahsiz Kuvvet for that which
iz.a hit closer tothe swrface, and D] Mic Check as
acontinuum of underground-ness,

Sirhot

Award-winning rap artist and producer wheo
opened Turkey's first rap music studio, Dhgatal
Mizx, in 2000, He's produced and co-produced
albums for Ceza, Nefret, Barikat, as well as put
together his own soloalbum Knockout”,

Traffic Laws

The Traf Bap Fest 08" took place early May o
show s that there may actually be some traffic
laws here. Elementary school students from
Iztanbul, Izmir, and Anlkara competed with
group names such as “The Traffic Rappers”and
‘Group U-Turn’ and rapped songs such as
“Kormmazda dur, vegilde gec, kemen takmayt
unutmal” (Stopat thered, go at the green, don't
forget to wear your seathelt]).

Turbo, who's real nameis Tung Dindas, is part of
a graffiti group is called Shot 2 Kill (S2K) who've
been one of the leading groups in therr traden
Turley since the mid-"90k.

Where did you come up with the name
Turbo?

Back in my break dancing days there was a film
with a b-boy character named Turbo. Since he
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wits a good b-boy, kads around started calling me
Turbo and it's stuck ever since.

How did you become a graffiti artist?
Inthe early “G0s break dance came hereand
sparked my interest in hip-hop. [saw some graf-
fitt around and [ liked seeing it and not knowmg
who did it I liked bow it was semething mystert
ous, Soon after that I beran painting and became
one of the first pioneers of graffiti in Turkey,
Then, when the Turkish rap boom happened
with Cartel m 1995, | had even more momentum
and incentive to paint.

Where/what do you usually paint ? Are
there any social or political messages
in your work?

I've painted all sorts of styles and designs m
areas all argund the city such as Bakirkoy,
Bostane, Yesilyurt, and Taksim Fmnot so
much intosocial or politice] messages though;
our society is onealready full of 2ocial and peliti-
cal messages if you look atit, sodon't feel the
need loenforee any more inmy art. [just want to
make the oty a bit more colorful, add some style
Lo the walls, and work to give the city more soul.
Do yvou ever paintillegally?

No, now I'm astrictly alegal artist. Those illegal
daysare over for me. Some say that if you paint
legally youaren'ta real graffib artist, But look at
me, I'm 35, Thavea job, [have acompany, and
haveresponsibilities. Tean't just goout in the
middle of the night and risk getting caught by the
police: ton many consequences,

What are some struggles you deal with
due to being a graffiti artist in Turkey?
Well, in the beginning there wers people around
who thought we were Satanists, Communists,
this, that, political activisrs, you name m, We st
wanted 1o give the city some more sty le and wos
gralfit. Atfirst they didn't knowr what we were
up to, but now, on the most part, they just look at
usandsay, “Oh, they've just pamting bip-hop”.
Although they still call it “hip-hop” rather than
graffiti, they at least have a better idea of what
we'Te trving todo,

MNovw the biggest problem we're dealing with is
not having easy aocess o spray pamts, Since
graffiti didn't begin o sertously take off here
urtlil the year 2000, we just don't have the same

o~

quality and variety of pamts hereas they dom
other countries. Weonly haveahout8or 8
colours here; for this reason, we mostly ret pen-
pleto bring us paints fromabroad. Sometimes
wealso gel supplies sent tous from forelgn com-
panies that see that our work s good and want to
offer their support.

What else makes Turkish graffiti differ-
ent from graffiti abroad? Does Turkish
graffiti have its own style?

Each graffiti artist has their own individual style
herabutTean't really say that Turkish graffit
generally has it's own distinctive style yet. Since
s still relatively new here and all; but I believe
that will definitely change in the next years to
come, Cigdern Akbay

Under witness protection

Fortunately gangsta rap hasn't vet made itself
popular within the Turkish hip-hop realm.
Wecan defimtely live withouta local "50-Fury’
walking around with nine bullet holes and
bling-bling.

Venues

Azide from Riddims which is the only dedicated
reggae and hip hop club in the city, the following
places also have frequent hip hop nights: Yeni
Melek, Bahylon, Red Room, Fancy, Mojitoand
Purple. Check out our nightlife listings for
details.

Whatcha Whatcha Whatcha want?

Find out anything vou want to know about the
Turkish hip-hop scene, web sites, forums,
ete. . _from hitpafwew.raplist.net/

X-rated conspiracies: the dark side of
rocco candy

Sweet lollipop or sweet fellatio? Is it mere coin-
dence that this edgy hip-hop mendly lolhpop
shares its name with porn star Roceo Siffredi?
The Roceo Candy website reads: "Four different
flaviours, each one for vou, for your party friends
and for your partner too! No partner? Then try to
find one offering aRoceo, ..

Diecide for vourself.

Yo! MITV Raps

Word on the streets in that MTV Turkey ison
1ts way. Seme new enterfainment o look
forward tof

Zulu Nation

ZuluNation 15 an International Hip-Hep
awareness movemnent founded by legendary
Afrika Bambaataa to reform street gang
members in the Bronx in the 7005, [t philosophy
12 bazed on Knowledge, Wisdom,
Understanding, Freedom, Justice,

Equality, Peace, Unity, Love, Respect, Work,
and Fur, and its generally considered to be one of
the strongest influences on hip-hop around the
world.

June 2006 Time Out istanbul 21




8.9 HIPHOPISTAN Documentary
Film Shooting Schedule Example
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Shooting Schedule

Day 1:
Ceza
One full day shoot; at studio, hanging out with friends

Day 2:

DJ Funky C

One full day shoot; at home with family, at Power FM, hanging out with friends
Day 3:

Joker

One full day shoot; showing archival footage and explaining beginning of hip-hop and
break dance movements, street dancing, hanging out with friends; interviews with other
break dancers

Day 4:

Turbo

One full day shoot; showing graffiti portfolio of previous works, discussing articles and
books, tour around city showing works, trains

Day 5:

Umit and Cowboy 69

Half day shoot of interviews with graffiti artists discussing blending renaissance art with
graffiti and blending Ottoman art with graffiti

Day 6:

City Shots + Public Opinion

Interview people in the streets about their opinions of hip-hop in Taksim Square and other
various neighborhoods
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8.10 New Media Company
HIPHOPISTAN Project Report
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F____________________________________m.“_
New o ConpANY
PROJECT REPORT (ENGLISH) 07.06.2005
TITILE: HIPHOPISTAN: Representing locality in a global city
AUTHORS : GIGDEM AKBAY
DRAFT/DATE: ?
CIRCA: MODERN-DAY
LOCALE: ISTANBUL
GENRE: MUSIC DOCUMENTARY
LENGTH: 52 MINUTES
PRE-PRODUCTION: May 2004-March 2005
PRODUCTION: June-August 2005
POST-PRODUCTION: August-October 2005

ESTIMATED BUDGET: $52,000

LOG LINE: A documentary film that examines the impact of hip-
hop culture on Istanbul’s youth and reveals how
yvoung Turkish rappers, DJs, break-dancers, and
graffiti artists creatively blend popular
influences with their local cultural values and

traditions.

SYNOPSIS: Unable to summarize, along with the project no script
was submitted but the outline is as follows: The director aims to
follow four characters. Ceza (Rapper), Funky C (DJ), Joker [break-

| dancer), and Turbo (a graffiti artist). She aims to take a perscnal

look into these characters’ lives and examine what they do and how they

ingirah Sokak Anadolu Apartman A Blok Mo: 13 Kat: 2 Daire: 2 Bebek 34342 Istanbul
Tel: (90-212) 287 2803 - Fax: (90-212) 287 2806 - e-mail: info@newmediaco.net
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MNEW MEDLA COMPANY

do it and how their hip-hop culture blends in with Istanbul’s other
existing cultures. Along with these characters she wishes to express
and voice the hip-hop culture in Istanbul that is slowly beginning to
take recognition. She believes that this is a universal theme and will
play-out successfully with international audiences as well as Turkish

audiences.

COMMENTS : The project does sound interesting, but having seen
the sample 10 minute-recording of the feature-film of what she aims to
do, there are a few unclear peoints. First of all, the budget is guite
high in its numbers for a 50-minute documentary (assuming it will be
shot with digital wvideo) and the production dates seem widespread over
a good amount of time. Second of all, because the project gives the
impression of more of an improvisational piece, the director will find
difficulty in getting funding. Due to its subject-matter, as exciting
and as thrilling as this documentary will be to those who are familiar
with rap music, it will not be engaging for those who are not fond of
hip-hop.

The director needs to be more specific about her
target audience and perhaps once she is very clear about who she will

think will watch this she can outline her sponsorships accordingly.

PASS

ingirah Sokak Anadolu Apartmar A Blok No: 13 Kat: 2 Daire: 2 Bebek 34347 istanbul
Tel: (30-212) 287 2803 - Fax: (90-212) 287 2806 - e-mail: info@newmediaco. net



8.11 Thomas Solomon’s Schematic
of Parts of the Musical Track of
Nefret’s “Istanbul”

144



g -uey -

L DY)

ml.__l...-... _

| labinap iy

. o ag ww
i i
L L Y

PO | AR A
G
e . U B Y}

=== AT

WMINGE dugd ._.n. Sia I
1 .......c_..w._._. e LAY R
- [y ] .“”...t.:..p...._..u.

Wy e




8.12 Interview Questions
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8.12.1 Ahmet Ertegun Interview at Atlantic Records

I”d first like to remind you of my project and inform you of the progress I’ve made since
we last met. | know that your major area of interest is not hip-hop culture but since you
are a musical expert and a Turkish-American | am very interested in learning about your
opinions concerning the various topics I will ask you about today.

1) Last time we spoke you mentioned how it wasn’t surprising that there were various
types of music crossing cultural boundaries that it was a very common phenomena that
one can see worldwide. What especially caught my interest however was a comment you
made about African-American music. You said that no matter what part of the world one
was in, African-American originated music, whether it be blues, jazz, or rap, is
appreciated there. Could you elaborate on this some more?

2) What is it about African-American originated music, such as rap music, that young
people around the world, specifically in Turkey can relate to?

What is it about the music, the dancing, and the graffiti that makes it universal? Allows
people from America, Germany, Turkey, Japan, from all backgrounds and religions to
relate to and enjoy the same music, etc...

3) Do you know much about the Istanbul hip-hop scene? Have you listened to any of
Ceza’s albums?

4) How would you respond to those who say that hip-hop isn’t suitable to Turkish culture?

5) How does Turkish rap differ from rap in other countries? What makes it unique? How
is it similar?

6) What are some of the positive aspects of the development and emergence of hip-hop
culture amongst Turkish youth in Istanbul?

7) What do you envision for the future of hip-hop in Turkey?

8) Since the 1980’s there have been many changes in Turkish culture due to free trade and
media deregulation, people could be more exposed to different things through travel and
technology, therefore causing a cultural shift. With your observations over the past 20-30
years, what are some of your opinions regarding Turkish people and their adaptability to
rapid social and cultural change?

9) How would you describe Istanbul to someone who had never been here before?

10) What do you think about Turkey’s potential accession to the EU?
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8.12.2 Interview With Ethnomusicologist, Thomas Solomon, at Bogazici University

Please state your name, profession, institution, affiliations with Turkey and Turkish
institutions.

How and why did you become interested in researching Turkish hip-hop culture,
specifically in Istanbul? Briefly explain your research and describe the fieldwork that
you’ve conducted so far.

History of Turkish global economy
Briefly explain Turkey’s economic situation in the 1980°s; of media deregulation and the
impacts of the exposure of MTV culture.

History of Turkish hip-hop

Give a brief history of the development of Turkish hip-hop culture. When, why, and how
did it emerge? Were there certain media, social, political, or religious influences that
caused people to be more drawn to it at that time?

Currently, how popular is hip-hop culture in Turkey? Is it more of an underground
culture? Where does it stand in relation to mainstream Turkish pop?

What percentage of Turkish society listens and buys Turkish rap music? American or
European rap?

Universality of Music

What is it about the global genre of rap music, specifically African-American rap music,
that Turkish youth can relate to?

What would you say to someone who believes that hip-hop is copy culture and that it isn’t
suitable for Turkish culture?

Message and expression

Why do you think self-expression is especially important for Turkish youth?

What types of messages are these young rappers trying to get across in their music? What
topics do they emphasize in their music? Social/political issues? Violence? Religion? Do
they feel a sense of social responsibility?

Any Islamic hip-hop influence? Controversies? Using the call to prayer?

Localization

How does Turkish rap differ from rap in other countries? What makes it unique? How is it
similar?

In which ways are global genres of hip-hop music, art, and dance, hybridized and localized
in Turkey? Through the incorporation of former genres of Turkish music? Lyrics? (Turk
Sanat Miizigi and Arabesk)

Was rap music the first type of music in Turkey that represented locality? What about
tango and rock?

Why do you believe it is important for these rappers to represent where they are from?
Who are they representing to, other Turks or others abroad?

Have you conducted any research on the popularity of this music in other countries? If so,
what discoveries have you made?
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Identity
Is there a particular neighborhood or echelon that these rappers, graffiti artists, b-boys and

girls come from?

How do these various forms of expression, through music, art, and dance, aid in their
identity construction?

People often note on the negative aspects of rap music, that it is angry music, promotes
violence, use of foul language, etc... What are some positive aspects of the emergence of
hip-hop culture amongst Turkish youth in Istanbul? Building a sense of community?
Promoting unity? Keeping them off of the streets? Prevention from drug use?

How do these rappers feel about globalization and capitalist trends? Anti-materialism? A
product of globalization critiquing globalization?

How do you believe rising fame and publicity will affect them?

Is there any tension or violence amongst Turkish rap groups, break-dance, graffiti groups?
Who and why? Any recent tension due to the media attention that certain artists are
receiving?

What are your opinions of gangster rap? Do you feel that gangster rap will become
popular in Turkey? Why or why not?

What do you envision for the future of hip-hop in Turkey?

Commentary on “Istanbul’lu Dinliyorum” lyrics...
How would you describe Istanbul to someone who had never been here before?
What are your personal views on Turkey’s position? East, West, in between?

What do you think about Turkey’s potential accession to the EU? Turks’ adaptability to
social and cultural change?
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8.12.3 Ceza Interview at Indigo

1)Please state your full name, age, and where you’re from

2) How did you come up with the name Ceza?

3) How did you meet Dr. Fuchs and decide to form Nefret? How did you choose the
name Nefret?

4) What kind of troubles did you have signing on to a label? What made you choose
Hammer Music?

5) Discuss your albums, what each one represented to you, how they differed, and of how
you developed each idea.

6) When and why did rap become popular in Turkey? What do you think caused it to
become popular at that particular time? Were there certain media, social, or political
influences that caused people to be more drawn to it?

7) What do you think about other forms of music in Turkey? Pop music? Arabesque?
8) Do you think there are any similarities b/w arabesque and rap? Do you have any
favorite arabesque artists?

9) How does Turkish rap differ from rap in other countries? What makes it unique?
Incorporation of traditional forms of music?

10) Describe the censorship laws in Turkey concerning lyrics, use of profanity, etc....
Have you ever had problems getting approved by the Ministry of Culture?

11) Why is hip-hop important for you? How has it changed/affected your life?

12) Have you encountered anyone who hates hip-hop? Why do you think that is?

13) What is the meaning of “underground” or “yeralti”? Do you consider your music to be
underground?

14) How do you think your going to the military will affect hip-hop in Turkey?

15) Is there anything you would like to say about going to the military?

16) If you could send out one message to Turkish youth what would it be?

17) How would you describe Istanbul to someone who had never been here before?
18) Is there anything else you would like to add?
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8.12.4 Joker Interview In Taksim

BIO

1) Full name, age, places you’ve lived, education and training, which parts of Istanbul
do you live in now?

2) What is your real name and how did you come up with the name Joker?

3) What inspired to break dance? How old were you?

4) Who are were your greatest b-boy role models?

5) Why is being a b-boy important for you? In which ways has it changed/affected your
life?

6) What types of projects have you worked on, are working on now? Choreography?
Commercials?

The art of break dance/coming out from the underground

7) What is it about the music and the dancing that makes break dance universal? Allows
people from America, Germany, Turkey, Japan, from all backgrounds and religions to
relate to and enjoy the same music, etc... And what is it about music and sports (break
dance being an athletic activity) that makes it able to cross boundaries so easily?

8) How does Turkish break dance differ from break dance in other countries? What makes
it unique? How is it similar? The music, gestures, clothing, similar to these other genres?
9) Break dance has become more popular since we now see it on commercials, television
shows such as “Rocco” “World Card” “MP” “Nike Hip Hop Competition” and “Benimle
Dans Edermisin?” What is your opinion of this rising popularity, these commercials and
TV shows? What has changed since break dance has become more mainstream?

10) In which ways has the rising popularity of hip-hop particularly changed you?

11) What would you say to those who may criticize that hip-hop should stay underground
and that some rappers, etc...have sold out to capitalism by engaging in commercials?

12) What do you imagine and hope for the future of break dance in Turkey?

Turkish B-boys and B-Girls

13) What type of people are attracted to break dance and why? Where do most of them
come from? Are they from particular neighborhoods, cities, social classes, etc?

14) Where do most b-boys/b-girls go to dance for fun, competitions, etc...?

15) Where are your favorite places to dance and why?

16) Where do you hang out/what do you do when you’re not performing/working? Do you
usually hang out with other b-boys/b-girls outside of work and dance time? Is it a very
close community?

Turkish youth

17) What would you say are the biggest problems with Istanbul youth today?

18) What would you say to those who may think that hip-hoppers, break-dancers are just
about using drugs and rebelling? In which ways could you tell them how break dance
helps youth in positive ways? Keeps them off the streets, off drugs, keeps them healthy,
athletic, gives them a sense of community, something to do, keeps them out of violence.
19) In break dance culture expression is important, why do youth need to have an outlet to
express themselves? How does this expression help them in their identity construction?
20) In rap music a very important theme is to represent where one is from, whether it be
their city, country, etc...is representing as important in break dance? If so explain why?
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21) If you could send out one message to Turkish youth what would it be?

Hip-hop, Turkey, and cultural hybridity

22) In the 90’s MTV was banned in Turkey to then be re-connected again in 2000. In your
opinion, what affects, if any, has MTV had on youth culture, music, break dance etc?

23) What are some of the main differences between old-school hip-hop culture and the
recent gangster rap fads? What is your opinion of gangster rap? Materialism, driving nice
cars, beautiful women, hos, bitches, etc...

24) Hip-hop originated from African-American communities in the northern U.S. What is
it about African-American originated music, such as rap music, that young people around
the world, specifically in Turkey can relate to?

25) What is your view on globalization/American influences? How can we use these
things in a positive way?

26) What do you want to tell people who say that all hip-hop is “copy-culture”? How can
you explain to them that expression belongs to no one, which we all have the right to
express ourselves in any ways that we wish?

27) What would you say to those EU countries that say that Turks are not adaptable to
change...and how does break dance prove that Turks can assimilate just like everyone else
28) How would you describe Istanbul to someone who had never been here before?

29) Anything else you would like to add?
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8.12.5 Interview With DJ Funky C

BIO

1) Full name, age, who you are, where you work, places you’ve lived, education and
training, which part of Istanbul

2) What is your real name and how did you come up with the name Funky C?
3) What inspired to play music, specifically to djing? How old were you? What
instruments do you play? (accordian, piano, keman?)
4)Who are were your greatest musical influences/role models? Djs?
5) Why is djing important for you? In which ways has it changed/affected your life?
6) What types of projects have you worked on, are working on now? Albums?
Commercials?
7) Break dance has become more popular since we now see it on commercials, television
shows such as “Rocco” “World Card” “MP” “Nike Hip Hop Competition”...What is your
opinion of this rising popularity, these commercials and tv shows? What has changed
since break dance has become more mainstream?
8) In which ways has the rising popularity of hip-hop particularly changed you?
9) What would you say to those who may criticize that hip-hop should stay underground
and that some rappers, etc...have sold out to capitalism by engaging in commercials?

The art of hip-hop

10) What is it about music, particularly rap music, which allows people from America,
Germany, Turkey, Japan, from all backgrounds and religions to relate to and enjoy the
same music, etc...

11) How does hip-hop culture in Turkey differ from cultures in other countries? What
makes it unique? How is it similar? As far as style, the music, gestures, clothes, similar to
these other genres? Is there anything in your work that you try to do to give it a “Turkish
twist?”

12) There are still a lot of people in Turkey, in Istanbul, who don’t know what hip-hop is,
and automatically affiliate it with drug abuse, cussing, rebellion...how would you explain
and defend your work to these people?

13) What do you imagine and hope for the future of hip hop in Turkey?

Turkish Hip-hoppers

14) What type of people are attracted to rap music and why? Where do most of them
come from? Are they from particular neighborhoods, cities, social classes, etc?

15) Are there any particular venues in which you perform? Hip-hop clubs? Why aren’t
there more hip-hop clubs in Istanbul?

16) Where do you hang out/what do you do when you’re not performing/working? Do you
usually hang out with others within the hip hop community on your off time? Is it a very
close community?

Turkish Youth

You have a 15, 16-year-old daughter, Yasemin, who | met and interviewed at the hip-hop
festival last summer. Since you have a daughter, and are well connected to youth through
your music as well, I have some questions to ask you about youth culture in Turkey
today...

17) What would you say are the biggest problems with Istanbul youth today?
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18) How have things changed from the time you were growing up (I guess visiting Turkey
since you lived in the states, explain how often you came, etc...) to the time of your
daughter’s upbringing?

19) Can hip-hop be a solution to any of these problems? In which ways? In which ways
can it be a positive influence? Give them something to do, keep them off of the streets,
and keep them out of violence. Do you make music that is anti-drug and anti-violence?
20) Hip hop gives youth an opportunity to express themselves in various ways, whether it
is through making music, graffiti, and dance... How do you believe these various forms of
expression help them in their identity construction?

21) In rap music a very important theme is to represent where one is from, whether it be
their city, country, etc...why is this so emphasized?

22) If you could send out one message to Turkish youth what would it be?

Avre there tensions between rap groups? Within Istanbul (any kind of East side, West side)
or between other cities in Turkey? Has there ever been any violence? Are there ways in
which ways can music prevent violence?

Hip-hop, Turkey, and Cultural Hybridity

23) In the 90’s MTV was banned in Turkey to then be re-connected again in 2000. In your
opinion, what affects, if any, has MTV had on youth culture, music, break dance etc?

24) What are some of the main differences between old-school hip-hop culture and the
recent gangster rap fads? What is your opinion of gangster rap? Materialism, driving nice
cars, beautiful women, hoe, bitches, etc...

25) Hip hop originated from African American communities in the northern U.S. What is
it about African-American originated music, such as rap music, that young people around
the world, specifically in Turkey can relate to?

26) What is your view on globalization/American influences? How can we use these
things in a positive way?

27) What do you want to tell people who say that all hip-hop is “copy-culture”? How can
you explain to them that expression belongs to no one, which we all have the right to
express ourselves in any ways that we wish?

28) What would you say to those EU countries that say that Turks are not adaptable to
change...and how does break dance prove that Turks can assimilate just like everyone else
29) How would you describe Istanbul to someone who had never been here before?

30) Anything else you would like to add?
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8.12.6 Turbo Interview in Mecidiyekoy

1) Full name, age, who you are, where you work, places you’ve lived, education and
training, which part of Istanbul

2) What is your real name and how did you come up with the name Turbo?

3) What inspired to paint graffiti? How old were you?

4) Who are your graffiti influences?

5) Why is graffiti important for you? In which ways has it changed/affected your life?

6) What types of projects have you worked on, are working on now? Paintings? Albums?
Commercials?

7) Hip-hop has become more popular since we now see it on commercials, television
shows such as “Rocco” “World Card” “MP” “Nike Hip Hop Competition”...What is your
opinion of this rising popularity, and these commercials and TV shows? What has changed
since hip-hop has become more mainstream?

8) In which ways has the rising popularity of hip-hop particularly changed you?

9) What would you say to those who may criticize that hip-hop should stay underground
and that some rappers, etc...have sold out to capitalism by engaging in commercials?

10) Tell me about graffiti in Istanbul, how did you get started, why is it important for you?
Important to present to the rest of the society? What is the message?

11) Where do you paint? What are the laws like here? What happens if the police catch
you?

12) In which ways could you explain to people that graffiti is a positive outlet for kids,
good for society?

13) How does Turkish graffiti differ from graffiti produces in different countries? Why is
it unique?

14) How does hip-hop culture in Turkey differ from cultures in other countries? What
makes it unique? How is it similar? Is there anything in your work that you try to do to
give it a “Turkish twist?”

15) What is it about hip-hop culture, the music, the dancing, the graffiti, that attracts you
to it the most? That makes people all around the world, whether Korean, German,
Turkish, American, etc...relate to it?

16) How does graffiti bring people together and form community? Where do you gather?
Where do you hang out on the weekends? When you are not at graffiti event?

17) Is there any tension or violence amongst Turkish rap groups, break-dance, graffiti
groups? Who and why? Any recent tension due to the media attention that certain artists
are receiving?
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8.13 Release Form Examples
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CONSENT AND RELEASE

Io grder to induce Ahynet Brtegun ("Participent”) to aflow Cigdem Akbay (“Produeer™) o use an interview {the "Interview™
of Partitipant conducted by Producer as part of the documentary ahout the influences of bip hop culture on the youth of
Estanbal, Turkey entitled “HIPHOPISTAN" (the "Pocumentary™), the perties hereby agree as follows:

%, Producer shall net exploit the loterview (in whoile ar in part} in any medium or in eny manner until such time, if Ve, as
Participant provides written approval thereof, and then only in accordance with the terms get forth below, (Sneh portion of
the Interview as Participant has approved in WIiting it sometimes referred to hereinafter as the "Approved Footage.™)
Producer shall nelther maie nor permit to he made any changes to the Approved Footage without Perticipant's priar written
approval,

2. Insofar a5 Participant is concarned, Producer may: {a) Ineqrporate the Approved Footage, in its entizety, without
modification, salely in the Documentary; (b) use excerpts from the Approved Footage (which excerpte shail be subject to the
prior written approval of Participant) sclely for purposes of advertising and promoting the Documentery (provided that in no
event shall such excerpts be the only excerpts from the Documentary included in any particular advertisement); and (2) use

Participant's approval on a case-by-case basis. Escept as explichtly permitted in this pamgraph 2, Producer shall not
reproduce ot exploit, or cause or allow any third perty to reprodnce or exploiz, thﬂ!ntewimv%in whele or in part) and/or the
Approved Footage (in whole or in part) without the prior written epproval of Participant. Producer shall be

responaible for obtaining any additional desrances required in eomnection with the exploitation of the Approved Footage.

3. Producer shell have the right to anthorize the airing snd public performance of the Documentary in its entirety, solely at
international flm festivals and on Turkey's “Dream TV channel, for five years. Producer shall not heve the Tight to exploit
the Docomentary by any other means or mediz ot expressly permitted above.

4. Farticipant shall recefve no compensation for the exploitation of the Approved Footage, provided, however, that if any
PErson récgives compensation for the exploitation, in connection with the Documentary, of any foomge that includes such
person, then, sutomatically, Participant shall be entitled to receive at least the same compensation for any use of the
Approved Footage.

5. Producer will protect, indemnify and hold harmless Partici pant, Aflantic Recerding Corporation, and each entity related
to, or affiliated with, either of the foregoing (each, un "Indemnified Party™} from any loss, liability, judgment, damage or
expente. including, without limitetion, attarneys’ fees and expenses, which such Indemnified Party may sustain in
copnection with the exploitation of the Approved Footage, or vtherwise arising in conoection with the Documenteary,
Froducer will name Participant end Atlantic Recording Corpaoratien as additional insureds on the errors and omdssions
insurance policy relating to the Docamantary and will farnish Participant with a certificate of msurance evidencing the same.

6. Participant represents end warrants that Participant has the foll right, power and authority to execute this agresment, and
that Participant is over twenty-one years of age.

7. Producer agrees that the approval rights granted to Partlcipar are the essence of this apreement, znd that each such
approval right may be exercised by Partieipant in his sole distretion. Producer further agrees that, in addition to all other
rights Participant may have, Participant shall be entitled to infunctive relief and other equitable relief against any threatened,
potentisl or actnal breach by Producer of one or mare of the prendsions of this agreement.

8. Nothing contained herein shall grant Producer any exclusive rights with respect to Participant’s statements included in
the Interview and/or the Approved Footage. Without limitstion of the foregoing, Farticipant may expioit, or suthorize the
exploitation of, statemenrts which are the same as those contatned in the Interview and,/or the Approved Footage.

9. This agreement shall be construed in nccordanee with the laws of the State of New York, applicable to contracts made and
to be entirely performed therein. This agreement represents the entire enderstanding of the parties with respect to the

effective oot countersigned by an sutharizad signatory of Producer and returned to Parbc:pam, g/o Cdell Nails, Atlantic
Recording Corporation, 1200 Avenue of the Americas, 26% Floor, New York, WY 10404,

IN WITNESS WHEREOQF, the perties have entersd into this agresment a5 of the date below,
Dated as of Apri] 11, 2008

_— AN G

By
AHMET ERTEGIN i
Its; oo

16288 £ /MS/4/11 /06
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(iadem AKBAY
11116 Hillwood Drive
Huntsville, AL 35803
Director

“HIPOPISTAN" ADLI BELGESEL FILMIN MULKIYETINDEN KAYNAKLANAN
MALI HAKLARIN DEVRINE ILISKIN SOZLESME

AsaZida imzasi olan ben. Cigdem Akbav’a ( “vinetmen™ olarak antlacak) ve onun
vetkilendirdiklerine (“vetkilendirilen taraflar™ olarak anilacak) “HIPHOPISTAN™ adh
programla (“program” olarak anmilacak) 1igili olarak bunun belgesel film olarak ve
Yonetmen tarafindan secilecek bir Yapime ile gergeklestirilmesine. program ve [lilmle
ilgili biitiin konulan kapsar bicimde: isleme. gogaltma. vavma. temsil ve isaret ses
velveya gorinti nakline varavan araglarla vavin ve umuma iletim haklan konusunda
baskaca manevi ve mali vikiimlilik olusturmaksizin. kayit. redaksivon. kullanma. dvd.
ved, me , cd gibi (bunlarla simirh olmamak {izere bulunacak veni teknolojiler) sesh
ve/veva sesli gbrintilil formatlarda pivasayva strilmesine. festivaller basta olmak Grere
tiim medya araclarinda ve dijital iletim de dahil olmak tzere tim vayvin bigimlert ile ve
avrica internet ile vaymina. umuma iletimine, telli telsiz sausina ve tim bunlarla tlgili
olarak ismimi, sesimi, gérintiimd. reporajimi. dzgecmisimi. esenmu  ve performansimi
kullanmasma. higbir stire. savi. ver ve muhteva Kisitlamasi olmaksizin. vasal koruma
stirest bovunca ve 10m diinva icin gegerli olmak zere haklarm devredivor ve bu tim
savilan bigimierie ilgili olarak kendisi wrafindan segiiceck Gelincd hiziicre izin vermesine

Q1Y Ve yorum,

Yaneimen. hak sahiplidgimi zedelemevecek bigimde mutlak takdir vetkisi olacak sekilde.
kavitlar dahil, biitlin isim ve kazanclar Gzerinde siirsiz kullanma ve daginm haklarnna
sahip olacakur.

Bu wesilevle, bu sdzlesmede  kullamlan matervaller ve kullammma ithiskin olarak
vetkilendirilen taraflan da kapsavacak sckilde simdi va da deha sonra herhangt bir
sorumnluluk. walep ve dava ileri sirmeyecegimi kabul ve taanhiit cdeom.

Sive buizinle verilen haklan va da vapilan milakat kullanmak zorunda dedilsiniz.

[s bu sdzlesme hitkiimlerini imzalamadan énce okudugumu, icerigini ve vetkilendirilen
taraflann bu stzlesmeve giivenerek esash harcamalar }z=.p:1l‘.riI{:l;cg'_j|1i/_,:111|_:1d|_t_‘_”_||m bevan
ederim.

lsim
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8.14 HIPHOPISTAN Sponsorship
Packet
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[1.Gi: Hiphopistan Belgesel Film Projesi

Kitresellesme sirecindeki diinyada kent icerisindeki yerellesmeyi rap ve hip-hop
mizik kGltar zerinden inceleyen Hiphopistan adli belgesel niteligindeki projenizin
dosyas: tarafimdan incelenmigtir. '

Gerek Istanbul gibi cok klttirti bir ditnya sehrinin agufa ikmarms yonlerini
ortaya gikarmas: gerekse tiim dinyada kendi kesin duruguna sahip bir muzik kiiltiriinfin
istanbul' daki varhifinin ne diizoyde oldugunun daha genis kitleleree duyulmas: agisindan
Hiphopistan oldukga dnemli bir projedir. Bu tip yapimlarin beili bir butge dahilinde
tamamlandifi ve bu suregte maddi destege ihtiyag duyuldufiu ise bir gergektic Onecelikle
ulusiararas: film ve belgesel yarismalanina katilacak, ardindan filkemizin whssal
televizyon kanallarinda gosterime girecek bOylesine bir projeye yapilacak yapum, dagitumn
ve sponsoriuk destegi ulagilacek kitle dugin@ldagunde oldukga oocmlidin

Bu noktalardan yola eikarak, iizerinde caligmakia oldufunuz Hiphopistan adl
projenize sit fikirlerinizin ve projenizin hayata gegirilmesi siirecindeki gbriglerinizin
tarafimca da paylagilmakta oldugunu belirtip, ¢aligmalariniza tarzfimedan her tiirli
destegin saglanacagi konusunda sizi temin ederim.

Bilgilerinizi rica eder, gahgmalannizda beganlar dilerim.
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ILGI: Hiphopistan Belgesel Filmi Sponsorluk Teklif Paketi

Kiiresellesen dinyada rap temalt Hiphopistan adh belgesel film projenize a1l

sponsortuk teklif paketi tarafinuzdan incelennus bulunmakiadar.

Hiphopistan, gerek hedef kitlest perekse ulusal ve uluslararas: platformedaki temsil
giicii nedeniyle kiltiire]l ve ekonomik olarak giighii bir projedir. Teklil paketinizde yer
alan yazili ve gorsel unsurlardan yola gikarak Hiphopistan projesinin kanalimizin genel

yayin gergovesiyle ve yayvincihik ilkelerimizle Srtistifimi de gormits bulunmakiayiz.

Tiitn bu dogrulardan harecketle, Dream TV 'nin Hiphopistan belgesel fiim
projesine basin-yayin sponsoru olmaktan mutluluk duyacafim belirtiriz. Hiphopistan,
ifgili kurallar dahilinde ¢esithi uluslar aras) film festivallerinde yer aldikian sonra
kanalimizda gosicrime girecektin, Dream TV aym zamanda projenin tanitimina ve bunun
dogal bir sonucu olarak daha gems kitlelere ulagsmasina da dnem vermckiedir. Bu konuda

gerckli tiim destek saglanacakiic.

Her iki taraf icin de olumlu oldujiunu disimdiigiimiiz bu sponsorluk anlagmasi

igin lesckkiir eder, 1yi gahismalar diferiz.
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Tel: (212) 215 56 36 - Faks: {212} 21553 10 - www.dreamtv.com.tr
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11116 Hillwood Drive
Huntsville, Alabama 35803
U.S.A.

Korkadi Sokak
Turizm Sitesi 6 Blok Daire 19
Ulus- Istanbul, Turkey

To whom it may concern,

HIPHOPISTAN is a documentary film that film examines the impact of hip-hop culture
on Istanbul youth and reveals how young Turkish rappers, DJs, break-dancers, and
graffiti artists creatively blend popular influences with their local cultural values and
traditions. While providing a glimpse into the lives of innovative youth in a
predominantly Muslim and rapidly globalizing city, HIPHOPISTAN presents examples
of how globalization can produce rather than erase local culture, and provides solutions
as to how tradition and change can peacefully co-exist.

In this packet I have inserted my film proposal, CV, reference letters, and five minute
DVD trailer for you to review in hopes of receiving your support and sponsorship.

By providing sponsorship to HIPHOPISTAN your company or organization will gain
recognition for promoting timely and necessary research on globalization and Turkish
youth identity, as well as benefit from contributing to a project that will be viewed by
youth audiences worldwide that are target groups for various advertising and marketing
strategies.

Sincerely,

Cigdem Akbay



HIPHOPISTAN: Representing locality in a global city

A film by Cigdem Akbay

Style: Documentary

Duration: 52 minutes

Target Audience: North American, European Union, and Turkish audiences; youth
groups between 14-30 years of age and academic scholars with interests in globalization,
popular culture, and youth identity

Distribution: Film festivals, television broadcast, and academic institutions

Research and Documentary Film Proposal

“Hip-hop and rap cannot be viewed simply as an expression of African American culture; it has become a
vehicle for global youth affiliations and a tool for reworking local identity all over the world. Even as a
universally recognized popular musical idiom, rap continues to provoke attention to local specificities.
Rap and hip-hop outside the USA reveal the workings of popular music as a culture industry driven as
much by local artists and their fans as by the demands of global capitalism and U.S. cultural domination.”
-Tony Mitchell “Global Noise: Rap and Hip-hop outside the U.S.A.”

The Concept

HIPHOPISTAN is a documentary film that examines the impact of hip-hop culture on
Istanbul youth and reveals how young Turkish rappers, DJs, break-dancers, and graffiti
artists creatively blend popular influences with their local cultural values and traditions.
In a world that is becoming increasingly exposed to global media, much has been debated
as to whether or not societies and individuals can adopt influences from music, television,
cinema, internet, fashion, etc...in a positive and constructive way without losing their
own cultural identities and heritage. The dichotomy terms of “East” and “West” have
unfortunately regularly coincided with “tradition” and “modernity” and “local” and
“global” making it seem as though they are polarized opposites. While providing a
glimpse into the lives of innovative youth in a predominantly Muslim and rapidly
globalizing city, HIPHOPISTAN presents examples of how globalization can provide
opportunities for creative changes rather than simply erasing local culture. Creative
artists provide solutions that allow tradition and change to peacefully co-exist. By
displaying how communities are created through the use of lyrics, beats, rhymes, dance,
and graffiti art, HIPHOPISTAN emphasizes how the universality of music and
expression blurs all cultural, ethnic, religious, and linguistic boundaries and barriers and
thus raises awareness of the many similarities of youth culture worldwide.

The Story

HIPHOPISTAN is a film in which the characters lead the narrative. It centers around
four main characters that represent the four elements of hip-hop culture: Ceza (rapper),
Funky C (DJ), Joker (break-dancer), and Turbo (graffiti artist). By taking globally
circulating genres of music, dance, and art, and suiting them to their local settings, these
energetic youth work towards exposing hip-hop culture to their own society as well as
displaying their talents and capabilities to the rest of the world.



Ceza (Punishment) is one of the most well-known and successful Turkish MC’s. An
electrician-turned rapper, Ceza’s incredibly fast rhymes, unique lyrical style, and
combination of eastern and western sounds, has earned him respect from a following that
continues to grow in number. Ceza’s albums, from “Meclis-I Ala Istanbul” made in
collaboration with MC Dr. Fuchs, to his most recent solo album “Rapstar”, express his
opinions on social and political topics, an approach that shockingly stands apart from the
mainstream candy-coated images that make up the majority of Turkish pop culture.
Regardless of increasing publicity, Ceza has stayed fully devoted to the hip-hop
movement in every aspect and continues to represent his country and his people by
performing across Europe and collaborating with other various talented artists worldwide.

Funky C is a highly accredited DJ that spins in various venues throughout Istanbul and at
local radio station Power FM. By continuously performing with different rap artists, he
serves as a backbone or connecting link between members of a rather small but powerful
hip-hop community. Since Funky C has spent the majority of his life receiving intensive
music training in the United States, he is an intriguing character with many bi-cultural
observations that enable him to mix and blend several diverse cultural influences into his
turntablism.

Joker is Turkey’s award-winning break dancing, or b-boy, champion. Due to his
devotion and infinite levels of energy, he regularly organizes and hosts break dance
battles and workshops that gather b-boys and b-girls from all corners of the country.
During these events dancers are given opportunities to learn and improve their moves and
techniques and are encouraged to compete at international levels. Extremely ambitious in
his attempts to make Turkish society more familiar with the art of break dance, Joker has
contributed to many advertisements and television commercials with break dance themes.

Turbo is a talented graffiti artist that is also very active in other aspects of the hip-hop
community. In addition to writing newsletters for hip-hop web sites, local newspapers,
and magazines, he has also developed albums that consist of mixed compilations of
various Turkish rap artists. A Turk born and raised in Germany, Turbo travels back and
forth between both countries, adding a transnational angle to the film. Due to Turkish
society being less aware of graffiti than German society, he finds himself challenged to
explain the art that embellishes Istanbul walls and trains to those who portray it as
political activism or a menace to the environment.

The goal of HIPHOPISTAN is to bring the viewer inside the characters’ hearts and minds
to show audiences what it feels like to be a young person growing up in a country with
such rich cultural tradition and rapid globalization. By taking a personal glance into the
everyday lives of these four intriguing characters, viewers will be better able to
understand the cultural context in which they live as well as feel the challenges they face
in trying to construct their own unique identities and create a community of their own.
Even though the characters are Turkish, their stories, just as the music, dance, and art that
bonds them together, is universal. Their struggle for self-discovery and self-expression is
a theme that will engage viewers of any culture.



Why HIPHOPISTAN?

HIPHOPISTAN is an ethnographic documentary film of a culture and people that has
been at best only partially understood by the EU and North American public. By viewing
Istanbul hip-hop culture spectators will understand the complexities that today’s young
people confront as they try to keep up with social change while promoting acceptance,
diversity, and tolerance. If a culture is homogenous in nature it is highly likely that the
people will want to rebel; but if diversity is allowed then they will freely and creatively
innovate new identities and cultures while appreciating and embracing their former
traditional culture. Having the freedom to express themselves sends a positive message to
society and provides a viable alternative to violence and drug abuse. The heart of the
story is represented by the choices these young people make, what they select, how they
combine it with their morals and values as individuals, and the ways in which it produces
a response within their culture as a whole. How are they influenced and inspired? How
do they resist homogenous marketing strategies and trends? How do they adopt these
trends and localize them? How do they deal with recently found fame and increasing
publicity? These are some of the main themes that grab viewers’ attention and make
HIPHOPISTAN a worthy cinematic experience.

HIPHOPISTAN is timely as hip-hop culture is making its way into Turkish mainstream,
something made evident by the recent attention given to local rappers, DJs, break-
dancers, and graffiti artists on music television stations, advertisements, and talk shows.
With the hip-hop movement beginning in the mid-90’s, from the German-Turkish
pioneers of Cartel to Ceza today, it hasn’t been until this past year that these artists have
received recognition on such mass levels. Although extensive research has been made on
hip-hop movements outside the U.S., Islamic hip-hop, and rap music made by Turkish
migrants in Germany, very little has been conducted on the hip-hop movement in Turkey,
or more specifically, Istanbul. For these reasons HIPHOPISTAN is unique.

The film takes place in Istanbul. Due to Istanbul’s strategic location between Europe and
Asia, it synthesizes cultures from both Eastern and Western influences. The visual
landscape of the city consists of narrow cobblestone streets along highways, skyscrapers
alongside ancient palaces, and super malls next to bustling open-air markets.
HIPHOPISTAN’s audio and visual style, from the call to prayer to hip-hop beats,
whirling dervishes to turntables, folk dance to break-dance, and mosaic tiles to graffiti
murals, is an experience of Istanbul’s coalescence of antiquity and new in totality.

About the Director

Born and raised in the United States where hip-hop culture has become a dominant force
in the mainstream music industry, Cigdem Akbay has had a growing interest in
ethnomusicology and of the ways youth identity is influenced by popular culture. A
Turkish-American that visited Turkey periodically throughout her life, she has witnessed
many social, cultural, and economical changes throughout the 1980°s to the present that
have inspired her to take her observations and analysis to a greater level.



Over the past five years, Cigdem has spent extensive time in Turkey conducting
anthropological research and working on various film production projects. In developing
HIPHOPISTAN she has formed close relationships with several authors, scholars, and
filmmakers working with similar themes and has been fortunate to acquire knowledge
from them. By immersing herself as a participant observer in the Istanbul hip-hop scene,
and by establishing good rapport with her characters, she has already successfully
completed several days of preliminary filming and interviewing up to date.

Calendar/Time Table

Pre-Production: May 2004-May 2005
Production: December 2005- August 2006
Post-Production: December 2006

Budget

$37,870



EDUCATION
2003-present

2001

1999 + 2000

2001+2003

CiGDEM NUR AKBAY
11116 Hillwood Drive Huntsville, Alabama 35803 U.S.A.
+01 256 881 8788
Korkadi Sokak, Turizm Sitesi 6. Blok Daire 19
Ulus- istanbul, Turkey
+90 536 496 8321, +90 212 263 2339
Chigma7i11@yahoo.com

Master of Arts: Anthropology, Yeditepe University, Istanbul, Turkey
eDeveloping thesis on Istanbul youth and cultural identity

eCompleted courses in research methods, interviewing techniques, video production, non-
linear editing, and mass-media analysis

Bachelor of Arts: International Studies, University of Alabama at Birmingham
eReceived “Outstanding Undergraduate Student Award”

eCreated a short film, “The Bessemer Bunch,” exhibited at the Birmingham Sidewalk
Film Festival and at a local interactive museum

Undergraduate Study Abroad, Bogazi¢i University, Istanbul, Turkey

Certification in Turkish Language, Tomer Language Center, Istanbul, Turkey

PROFESSIONAL EXPERIENCE

2005-present

2003-present

summer 2003

2003-2004
2001

Grand Bazaar U.S.A., Public and Media Relations Director, Istanbul, Turkey
eCreated marketing and advertising strategies for the promotion of Grand Bazaar
U.S.A,, areplica of the Istanbul Grand Bazaar to be constructed in Los Angeles, CA

Film Production

eDirecting a documentary that examines the impact of hip-hop culture on Istanbul youth and
explores how young Turkish rappers, break-dancers, and graffiti artists creatively blend
popular influences with their own local cultural values and traditions

eShot Grand Bazaar U.S.A. promotional video; interviews with various vendors and tourists

eWorked with various directors and producers on commercial, feature film, and documentary
film productions:

-Sinan Cetin, Plato Film Productions, Istanbul, Turkey

eGained hands-on experience in creative idea development, scriptwriting, casting,
costuming, set decoration, video production, and editing

-Binnur Karaevli, “Where East Meets West” and NASA’s Space Camp Turkey

promotional videos, Istanbul, Turkey + Izmir, Turkey

eProduction assistant; arranged interview schedules and learned interviewing techniques

-Third Coast Films, documentary about the Ottoman Empire, Istanbul, Turkey

eProduction assistant; conducted academic pre-production research, found relevant interview
subjects, scheduled appointments and use of necessary facilities

U.S. Capitol Hill, Congressman Bud Cramer’s Office, Washington D.C.
eAssisted with administrative duties and research

eAttended Congressional hearings and seminars

eLed tours of U.S. Capitol building

Yeditepe University, International Student and Exchange Programs, Istanbul, Turkey

University of Alabama at Birmingham, Cultural Diversity Center, Birmingham, AL

eServed as a student liaison for Diversity University, a multicultural workshop series
eCultural Anthropology teaching assistant



OTHER EXPERIENCE
2004-2005 Bosporus International Schools, Istanbul, Turkey

eTaught children with learning disabilities

2003-2004 Kemer Country Hayart Performing and Fine Arts Center, Istanbul, Turkey
eInstructed children’s gymnastic and dance lessons

summer 2002 World of Wonders Bodrum Resort, Bodrum, Turkey
eDanced and acted in theater performances
e Assisted with makeup and costume preparation
eChoreographed and instructed children’s theater

2000-2001 Walt Disney World Company, Orlando, Florida
o“Merchantained” at an Epcot Center Coca-Cola attraction
eEarned a “Ducktorate” degree for learning achievements

1997-1999 Parisian’s Incorporated, Sales Representative, Huntsville, AL

1996-1999 Boom D.A. Productions, Huntsville, AL
eOrganized and supervised children’s entertainment and craft festivals

HONORS AND ACTIVITIES

eSelected by Turkish National Security Council to participate in 2002 two-week conference tour of Turkey;
discussions led by various Turkish military and government officials

eGranted Meritorious Service Award for "Outstanding Service to the Turkish-American Community"

eReceived “Daughters of Ataturk Turkish Heritage Award”

eInvited as a guest speaker for the istanbul Hali¢ Rotary Club

eMember of the Assembly of the Turkish-American Associations (ATAA)

eMember of the United Nations Association

eMember of International Women of Istanbul Association

CONFERENCES ATTENDED

eUnited Nations briefings, New York City UN Headquarters

«U.S. Congressional staff member 2003 conference, Istanbul, Turkey

eTurkish-American relations briefing with Turkish Foreign Minister, Abdullah Giil, and Turkish Ambassador to
the U.S., Faruk Logoglu, Washington D.C.

eAssembly of Turkish-American Associations (ATAA) 2000, 2002, +2005 annual conferences, Washington, D.C.

eTurkish-American Industrialists’ and Businessmen’s Association (TUSIAD) 2003 conference, Istanbul, Turkey

eMarmara Group Eurasian Economic Summit 2003, Istanbul, Turkey

eBeykent University Strategic Research Center (BUSAM) and Turkish Forum 2004 conference, Istanbul, Turkey

eGoethe Institute “Americanization, Globalization, and Popular Culture” 2004 conference, Istanbul, Turkey

eTurkish-U.S. Business Council (DEIK) 2005 conference, Istanbul, Turkey

VOLUNTEER WORK
Pink Angels, Istanbul, Turkey
eEngaged in playgroups at the children’s cancer ward of the Okmeydan1 SSK Hospital

Genctur International Work Camp, Abana, Turkey
eLed an environmental group of international volunteers

Bread and Roses Women'’s Shelter, Birmingham, AL
eSupervised homeless children while their mothers received vocational training

First Light Homeless Women'’s Shelter, Birmingham, AL
eServed as an over-night supervisor for homeless women and participated in fundraising events



T.C.
YEDITEPE UNIVERSITY
FACULTY OF ARTS AND SCIENCE
DEPARTMENT OF ANTHROPOLOGY

To whom it may concern,

It is my pleasure to wrile this letter on behalf of Cigdem Akbay who intends to produce a
feature documentary on the Istanbul hip-hop movement titled “HIPHOPISTAN". T have
known Cigdem about eighteen months as a master’s student in our social Hntllt‘u]}u]ugy
program at Yeditepe University. She proved to be an outstanding student in my cultural
and visual anthropology courses. She is intelligent, polite and hardworking. She has great
intellectual capacity, learns quickly and has the ability to express hersell well through
written and visnal mediums. Viewing her promotional trailer film for “HIPHOPISTAN"
and speaking with her about her film’s premise and strategy, I have concluded that she
uses documentary techniques to expose social and cultural meanings in a remarkably direct
way. I believe she deserves full funding for her project. Once funds are obtained, T am
confident that she will complete the proposed project with distinction.

As a Turkish-American, Cigdem is uniquely qualified to evaluate nuances of Turkish and
American societies. She has spent a considerable amount of time conducting preliminary
research and developing technical skills in the United States and Turkey in order to
complete this project. With the rising tide of popularity for Turkish hip-hop culture
evident in television commercials, talk shows, and more, there is no better time than now
for her to apply her knowledge and skills in producing, promoting and distributing this
film.

I believe any student or director can learn the technical aspects of the camera and video
editing. What most impressed me about Cigdem’s work was her ability to engage the
people she filmed; to establish the rapport required for them to talk about themselves in a
genuine way. It is extremely rare to find a student/director with this kind of talent, and 1
am not sure that it is a skill that can be taught. Perhaps her broad range of interesis from
politics to art and music, and her bicultural background explain it. Whatever the case may
be, after watching the trailer for “HIPHOPISTAN” I saw how her “informants™ opened up
to her, allowing viewers to experience a more intimate side of their lives. With adequate
funding, Cigdem will complete an important film that will showcase the self-revelations of
her subjects, disclosing how creative young people are constructing their identities in
today’s complex and interdependent world.

Sincerely yours,

(0% € Foctir

Jay C. Fikes
Professor of Anthropology
June 1, 2005

26 Agustos Yerlesimi Kayisdafi Caddesi 34755 Kayisdag/ Erenkoy [ ISTANBUL - TURKEY
Phone: (+30 2163 578 00 00 Fax: (+90 2106) 375 08 99



T.C.
YEDITEPE UNIVERSITY
FACULTY OF ARTS AND SCIENCE
DEFARTMENT OF ANTHEOPOLOGY

LETTER OF RECOMMENDATION

Date: June 27, 2005
Applicant: Cigdem Akbay
Referee: Dr. Feza Tansug

I am delighted to see that Ms. Cigdem Akbay is applying for a grant to bring the many years of
her interests in anthropology and music in fruition. The breadth of her study and expericnce In a
wide range of fields in Turkey, as well as the humane quality of her interest in scholarship have
been clear to me aver the years. It is my personal impression that she has acquired a valuable
perspective from her formal studies in Turkey and in the U.S.: she has had to learn the distinctive
ideologies and methods of cultural studies characteristic of both scholarly worlds. It is very good
news for future students of modern Turkish culture that she will be focusing the considerable
resources on a social history of one of the most potent and controversial dialects of Turkish

popular music.

Over the past two years, Cigdem Akbay attended my graduate and undergraduate classes in
world music at Yeditepe University. | have seen her as a very ambitious, resourceful, inquisitive,
and thorough researcher, who is not afraid to extend herself beyond the boundaries of traditional
disciplines and bring together different perspectives in order to analyze the issucs she is
attending to. She has a very focused manner of work and is even-tempered, thus rendering her a
suitable candidate for producing a documentary film on the hip-hop movement in Istanbul.
“Hiphopistan™ fills an essential need in the field of Turkish studies in its representation and
exploration of the musicians and Turkish urban culture. 1 am especially excited to advocate her
project due to its contribution to research on cross-border flows and the griginal contribution to
ongoing debates on the nature of negotiation of multiple identities through culture. These are
highly contentious issues in discussions among colleagues in anthropology, sociology, and

ethnomusicology.

26 AZustos Yerlesimi Kayigdad Caddesi 34755 Kayisdag / Erenkdy { ISTANBUL - TURKEY
Phone: (50 216) 378 00 00 Fex: (+90 216) 578 08 99



Cigdem Akbay is one of the brightest, most interesting student with whoimn 1 came into contact,
In comparison with other students | have known within the past ten vears, | would rate this
applicant as exceptional. I believe that she will successfully complete the proposed project with
distinction. She has the capacity for mastering difficult subject matter and developing original
ideas. Based on my personal impressions of her over the years, gained in numerous
conversations and communications, [ consider that Ms. Akbay is uniquely prepared to
accomplish this project. Her organization and self-discipline and her friendly nature are obvious

to anyone who has worked with her.

1 have no doubt that full funding for her project would be put to good use and that it would result
in an important contribution to music and ethnomusicology. In sum, this project promises to be
of interest not only to specialists in Turkish music, but to all those interested in the contemporary
culture of Turkey and in popular music worldwide. I strongly recommend her to you. Should you

need further information please feel to contact me via e-mail at fezaf@yeditepe edu.tr

Sincerely yours,

Dr. Fera Tansug
Associate Professor of Anthropology and Music
Yeditepe University



Turkce



11116 Hillwood Drive
Huntsville, Alabama 35803
U.S.A.

Korkadi Sokak
Turizm Sitesi 6 Blok Daire 19
Ulus- Istanbul, Turkey

[lgili Makama,

HIPHOPISTAN, hip-hop kiiltiiriiniin Istanbul’un geng niifusu iizerindeki etkisini
inceleyen ve ge¢ Tirk rap’cilarinin, DJ’lerinin, break dans¢ilariin ve grafiti
sanatgilarinin, popiiler etkileri, yerel kiiltiirel degerleri ve gelenekleri ile nasil yaratici bir
sekilde harmanladiklarini ortaya koyan belgesel bir filmdir. Agirlikli olarak Miisliiman
niifusundan olusan ve hizla kiiresellesen bir sehir olan HIPHOPISTAN bir taraftan,
buradaki yenilik¢i genglerin hayatlarina dahil olmamizi saglarken diger taraftan
kiiresellesmenin, ortadan kaldirmaktan ziyade nasil yerel bir kiiltiir yarattig1 konusunda
ornekler ve gelenek ve degisim nasil bir arada yasayabilecegine iliskin ¢oziimler
sunmaktadir.

Bu paketin i¢inde film teklifim, 6z gecmisim, referans mektuplar1 ve de desteginizle
sponsorlugunuzu elde edebilmek umuduyla filmimin alintilarindan olusan 5 dakikalik
dvd fragmani mevcut.

HIPHOPISTAN'a sponsor olarak bir cok reklam ve pazarlama strajelerinde hedef kitle
olan geng izleyici kesimi tarafindan goriilecek olan bir filme katkida bulunmanin
avantajinin yaninda, sirketiniz ya da kurulusunuz Tiirk gencgligi kimligi ve kuresellesme
konular1 hakkinda giincel ve gerekli arastirmalara yaptig1 destek sayesinde tanim
kazanmis olacak.

Saygilarimla,

Cigdem Akbay



HIPHOPISTAN: Kiiresel bir sehirde yerelligin temsili

Bir Cigdem Akbay filmi

Tiir: Belgesel

Siire: 52 dakika

Hedef izleyici kitlesi: Kuzey Amerika, Avrupa Birligi ve Tiirkiye’deki izleyiciler; 14-30
yaslar1 arasindaki geng gruplar ve kiiresellesme, popiiler kiiltiir, ve genclik kimligiyle
ilgilenen akademisyenler

Dagitim: Film festivalleri, televizyon, ve akademik kurumlar

Arastirma ve Belgesel Film Teklifi

“Hip-hop ve rap, sadece bir Afro-Amerikan kiiltiiriiniin bir tezahiirii olarak goriilemez. Hip-hop ve rap,
diinya tizerindeki geng niifusu birbirine baglayan ve diinya genelinde yerel kimligi yeniden bicimlendiren
bir arag olagelmistir. Evrensel olarak taninmuis popiiler miizikal bir dil olarak da rap, yerel ozelliklere
dikkatlerin yonelmesini provoke etmeye devam ediyor. Rap ve hip-hop, ABD disinda, yerel sanat¢ilar ve
hayranlarindan oldugu kadar kiiresel kapitalizm ve ABD 'nin kiiltiirel hakimiyetinin taleplerinden beslenen
bir kiiltiir endiistrisi olarak popiiler miizigin eserlerini ortaya koyuyor.” - Tony Mitchell “Global Giiriiltii:
ABD disinda Rap ve Hip-Hop”

Konsept

HIPHOPISTAN, hip-hop Kkiiltiiriiniin Istanbul’'un gen¢ niifusu iizerindeki etkisini
inceleyen ve gen¢ Tirk rap’cilarimin, DJ’lerinin, break dansgilarinin ve grafiti
sanatcilarinin, popiiler etkileri, yerel kiiltiirel degerleri ve gelenekleri ile nasil yaratici bir
sekilde harmanladiklarini ortaya koyan belgesel bir filmdir. Kiiresel medyanin giderek
artan bir hizda etkisinde kalan bir diinyada, toplumlarin ve bireylerin, miizik, televizyon,
sinema, internet, moda, vs. gibi farkli mecralarin etkilerine, kendi kiiltiirel kimlik ve
miraslarini kaybetmeden olumlu veya yapici bir sekilde ayak uydurup uyduramayacaklari
konusunda tartigmalar siirlip gitmektedir. “Dogu” ve “Bat1” ayrimi, ne yazik ki
“geleneksellik” ve “modernite” ve “yerel” ve “kiiresel” terim ¢iftleri ile
tanimlanmaktadir; bu da sanki iki farkli kutbun oldugunu goéstermektedir. Agirlikli olarak
Miisliiman niifusundan olusan ve hizla kiiresellesen bir sehir olan HIPHOPISTAN bir
taraftan, buradaki yenilik¢i genglerin hayatlarina dahil olmamizi saglarken diger taraftan
kiiresellesmenin, ortadan kaldirmaktan ziyade nasil yerel bir kiiltiir yarattig1 konusunda
ornekler ve gelenek ve degisim nasil bir arada yasayabilecegine iliskin ¢dzlimler
sunmaktadir. Sozler, tempolar, uyaklar, danslar ve grafiti’lerle nasil topluluklarin
olustugunu yansitarak HIPHOPISTAN, miizik ve ifadenin evrenselliginin, nasil da tiim
kiiltiirel, etnik, dini ve dil sinirlarini1 ve bariyerlerini ortadan kaldirdigina vurgu yapmakta
ve boylelikle diinya iizerindeki geng niifusun aslinda birbirlerinden ¢ok farkinin olmadigi
gercegini ortaya koymaktadir.

Hikaye

HIPHOPISTAN, karakterlerin anlattimi yénlendirdigi bir filmdir. Hikaye, hip-hop
kiiltiirtinlin dort unsurunu temsil eden dort ana karakterin etrafinda doner:: Ceza (rap’¢1),
Funky C (DJ), Joker (break dansc1) ve Turbo (grafiti sanat¢isi). Diinyay1 dolasan miizik,
dans ve sanatin tiirlerini ele alarak ve yerel mekanlarina bunlar1 uydurarak, bu enerjik



gengler, hip-hop kiiltiiriinii kendi toplumuna dogrultmaya ayni zamanda diinyanin geri
kalanina yeteneklerini ve yetilerini sergilemeye ¢alismaktadir.

Ceza, en iinlii ve en basarili Tiirk MC’lerinden birisidir. Eski bir elektrik teknisyeni olan
Ceza’nin inanilmaz hizli uyaklari, 6zgiin lirik anlatim tarzi ve bat1 ve dogu seslerini bir
araya getirme yetenegi, kendisine giderek artan bir sayginlik kazandirmistir. Ceza, MC
Dr. Fuchs ile birlikte hazirladigi “Meclis-I Ala Istanbul”dan son albiimii “Rapstar”a kadar
tim alblimlerinde, Tiirk pop kiiltiiriinlin ¢cogunlugunu siisleyen ana akim seker kaplh
imajlardan muazzam bir farkla ayrilan bir yaklagimla sosyal ve siyasi konulardaki
fikirlerini ve gorislerini dile getirmistir. Artan {iniine ragmen, Ceza, her acidan hip-hop
hareketine bagli kalmay1 siirdiirmiis ve Avrupa genelinde yaptigi islerle ve diinyanin
diger yetenekli sanatcilariyla isbirligi yaparak iilkesini ve insanlarini temsil etmeyi
stirdirmektedir.

Funky C, Istanbul genelinde gesitli mekanlarda isler yapan ve yerel bir radyo istasyonu
olan Power FM’de program yapan taninmis bir DJ’dir. Farkli rap sanatcilariyla stirekli
olarak performanslar diizenleyen Funky C, nispeten kiicik ama giicli hip-hop
toplulugunun iiyelerini birbirine baglamaktadir. Hayatinin biiylik bir ¢ogunlugunu
Birlesik Devletlerde yogun miizik egitimi alarak geciren Funky C, programlarinda ¢esitli
farkli kiiltiirel etkileri karistirabilmesini ve harmanlayabilmesini saglayan iki farkli kiiltiir
icinde gecen hayatiyla merak uyandiran bir karakterdir.

Joker, Tiirkiye’'nin 6diil kazanmig break danscist veya diger bir ifade ile “b-boy”
sampiyonudur. Kendisini bu alana vakfetmis olan Joker, bitip tiikenmek bilmeyen enerjisi
ile stirekli olarak, iilkenin her kosesinden “b-boy” ve “b-girl”leri toplayan break dans
carpismalarini ve atdlye caligmalarim1 diizenlemekte ve ev sahipligi yapmaktadir. Bu
etkinliklerde, dansgilar, hareket ve tekniklerini gelistirme ve yeni seyler 6grenme firsatini
yakalamakta ve uluslararasi seviyelerde yarigmalara katilmalari yoniinde tesvik
edilmektedirler. Tiirk toplumunu break dansi tanitmay1 kendisine siar edinmis olan Joker,
break dans temalari ile birgok reklama katki yapmustir.

Turbo, hip-hop toplulugunun diger bir alanlarinda da etkin olan yetenekli bir grafiti
sanatcisidir. Hip-hop web siteleri, yerel gazeteler ve dergiler i¢in yazdigi makalelerin
yani sira farkl Tiirk rap sanatcilarinin karma caligsmalarini toplayan albiimler ¢ikarmustir.
Tiirkiye’de dogan ve Almanya’da yetisen Turbo, iki iilke arasinda gidip gelmekte ve
filme uluslar isti bir bakis acisi kazandirmaktadir. Tirk toplumunun, grafiti sanati
hakkinda Alman toplumuna nazaran daha az bilgi sahibi olmasindan dolayi, bir politik
aktivizm veya g¢evreye bir tehdit olarak gdsteren insanlara karsi kendisini Istanbul’un
duvarlarini ve trenlerini siisleyen bu sanat1 anlatmaya adamistir.

HIPHOPISTAN, izleyicilere, bu kadar zengin kiiltiirel bir gelenege sahip ve hizla
kiiresellesen bir iilkede bir biiyiiyen geng¢ insan olmanin ne oldugunu gostermek amaciyla
karakterlerin kalplerine ve zihinlerine girebilme amaci tasimaktadir. Bu dort ilging
karakterin giinliik yasamlarina girerek, izleyiciler, yasadiklar1 kiiltiirel ¢evreyi daha iyi
anlayabilecek ve kendi 6zgiin kimliklerini olusturmaya ve kendilerine ait bir toplulugu
yaratmaya calisirken ne gibi zorluklarla karsilastiklarini hissedebileceklerdir. Karakterler



Tiirk de olsa, hikayeleri, onlar1 birbirilerine baglayan miizik, dans ve sanat gibi
evrenseldir. Kendi i¢ kesifleri ve kendilerini ifade edis bigimleri, her kiiltiirden izleyiciyi
kendisine ¢ekecek bir olgudur.

Neden HIPHOPISTAN?

HIPHOPISTAN, kismen de olsa en iyi AB ve Kuzey Avrupa topluluklar1 tarafindan
anlasilabilmis bir kiiltiirii ve insanlarin1 anlatan etnografik bir belgesel filmdir. Izleyiciler,
Istanbul’'un hip-hop Kkiiltiiriinii gorerek, bir taraftan kabul gdérmeye cabalarken,
farkliliklarin1 ortaya koymaya ve hosgoriiyli yaymaya c¢alisirken diger taraftan sosyal
degisimlere ayak uydurmaya cabalarken giiniimiiz genglerinin karsilastigi ¢ikmazlar
anlayabileceklerdir. Bir kiiltiir, dogas1 geregi homojen ise, insanlarin bagkaldirmak
istemesi olasidir; ancak, farkliliklar kabul gormiigse, eski geleneksel kiiltiirlerini
koruyarak ve kucaklayarak yeni kimlikler ve kiiltlirler yaratmada insanlar yaratici ve
yenlik¢i olacaktir. Insanlarin kendilerini ifade etme 6zgiirliigiine sahip olmalari, topluma
olumlu bir mesaj verir ve siddet ve ilag bagimliligina degerli bir alternatif olusturur. Bu
geng insanlarin yaptiklar1 segenekler ve bir birey olarak ahlaki deger ve yargilaryla
bunlar1 nasil birlestirebildikleri ve bir biitiin olarak kiiltiirleri i¢inde nasil bir cevap
bulabildikleri hikayenin 6zilinli olusturmaktadir. Nasil etkileniyor ve nasil ilham aliyorlar?
Homojen pazarlama stratejilerine ve egilimlerine nasil direniyorlar? Bu egilimlere
kendilerini nasil adapte edebiliyorlar ve kendilerini bu topraklarin insanlarina nasil ifade
edebiliyorlar? Kisa bir siire 6nce elde ettikleri iin ve artan sohretleri ile nasil bas
edebiliyorlar? Bunlar, seyircinin dikkatini cekecek ve HIPHOPISTAN degerli bir
sinemasal deneyim yapacak ana konulardan bazilaridir.

HIPHOPISTAN, hip-hop kiiltiiriiniin, Tiirk ana akimina dahil oldugu, miizik televizyon
istasyonlarinda, reklamlarda ve talk sovlarda yerel rap’¢ilarin, DJ’lerin, break dans¢ilarin
ve grafiti sanat¢ilarinin boy gosterdigi bir donemde ortaya ¢ikacaktir. 90’1larin ortalarinda
baslayan hip-hop hareketi, Alman-Tiirk Onciileri Cartel’den bugiinkii Ceza’ya kadar,
gectigimiz yilda oldugu kadar hi¢ bu kadar genis bir mecrada ilgi gormemisti. Her ne
kadar ABD disinda hip-hop hareketi, Almanya’daki Tiirk go¢menlerce yapilan rap miizik
ve Islami hip-hop hakkinda birgok arastirma yapilsa da Tiirkiye’deki veya daha 6zel bir
ifade ile Istanbul’daki hip-hop hareketi ile ilgili ¢ok az sayida arastirma yapilmustir. Bu
nedenle HIPHOPISTAN 6&zgiindiir.

Film Istanbul’da geciyor. Istanbul, Avrupa ve Asya arasindaki stratejik konumu
dolayistyla, hem Dogu hem de Batinin etkilerini bir potada toplamaktadir. Sehrin
gOriiniimii, otobanlarin arasinda dar tas doseli sokaklarindan, antik saraylarin yaninda
yiikselen gokdelenlerinden ve semt pazarlarinin hemen yaninda kurulan alisveris
merkezlerinden olusmaktadir. HIPHOPISTAN’1n, ezan seslerinden hip-hop ritimlerine,
Semazenler’den doner plaklara, yerel danslardan break dansa ve mozaik ¢inilerden
grafiti’lere uzanan gorsel ve isitsel tarzi, yeniyi ve eskiyi bir arada barmndiran bir Istanbul
deneyimidir.



Yonetmen Hakkinda

Hip-hop kiiltiirliniin, ana akim miizik endiistrisinin hakimi haline geldigi Birlesik
Devletlerde dogmus ve yetismis olan Cigdem Akbay, etnomiizikolojiye ve agirlikli
olarak miizik kiiltiirii ve bu kiiltiiriin genglerin kimligi iizerindeki etkileri olmak {izere
popiiler kiiltiire uzun yillardan beri ilgi duymaktadir. Hayatinin boyunca belirli araliklarla
Tiirkiye’yi ziyaret etmis bir Amerikali-Tiirk olarak, gdzlemlerini ve analizlerini daha st
seviyelere tasimaya kendisini itmis MTV kiltiiriiniin dogusu gibi 1980°lerden gliniimiize
birgok sosyal, kiiltiirel ve ekonomik degisimlere sahit olmustur.

Gegen bes yil icinde, Cigdem Akbay, zamanin g¢ogunu Tirkiye’de antropolojik
arastirmalar yaparak gecirmis ve birgok film projesi {izerinde ¢alismistir.
HIPHOPISTAN’1 vyaparken, benzeri konular iizerinde ¢alisan ¢esitli yazarlarla,
akademisyenlerle ve film yapimcilariyla yakin iligkiler kurmus ve onlarin
deneyimlerinden yararlanma firsatin1 yakalamustir. Istanbul hip-hop manzarasina
kendisini bir gozlemci olarak dahil olarak ve karakterleriyle dostane iliskiler kurarak,
film ve goriisme On hazirlik calismalarin1 da daha simdiden tamamlamaistir.

Takvim/program

On prodiiksiyon: May1s 2004 - May1s 2005
Prodiiksiyon: Aralik 2005 - Agustos 2006
Prodiiksiyon sonrasi: Aralik 2006

.

Biitce

Prodiiksiyon maliyeti tahminen: 37,870 ABD dolar1



EGITIM
2003 - 2005

2001

1999 — 2000

2001 — 2003

iS DENEYiMi

2005-2006

2003 - 2005

2003 yaz1

CiGDEM NUR AKBAY
11116 Hillwood Drive Huntsville, Alabama 35803 U.S.A.
+01 256 881 8788
Korkadi Sokak, Turizm Sitesi 6 Blok Daire 19
Ulus- Istanbul, Tiirkiye
+90 536 496 8321, +90 212 263 2339
Chigma711@yahoo.com

Antropoloji Yiiksek Lisans, Yeditepe Universitesi, Istanbul, Tiirkiye

- Istanbul gencligi ve kiiltiirel kisilik {izerinde tez ¢alismasi

- Aragtirma yontemleri, roportaj yapma teknikleri, video yapimi, kurgu (non-
linear editing), ve kitle iletisim analizi derslerini tamamladi

Uluslararasi Cahismalar Lisansi, Alabama Universitesi, Birmingham,
ABD

- “Bagarili Ogrenci Odiilii” aldim

- Birmingham Sidewalk Film Festivalinde ve yerli interaktif bir miizede
gosteriye giren “The Bessemer Bunch” isimli kisa metrajli film yapimi

Yurtdisinda Universite Egitimi, Bogazici Universitesi, Istanbul, Tiirkiye

Tiirkce Dilinde Yeterlilik Belgesi, Tomer Dil Merkezi, Istanbul, Tiirkiye

Kapal1 Cars1 USA projesi; Basin ve Halkla Iliskiler Direktérii, Istanbul
Tiirkiye

-Kapali cars1 USA projesi (Los Angeles CA yapilmasi diisiiniilen istanbul
kapal1 cars1 reprodiiksiyonu) promosyonu icin pazarlama ve reklam stratejileri
olusturma

Film Yapimecilig:

- Hip-Hop kiiltiiriiniin Istanbul gencligi iizerindeki etkisini inceleyen ve
Tiirkiye’deki rap, break-dance ve graffiti sanatcilarinin, dis etkileri kendi yerli
degerleri ve gelenekleriyle yaratici bir bicimde nasil bulusturduklarini
aragtiran bir belgesel filmin yonetmenligini yapmakta

-Kisa metrajli kapal ¢arg1 USA promosyon filmi; bir cok magaza sahibi ve
turistler ile roportaj

- Belgesel, uzun metrajl ve reklam filimlerinde ¢esitli yapimeilar ve
yonetmenlerle birlikte ¢alist: : )

- Sinan Cetin, Plato Film Productions, Istanbul, Tiirkiye

- Yaratic1 fikir gelistirme, senaryo yazma, rol dagitma, kostiim ve dekor
hazirlama, video yapimecilik ve kurgu konularinda tecriibe edindi

- Binnur Karaevli, “Dogu’nun ve Bati’'min karsilastig1 yer” (“Where East
Meets West”) filmi ve NASA’nin Tiirkiye Uzay Kampi reklam videolari,
Istanbul, Tiirkiye ve Izmir, Tiirkiye

- Yardimc1 yonetmen olarak roportaj tarihlerini diizenlemek ve roportaj
yapma teknikleri konusunda deneyim kazanma

- Third Coast Films, Osmanh Imparatorlugunu konu alan bir belgesel,
Istanbul, Tiirkiye

- Yardimc1 yonetmen olarak yapim oncesi akademik arastirmalari
gerceklestirme, uygun réportaj konular: bulma ve randevular: diizenleme.
Gerekli donanimlar1 kullanmakta deneyim kazanma.

U.S. Capitol Hill, Parlemento Uyesi Bud Cramer’in ofisinde, Washington
D.C, ABD

- idari ve arastirma islerinde yardimeilig:

- Kongre toplantilarina ve seminerlere katilhm

- U.S. Capitol binasi gezilerinde rehberlik


http://tdk.org.tr/tdksozluk/SOZBUL.ASP?KELIME=reprod%C3%BCksiyon

2003 — 2004 Yeditepe Universitesi, Uluslararas: Ogrenci degisim program, Istanbul,
Tiirkiye

2001 Birmingham’da Alabama Universitesi, Kiiltiir Cesitlilik Merkezi,
Birmingham, AL, ABD
- Cok kiiltiirlii at6lye caligmalar1 sunan “Diversity University”’de irtibat
elemani
- Kiiltiirel Antropoloji boliimiinde 6gretim asistanlig

DIiGER '
2004 — 2005 Bosporus International Schools, Istanbul, Tiirkiye
- Ogrenme bozuklugu ¢ocuklara ders
2003 — 2004 Kemer Country Hayart Performing and Fine Arts Center, Istanbul,
Tiirkiye
- Cocuklara jimnastik ve dans dersleri
2002 yazi World of Wonders Bodrum Resort, Bodrum, Tiirkiye
- Tiyatro oyunlarinda dans etme yada rol alma
- Kostiim ve makyaj hazirlanmasinda yardimeilik
- Cocuk Tiyatrosunun sorumlusu ve koregrafileri diizenleme
2000 — 2001 Walt Disney World Company, Orlando, Florida, ABD
- Epcot Center’de bulunan Coca-Cola senliginde pazarlama amaciyla
animatorlik
- “Ducktorate” (Walt Disney’in yeterlilik belgesi)
1997 — 1999 Parisian’s Incorporated, Satis Temsilcisi, Huntsville, Alabama, ABD
1996 — 1999 Boom D.A. Productions, Huntsville, Alabama, ABD

- Cocuklarin eglence ve atolye senliklerini diizenleme ve denetleme

ODULLER VE FAALIYETLER:

- 2002 senesinde, cesitli Tiirk subaylar1 ve hiikiimet memurlarinin yiiriittiigii konferanslar iceren 2
haftalik siiren Tiirkiye gezisine katilmam i¢in Tiirkiye Milli Giivenlik Konseyi tarafindan se¢ildim

- “Tiirk-Amerikan topluluguna yapilan 6nemli hizmetler” icin Ustiin Hizmet Odiilii

- “Atatiirk’iin Kizlar1 Kadin Odiili”

- Istanbul Hali¢ Rotary Kuliibiine davetli konusmaci

- Tlirk-Amerikan Isbirliligi Toplulugu (ATAA) iiyeligi

-Birlesmis-Milletler Dernegi tiyeligi

-Istanbul Uluslararas1 Kadinlar Dernegi tiyeligi

KATi11aNAN KONFERANSLAR:

- Birlesmis-Milletler brifing konferanslari, New York City, BM Merkezi, ABD

- 2003 ABD Parlementosu personel konferansi, Istanbul, Tiirkiye

- Tiirkiye Yabanci Isler Bakani1 Abdullah Giil ve Amerika’da Tiirkiye Biiyiikelgisi Faruk Logoglu ile
Tiirk-Amerikan iligkiler brifingi, Washington D.C., ABD

- Tiirk-Amerikan Isbirligi Toplulugu (ATAA) 2002, 2005 yillik konferanslari, Washington D.C, ABD
- Tiirkiye ve Amerika Sanayiciler ve isadamlar1 Dernegi (TUSIAD) 2003 konferansi, Istanbul, Tiirkiye
- Marmara Grubunun 2003 Avrupa ve Asya Ekonomik Zirvesi, Istanbul, Tiirkiye

- Beykent Universitesinin Stratejik Arastirma Merkezi (BUSAM) ve Turkish Forum 2004 konferansi

- Goethe Enstitiisii “Amerikanlagma, Kiiresellesme ve Popiiler Kiiltiir” 2004 konferansi

-Tiirk Amerika Ticaret Konseyi (DEIK) 2005 yil1 konferansi, Istanbul, Tiirkiye

GONULLU OLARAK YAPILAN EYLEMLER:

Genctur Uluslararasi calisma Kampi, Abana, Tiirkiye

- Cevreyi koruma miicadelesi veren uluslararasi bir goniillii grubun bagkanlig
Bread and Roses Kadinlar Yurdu, Birmingham, Alabama, ABD
-Anneleri mesleki egitim goriirken evsiz barksiz ¢ocuklarin gozetimi

First Light Evsiz Barksiz Kadinlar Yurdu, Birmingham, Alabama, ABD
- Evsiz barksiz kadinlar igin gece nébetcisi ve fon toplama eylemlerine katilim.



Filmin Adi HIPHOPISTAN
Ydnetmen Cigdem Akbay
Yapimci Mert Basaran
Yapim Evi Case Productions
Cekim Gunu 10
GENEL GIDERLER DOKUMU
A YONETMEN 5.000
B YAPIM EKIBI 3.000
C KAMERA EKIP VE MALZEME 4.730
D SES EKIP VE MALZEME 2.000
E ISIK & SET EKIP VE MALZEME 4.400
F OYUNCU GIDERLERI -
G CEKIM YERI GIDERLERI -
H DEKOR VE PLATO -
I AKSESUAR VE KOSTUM 250
J YAPIM ONCESI GIDERLERI 1.750
K YIYECEK - ICECEK 1.600
L NAKLIYE VE YOL GIDERLERI 1.900
M SEYAHAT VE KONAKLAMA 1.050
N SIGORTA -
0 OZEL CEKIM GIDERLERI -
P BILGISAYAR ANIMASYON 1.000
R SESLENDIRME| 1.250
S CEKIM SONRASI LABORATUVAR -
T VIDEO KURGU 5.000
ARA TOPLAM 32.930
YAPIM EVi SERVISI %15 4.940
GENEL TOPLAM 37.870




A YONETMEN

YONETMEN 5.000
TOPLAM 5.000
B YAPIM EKiBI
YAPIMCI 3.000
YAPIMCI
YONETMEN YARDIMCISI
PRODUKSIYON AMIRI
POST PROD. SORUMLUSU
ART DIREKTOR
PRODUKSIYON ASISTANI
PRODUKSIYON ASISTANI
CHOREOGRAFHER
TOPLAM 3.000
C KAMERA EKiP VE MALZEME
KAMERAMAN 1.800
KAMERA ASISTANI 500
DOLLY/CRANE HA
CLAPPER LOADER
KAMERA PAKETI 1.800
OZEL KAMERA MALZEMELERI
MINI DV KASET| 630
BETECAM / YAYIN KOPYASI
U-MATIC /VHS |
VIDEO CEKIM BANTLARI
TOPLAM 4.730
D sSEs EKiP VE MALZEME
|
SES YONETMENI 750
MOBILE TELEFON
NEGRA SES KAYIT CIHAZI
TELSIZ/MIKROFONLAR 1.000
SES KAYIT BANTLARI 250
TOPLAM 2.000




E ISIK-SET EKiP VE MALZEME

ISIK SEFI

1.500

ISIK TEKNISYENI

500

ISIK TEKNISYENI

ISIK TEKNISYENI

SETAMIRI |

SET TEKNISYENI

SET TEKNISYENI

DOLLY OPERATORU ve ASISTANI

PANTHER-DOLLY

SARYO

JENERATOR KIRASI

JENERATOR YAKITI

HMI

TUNGSTEN

OZEL ISIK SISTEMI

ISIK MALZEMELERI

2.400

TOPLAM

4.400

F oYUNCU GIDERLERI

OYUNCU SORUMLUSU

FOTOGRAF MALZEMESI

VIDEO OYUNCU GEKIM

*SUNUCU ...

MAKYAJ SANATCISI

KUAFOR

EL MANKENI

FIGURAN 2 giin - 30 kisi

MANKEN AJANS SERVISI

TOPLAM

G GEKIiM YERIi GIDERLERI

MEKAN AMIRI

MEKAN KIRASI

HARICI

MEKAN iZIN

TOPLAM




H DEKOR VE PLATO GIDERLERI

SANAT YONETMENI

SANAT YONETMENI YARDIMCISI

KOSTUM SORUMLUSU

KOSTUM YARDIMCISI

DEKOR YAPIM|

PLATO KIRASI-CEKIM

PLATO FAZLA MESAI

REALIZATOR

MARANGOZ

BOYACI

BUHAR MAKINASI

SIS MAKINASI |

OZEL FON YAPIMI

DEKOR YAPIM MALZEMELERI

TOPLAM -

| AKSESUAR-KOSTUM GIDERLERI

AKSESUAR 250

OZEL AKSESUAR YAPTIRMA

MODEL-MAKET |

OZEL KUTU VE AMBLEM

OZEL EFEKT MALZEMELERI

KOSTUM |

KOSTUM KIRALAMA

KOSTUM YAPTIRMA

TERZI |

TEMIZLEME-UTU

TOPLAM 250

J YAPIM ONCESI GIDERLERI

MEKAN ON ARASTIRMA EKIP

ULASIM GIDERLERI 1.000

TELEFON/FAX 500

KONAKLAMA 250

FOTOGRAF GIDERLERI

VIDEO CEKIM GIDERLERI

ARABA KIRALAMA

DIGER

TOPLAM 1.750




K YiYECEK-ICECEK GIDERLERI

YIYECEK GIDERLERI 1.000
ICECEK GIDERLERI 300
POST-PRODUKSIYON YEMEK 300

TOPLAM 1.600

L NAKLIYE VE YOL GIDERLERI

MINIBUS KiRASI 1.200

MIDIBUS KiRASI

NAKLIYE |

KAMYONET KIiRASI

KARAVAN |

OTO KIRALAMA

YAKIT 700

TOPLAM 1.900

M SEYAHAT VE KONAKLAMA GIDERLERI

UCAK BILETI 800
ViZE UCRETLERI

KONAKLAMA 250
FAZLA BAGAJ

ATA KARNES]

GUMRUK IZINLERI

OTEL GIDERLERI

TOPLAM 1.050
N SiGORTA GIDERLERI
|
GENEL PRODUKSIYON SIGORTASI
EKIP KAZA SIGORTASI |
CEKIM SONRASI SIGORTASI
TEKNIK MALZEME SIGORTASI
TOPLAM .

O o6zEL GCEKiM GIDERLERI

HELICOPTER

KAMERA MOUNTU

STEADYCAM ve OPERATOR

JIMMY JIB ve OPERATORU

STOK GORUNTU

| TOPLAM -




P BILGISAYAR ANIMASYON

TASARLAMA

FLAME + INFERNO

LOGO-ANIMASYON

1.000

TOPLAM

1.000

R SESLENDIRME GIDERLERI

DUBLAJ STUDYOSU KIiRASI

300

MIKSAJ CALISMASI

250

SES EFEKTLERI

MUZISYEN

MUZISYEN

700

DUBLAJ METNI YAZMA

DUBLAJ SANATCISI - KADIN

DUBLAJ SANATCISI - ERKEK ing-tlrkce

TOPLAM

1.250

S GEKIiM SONRASI LABORATUVAR

NEGATIF YIKAMA

iS KOPYASI BASKI VE YIKAMA

MONTAJ MASASI

NEGATIF MONTAJ

MANYETIK TRANSFER

OPTIK YAZI |

ULTRASONIC TEMIZLEME

SIFIR KOPYA |

FILM FOOTAGE

TOPLAM

T VIDEO KURGU

FILM LABORATUAR

TELECINE |

RENK DUZELTME

VIDEO MONTAJ

3.000

EDITOR |

1.000

ULTIMATTE-ABEKAS-AVA

KARAKTER JENERATORU

KASET TRANSFERLERI

500

YAYIN KOPYALARI

500

TOPLAM

5.000




8.15 Approached Sponsors List
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Organizations and Companies Approached for Sponsorship

Digitiirk S’nek Channel

Dogan Media Group/CNN Turk/Dream TV
Pozitif Productions

Hammer Muzik

Istanbul Sanat Ve Kiiltlir Vakfi
Istanbul Documentary Filmmaker’s Association
Istanbul Film Festival

Istanbul Independent Film Festival
Blue Jean Magazine

Time Out Magazine

Hurriyet Newspaper

Radikal Newspaper

Millyet Popiiler Kiiltiir Newspaper
Levi’s Turkey

Adidas Turkey

Nike Turkey

Turkceell

Pepsi- Frito Lay Turkey

Red Bull Turkey

Coca-Cola Turkey

Efes Pilsen

Akbank

Garanti Bank

Yapi Kredi

Fuji Film Istanbul

Kodak Film Istanbul

MTYV Turkey

KRAL TV

FUBU International

Istanbul Biiyiiksehir Belediyesi EU Ofisi
Caba Group

D-sign/ Dogan Reklam LTD.
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Press Sponsors and TV Broadcast

Press Sponsors: Time Out Magazine and Blue Jean Dergisi
Turkish Broadcast: Dream TV, CNN Turk, S’nek Channel, Iz Channel

U.S. Broadcast: Link TV

International Film, Documentary Film, Underground Film Festivals

Hot Docs Canadian International Documentary Festival http://hotdocs.ca/
April 28-May 7 110 Spadina Ave., Suite 333 Toronto, ON M5V 2K4 Tel: (1) 416-203-
2155 Fax: (1) 416-203-0446 E-mail: General Information

Silver Docs http://www.silverdocs.com/2005/ June 13™-18" Washington D.C
SILVERDOCS 2006 Call for Entries to be announced early November 2005 Please check
back soon for information on how to submit your film. Questions can be directed to
info@SILVERDOCS.com or contact the programming department at 301.495.6738

Portland International Film Festival Deadline: October Categories: Features, shorts,
documentary, experimental, animation Requirements: Contact festival for details
Awards: Competitive Fees: US$25 Administrative address: Portland International Film
Festival, 1219 SW Park Avenue, Portland, Oregon 97205, USA Tel: +1 503 221 1156
Fax: +1 503 294 0874; Email address: info@nwfilm.org Website:
http://www.nwfilm.org

Seattle International Documentary Film Fesitval http://www.sidff.org/ Michal
Friedrich, festival founder and director michal@sidff.org Alison Fujino, educational
programming ali@sidff.org Janet Wainwright, public relations
janet@janetwainwright.com Keith Yoshida, media/operations keith@sidff.org

Seattle International Film Festival , May-June
http://www.seattlefilm.org/festival/prelaunch.aspx?FID=13 entry info
mailto:entries@seattlefilm.org

CHICAGO INTERNATIONAL DOCUMENTARY FESTIVAL March 30 - April 8,
2007 1112 North Milwaukee Ave. Chicago, IL 60622, USA tel.: 773.486.9612 fax:
773.486.9613 email: info@chicagodocfestival.org Website:
http://www.chicagodocfestival.org/

Chicago International Film Festival July 15, 2006 Presented by Cinema/Chicago 30 E.
Adams St., Suite 800 Chicago, IL 60603 Tel: 312.683.0121 Fax: 312.683.0122

info@chicagofilmfestival.com

Chicago Underground Film Festival www.cuff.org info@cuff.org
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Washington D.C. Film Fest D.C. http://www.filmfestdc.org/default.asp April 19-30 2006
Deadline January 13, 2006, Filmfest DC P.O. Box 21396 Washington, DC 20009
Telephone: (202) 628-FILM Fax: 202-724-6578 filmfestdc@filmfestdc.org

DC Underground Film Festival http://www.dcuff.org/ Sept 30- Oct 1 Allison K, Festival
Director Allyson@dcuff.org

Moondance Film Festival Boulder, Colorado http://www.moondancefilmfestival.com/01-
Home.html Submissions for the 2006 Moondance International Film Festival will begin on
September 1, 2005. When emailing please type MOONDANCE in the subject line, so
we'll know it isn't spam and delete your email. Thanks! FESTIVAL FOUNDER

& EXECUTIVE DIRECTOR:Elizabeth English info@moondancefilmfestival.com

Sundance Film Festival January 19-29 2006, Park City, Utah
http://festival.sundance.org/2006/ Early Submission Deadline: AUGUST 19, 2005.
FESTIVAL SUBMISSIONS (310) 360-1981 M-F 9:00 a.m. to 5:00 p.m. (PST)
programming(@sundance.org

Los Angeles, LA Film Fest http://www.lafilmfest.com/home.php June 2006, Deadline
March 1 2006, Los Angeles Film Festival c/o Film Independent 8000 Sunset Blvd, Suite
A301 Los Angeles, CA 90046 USA lafilmfest@FilmIndependent.org 310.432.1240 or
866-FilmFest (866.345.6337)

International Film and Video Festival, http://www.filmfestawards.com/ Los Angeles
June 2006, Deadline, March 1, Office: 310-540-0959 Fax: 310-316-8905 E-mail:
mediarelations@filmfestawards.com U. S. International Film And Video Festival 713
South Pacific Coast Highway, Suite A

Redondo Beach, CA 90277-4233 USA E-mail: filmfestinfo@filmfestawards.com

New York Film and Video Festival http://www.nyfilmvideo.com/index.html NYIIFV
Festival Mailing Address:505 East Windmill Lane Suite 1B-102 Las Vegas, NV 89123

Australian International Documentary Conference http://www.aidc.com.au/?cookie
Australian International Documentary Conference 2005 12 King William Road

Unley SA 5061 Tel +61 8 8271 1488 Fax +61 8 8271 9905 Email: =info@aidc.com.au
February 13 —16 2006

DocFest, late April early May, New York Documentary Film Festival
http://www.docfest.org/ New York Documentary Center, Inc. 159 Maiden Lane New
York, NY 10038 tel: 212.668.1100

fax: 212.943.6396 Spring 2006,

Doclands, Ireland Documentary Film Festival http://www.ionentertainment.ie/doclands/
Dublin, Ireland

DocSide Film Festival, San Antonio Texas, August, contact
mailto:docfilmproject@excite.com

193


http://www.filmfestdc.org/default.asp
mailto:filmfestdc@filmfestdc.org
http://www.dcuff.org/
mailto:Allyson@dcuff.org
http://www.moondancefilmfestival.com/01-Home.html
http://www.moondancefilmfestival.com/01-Home.html
mailto:info@moondancefilmfestival.com?subject=MIFF%22
http://festival.sundance.org/2006/
mailto:programming@sundance.org
http://www.lafilmfest.com/home.php
mailto:lafilmfest@FilmIndependent.org
mailto:filmfestinfo@filmfestawards.com
http://www.nyfilmvideo.com/index.html
http://www.aidc.com.au/?cookie
mailto:info@aidc.com.au
http://www.ionentertainment.ie/doclands/
mailto:docfilmproject@excite.com

Atlanta Film Festival- June http://www.imagefv.org/aff2005/default.htm IMAGE
Mailing Address IMAGE Film & Video Center

535 Means Street NW, Suite C

Atlanta, GA 30318

(P) 404-352-4225

(F) 404-352-0173

(E) aff@imagefv.org

(I) www.imagefv.org

Savannah Film Festival, late October, http://www.scad.edu/filmfest/about.cfm For more
information or questions about the Savannah Film Festival, contact Len Cripe, managing
director of Savannah Film Festival Phone: 912.525.5051 Fax: 912.525.5052

E-mail: filmfest@scad.edu

Birmingham, Side Walk Film Festival, September http://www.sidewalkfest.com/, 2312
Ist Ave North Birmingham, AL 35203 (205) 324-0888 phone (205) 324-2488 fax
festival@sidewalkfest.com

USA Film Festival, Dallas, Texas April, 6116 N. Central Expressway, Suite 105 Dallas,
Texas 75206, 214 821 6300, fax: 214 821 6364, 214-821-FILM 24 hour Information Line,
usafilmfestival@aol.com http://www.usafilmfestival.com/

Amsterdam International Documentary Filmfest Amsterdam, late November
http://www.idfa.nl/idfa_content.asp?namedid=idfa_contact mailto:info@idfa.nl

RESFEST, worldwide, digital film festivalhttp://www.resfest.com/index.php?page=film-
programs mailto:resfest2005@resfest.com

Slamdance Film Festival, Park City Utah, January Slamdance, Inc.5634 Melrose Ave.
Los Angeles, California 90038 phone: +1 (323) 466 1786 fax: +1 (323) 466 1784
email: mail@slamdance.com website: http://www.slamdance.com

San Francisco International Film Festival http://sfiff.org/festival/index.html April-May

Toronto International Film Festival http://www.e.bell.ca/filmfest/2005/home.asp
September, ptraffic@torfilmfest.ca for film submission info

Berlinale, Berlin International Film Festival
http://www.berlinale.de/en/HomePage.html February, Berlin International Film Festival
Potsdamer StraB3e 5 D-10785 Berlin Germany phone +49 - 30 - 259 20 - 0

fax +49 - 30 - 259 20 - 299

Miami International Film Festival http://www.miamifilmfestival.com/ March 3-12
2006, documentary features

Palm Springs Film Festival http://www.psfilmfest.org/ January 4-15 2007
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Austin Film Festival http://www.austinfilmfestival.com/site/general info October 19-26
2006

Full Frame Documentary Film Fest, Durham, North Carolina
http://www.fullframefest.org/ April 6-9 2006

Denver Starz International Film Festival http://www.denverfilm.org/ Nov 9-19 2006

Boston Film Festival http://www.bostonfilmfestival.org/ Sept 9 — 13 2006

Hip Hop Film Festivals

Hip Hop Film Festival, Kevin Fitzgerald, Director of FREESTYLE Documentary
http://www.hiphopfilmfestival.com/connect.php Submitting a Film: Send us a copy of
your film in Mini DV format only. Please include: complete contact information with
email and phone number, brief synopsis of film, full list of credits, and any promotional
materials or photos you'd like us to use. Mail submissions to: Hip Hop Film Festival
2629 Main Street, #312 Santa Monica, CA 90404 Contact us below with any further
questions.

Chicago Thank God For Hip Hop Film Festival MARKARMYSTRONG62@aol.com
or Black United Fund of Illinois (Chicago) at 773.324.0494. Or write Thank God For Hip-
Hop Film Festival, c/o Chicago LOC, 2006 National Hip-Hop Political Convention,
Carruthers Center for Inner City Studies, Northeastern Illinois University, 700 E.
Oakwood Blvd., Chicago, IL 60653-2312.

Hip Hop film fest http://www.mastamind.com/HHFF/hiphop2.html
info@hiphopfilmfest.com

The Inagaural Hip Hop Film Festival- http://www.hhff.com.au/
Sydney, Feb 26-28, Melbourne March 4-7: FESTIVAL PRODUCERS EMILY YORK
pennydrop@hhff.com.au WOODY MCDONALD woody@hhff.com.au

Vancouver International Hip Hop Festival: http://vihf.com/2005/

Karl- Andre St. Victor Executive Producer 604 630 9031, Martine M. St. Victor, Public
and Media Relations Director 514 842 7000, Martine St-Victor, Publicist Le Groupe
Milagro T:(514) 842-7000 & (514) 914-4145

Martine@groupemilagro.com

Atlanta Hip Hop Film Festival http://www.atlhiphopfilmfest.com/home.html Mark your
calendars for April 2006. *Film submissions must be postmarked by January 13, 2006
**Early film submissions must be postmarked by December 9, 2005 If you have any
questions, please email us at info@atlhiphopfilmfest.com or mail to: Creative Circle
Entertainment 8200 Mall Parkway Ste. 135-227 Lithonia, GA 30058
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Ethnographic Film Festivals

AAA-American Anthropological Association Annual Ethnographic Film Festival

Margaret Mead Film and Video Festival, New York Museum of Natural History.
November http://www.amnh.org/programs/mead/

National Geographic All Roads Film Project Fest-
http://www.nationalgeographic.com/allroads/schedules_la.html

September 22-25 2005 , Los Angeles + D.C. National Geo info and help address:
askngs@nationalgeographic.com

Turkish Film Festivals (in Turkey)

Istanbul Film Festival- http://www.iksv.org/film/ April 1-16 2006, deadline December 31
for foreign submissions

Istanbul Independent Film Festival- http://www.ifistanbul.com/ February, Deadline
January 6 If you would like to submit it, please send a VHS or DVD screener to my >
attention to (Pelin Turgut):Kolektif Sahkulu Mah. Galipdede Cad. Yoruk Cikmazi 3/3
Tunel Beyoglu 34420 Istanbul TR.

Altin Portakal, Eurasian Film Festival http://www.altinportakal.org.tr/

late September, Antalya Kiiltiir Sanat Vakfi

100. Y1l Bulvar1 Atatiirk Kiiltiir Park1 I¢i 07070 ANTALYA Tel: 0242 238 54 44 (pbx)
Faks: 0242 238 52 73

International Ankarara Film Festival- http://www.filmfestankara.org.tr. Diizenleyen:
Diinya Kitle Iletisim Vakfi

Adres : Farabi Sok. No: 29 / 1 Cankaya - Ankara Tel : 0 312- 468 38 92 - 468 77 45
Faks : 0312 - 467 78 30 e-mail : Festival@Filmfestankara.org.tr.

International Izmir Film Festival- Diizenleyen : Giizel Sanatlar Egitim ve Kiiltiir Vakfi
Adres : Kibris Sehitler Cad. No: 12 Alsancak — Izmir Tel : 0 232 - 421 36 47 Faks : 0 232
-421 5720

European Film Festival- www.europeanfilmfestival.com Diizenleyen: Ankara Sinema
Dernegi, Adres : Abay Kunanbay Cad. 20/13, 06700 Kavaklidere Ankara

Tel : 90 312 466 34 84 / 466 47 28 Faks : 90 312 466 43 31

e-mail :info@europeanfilmfestival.com

BINBIR Documentary Film Festival - Diizenleyen : B.S.B. Sinema Eseri Sahipleri

Meslek Birligi, Adres : Orhan Ersek Sok. Kat: 3 No: 66 /2
Tesvikiye — Istanbul, Tel : 0 212 - 231 39 31 (3 hat) Faks : 0 212 - 232 61 47
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Short Film Festivals

Istanbul International Short Film Festival- Diizenleyen : Istanbul Fotograf ve Sinema
Amatdrleri Dernegi (IFSAK) Adres : Istiklal cad. Ayhan Isik Sok. Ozverim apt. 34 /2
Beyoglu — Istanbul Tel : 0 212 - 292 42 01-292 18 07 Faks : 0 212 - 252 44 61

Altin Portakal International Short Film and Video Competition- Diizenleyen :
Antalya Altin Portakal Film Festivali

Adres : Konyaalt1 Cad. Atatiirk Kiiltiir Parki i¢i - Antalya

Tel / Faks : 0 242 - 248 01 21

Izmir International Short Film Festival- www.izmirkisafilm.org. Diizenleyen : Festival
Organizasyon, Uluslararas1 izmir Kisa Film Festivali Gazi Osman Pasa Bulvar1 Sevket
Bey Apartmani No:4 Kat:5 Pasaport / izmir — TURKIYE Tel : +90 232 4820489

+90 232 4456523 Fax: +90 232 4820758 e-Posta : info@izmirkisafilm.org

Turkish Film Festivals (abroad)

Boston Turkish Film Fest info@bostonturkishfilmfestival.org,
http://www.bostonturkishfilmfestival.org/2005Festival/program_2005 main.htm

Moon and Stars Project- New York, October for festival inquiry:
cinema@moonandstarsproject.org http://www.moonandstarsproject.org for grants:
grants(@moonandstarsproject.org Moon and Stars Project, Inc. P.O. Box 4814
New York, NY 10185 U.S.A.

London Turkish Film Festival http://www.riocinema.ndirect.co.uk/tff04/ December
tff@riocinema.org.uk
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8.17 Feature and Documentary
Films with Hip-Hop Themes
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OWNFAVELA RISING

ON DVD TODAY
CUCK HERE TO ORDER YOUR
COPY OF THE AWARD WINNING

PECTURES

DOCUNMENTARY.
WINNER. ALSD AVAILABLE NOW ON
e A EIEERE |
HBOY = AL
DOCUMENTARY FILMS. ’n !
- sidetrack F
THINKFilm e dﬂ

“T!\I:_mqvil} is; among other things, a
celebration... In addition to

inventing a new form of dancing and a new
competitive enterprise, they have found family,
community, and in more than a few cases,
religious faith. What more could you want

in a movie?"

.an.seon Ehe New dlork Eimes 5 FILE BY BAWID LACHAPELLE

“LaChapelle reveals he has the documentary
filmmaker's gift for charting the evolution of
a now form of artistic expression as a way of
illuminating an entire world... a moving
decumentary”

-xevin Themas 105 Angeles Times

“Spectacular”

- Jos Morganstern THE WALL STREE]

“What RIZE reveals Is that in disenfranchised
communities beset by multiple blights of poverty,
drugs and gang violence, there have always been |
stubborn, heroic artistic responses. This is ]
simply one of the most dramatic and one of the
most inspiring.”

-mienara warmnten. The {Washington Post

“David LaChapelle’s RIZE Is a visual miracle;
an unexpected knockout as social history™

“An important film." .
- Pater Travers w

ALl IMAGES @ 2004 DAVID LACHAPELLE
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YIL 19 SAYT 1003

Isyan, acy, ritim,
var olmak, 6fke,
hiiziin, seving...
Herkes i¢in farkh
bir tamm var
hiphopun. Ortak
kam, kendini
ifade etmenin
kolay ve etkili
yolu oldufu. Bu
da hiphop™un
“kacimlmaz"
yiikseligini
tetiklivor. Siyvasi
partiler, reklam
ve givim sektiri
ile plak girketleri
de bunun
farkinda. Hiphop,
sokaklardan
ekranlara
tagmaya

baslad: bile.

Pamuk Prenses
elmayi neden yedi?

Erkekler kiskanmann ve rekabetin tadin
cikanirken kadilar kagivar. Ciinki bu
insani duvgular kadinlara yakstinimiyor.
Pamuk Prenses masalim bir de kenti
kadinun gizibyle v satir altlaryda birlikie

okumaya ne dersiniz!

Clzppir Erbag Sawia 14

isyanda ve reklamda hiphop

E,SI:J. g, graditl, I ve beeak dens. . Bus
4 | : e, hiphaoy kiilidrimis ayrilmes
Apkgie partalan. Bu yemi ymam sarmnds,
silerin hiels suealancdags, bu oirds.

resener: b Ber eree otumelduja rp'in
wer1 hir fmermi var kol raps, pengleris “hiz
sy " demelerinn etk podlanndan b
n, Kami igin rmuhakElk, kimi i sadece i
dekien dimek. Hemfilor olunan ok ise

ARBAAGAMLL BLILMATA

Lap'in haiyik wiknreligi. Bu viikarligie. hip
b un s pases gl
kt mikzirpenlerde yap luetlesin, rebilen
filrelberinin st bayiik. Pesi, hir haphap gen
ani dgerkrmden sl anr edebilrunizy
Duisgiik helli bl namnken, kapiienks .
man, chler kaitar men aal Bgin geoama
hukdagn hir s alibta Lk e vy
durearlara gree oi e Snganer v, him

DIETAL DURYA | SATRARNG

i o it b

ve srupian gdoick sl
4, oalar bize ahgyor Onder da
bazrs farkindalar, cokim kader parge balag
larn masy

Uspeken sanved
Y biz o

alxakan, dudenmakias, alay

AMKET DEFTERI

BRIC

SACHTA,

mivargi hir sésieme
MHE genglis merherle
=i, dipre ekl sruplan
recicl devraneruesesn vol 8¢
&1 B ko i it uzaklide

Divem: 4

urum, Ineven, bi
Tirkive'de
thnurch

TELE Y

MEKAN

DEKORASYOM  SOFRA

Anneligin
yasi var mi?

Giinesin
zararlarindan

G, vaglarda anne olmak artik bir

Garbage Tirkiye'de
Cinup, son albdmleri “Bleed Like Me"den dnce

Tirkive'de. Konser, 21 Haziran'da, Rock
istanbul Festivali‘'nde...

Tekeriya 5. 5en Sayla )

hayal defiil.... Simdilik kanserli
hastalarda uygulanan yontember
ileride menapoz vagma da yin

verehilir, Bir bilim-etik catismas...

Sule Kbktrk Savia 1%

korunun

Gines vaf, glnes sOti... Savisiz
marka, bir o kadar Grin. Peki
hangi drun, ne zaman kullamlir?

Feyomp Llzun s 10
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8.20 Kadikoy Acil Hip-Hop Shop
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8.22 Kral TV Music Video Request
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HIPHOPISTAN Film Transcriptions and Translations

INTRO

Tom Solomon:

How would I describe Istanbul? Well, focusing on the sound scape, and I hope this
doesn’t come out sounding negative, but a cacophony, because there are many different
sounds coming from so many different places, the traffic is really big you know, so there
are people honking horns, and there are so many people, it’s so crowded, so many sound
sources and so many people running in different directions, all at the same time, so it’s a
big earful as well as an eyeful to see the city as well as the juxtapositions of the old and
the new. And I hate this east and west discourse, but the east and the west next to each
other, the minarets of the Ortakdy mosque, silhouetted through the double arches of the
McDonald’s M, this kind of image.

Istanbul’u nasil tarif edebilirim? Sesten yola ¢ikarsak, umarim sdyleyecegim kotii
anlasilmaz, ama siirekli bir kakofoniden s6z etmek miimkiin, ¢linkii her yerden farkli
sesler geliyor. Cok trafik var, siirekli araba kornalar1 duyuluyor, ¢ok kalabalik bir sehir
burasi, bir siirii ses kaynagi ve farkli yonlere kosusturan bir siirli insan. Yani anlayacaginiz
hem kulak hem gozler i¢in bir climbiis bu sehir, eskiyle yeniyi, her ne kadar dogu-bati
s0ylemini sevmesem de, dogu ve batiy1 bir arada gérmek; McDonald’s “M”sinin
arasindan goriinen Ortakdy camisi minareleri, yani boyle goriintiiler.

Introductory city shots
B-roll images of the city mixed in with images of rappers, b-boys,graffiti, hip-hop clubs
and concerts cut with Nefret's “ISTANBUL” song in the background.

RAP

Ahmet Ertegiin:

Every nation, every people, have their own good music. But there’s only one music that
became universal, when music was made available all over the world. And that music is
black American music.

Her iilke, ve her toplumun kendi miizigi vardir. Ama miizik biitlin diinyaya yayildigi
zaman, yalnizca tek bir miizik evrensel oldu, o da siyahi Amerikan miizigi.

Black Screen
Ahmet Ertegiin:

Have you ever heard of an artist named Ceza? Named what? Ceza. Ceza? Ceza. That’s a
good name Ceza.

Siz Ceza adinda bir rapgi duydunuz mu? Nasil? Ceza. Ceza? Ceza. lyi isimmis Ceza.
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Ceza:
Adim Ceza, ¢ok uzun siireden beri rap miizik yapiyoruz Tirkiyede, ve bu isi aktif bir
sekilde devam ettiriyoruz agabey.

My name is Ceza, we’ve been producing rap music for a while now in Turkey and we’re
actively continuing to do so.

Fuat: Yo Yo Istanbul buradaysan ses ver Babylon!!! Fans bobbin heads ...
Fans inside Babylon venue: Ceza! Ceza!l

Ceza’s entrance, Ceza rapping

Fans outside Babylon venue: Ceza bir numara!!! Ceza!!!

Tom Solomon:

The general interest in hip-hop is the perception that it's a music of some kind of rebellion,
isyan in Turkish, and sometimes, they may not be sure exactly what it is they are rebelling
against. But it has to do with generational conflict I think as much as anything.

Hip-hop’a olan ilgi bu miizigin bir nevi baskaldir1 olarak algilanmasindan doguyor, ve
bazen neye isyan ettiklerinden emin olmayabiliyorlar. Aslinda her seyden ¢ok kusak
catismasindan kaynaklaniyor bu isyan.

B-roll of little boy rapping, girls with head scarves at rap concert, and b-boy in handstand
Jump

Funky C:
Because the new generation that’s coming up are very aware, very specific about what

they want to listen to, they want to listen to punk, they want to listen to rock, they want to
listen to hip-hop, they know what they want, they know where they want to go, they know
who they want to listen to, and that’s a good sign. At least people can pick and choose
what they want to do and what they want to be like. And just collaborate that with their
own style and personality.

Ciinki yeni kusak gencler ne dinlemek istediklerini biliyorlar, punk, rock, hip-hop
dinlemek istiyorlar, ve ne yapmak istediklerini biliyorlar, bu iyiye isaret. En azindan
insanlar ne yapmak ve nasil olmak istediklerini segebiliyorlar ve bunu kendi tarzlari ve
kisilikleriyle birlestiriyorlar.

Atakan:
Genellikle rap dinliyorum ve rap dinledikten sonra kendimi ¢ok daha iyi hissediyorum.

[ usually listen to rap music; listening to rap makes me feel better.
B-roll of Fuat in concert with fans shouting “one more time!”
Ahmet Ertegiin:

This is not something that is devised as being good or bad. This is emanation of what
certain people feel and how they express themselves. And whereas you may disagree with
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the content of some of the lyrics of these songs and so forth, it nevertheless is a reflection
of the life that these people lead, and they talk about that.

Bu iyi veya kotii olarak tasarlanan bir sey degil. Bu insanlarin hislerinin yayilmasi ve
kendilerini ifade edis bicimi. Her ne kadar bu sarkilarin bir kisminin s6zlerinin igerigiyle
ters diisseniz de, bu o insanlarin yasadigi hayatin bir yansimasi ve bu hayattan
bahsediyorlar.

B-roll of Ayben rapping
Konseyden ¢ikacak karart bekle bitch. Sen bir hi¢sin, beat hakkimi kaybettim o vakit
SMS'ine tek cevabim fuck it!

Wait for the jury's verdict bitch. You're a nobody, I lost my right to beat so the only
response I have to your SMS is fuck it!

Funky C:
If Turkish people understood half the lyrics they probably wouldn’t let their children listen

to nor would they listen to it themselves. But at the end of the day I find hip-hop to be
closer to Turkish people than any other kind of foreign music.

Tiirkler bu sozlerin yarisini anlasalardi biiyiik ihtimalle ne ¢ocuklarina dinletirlerdi ne de
kendileri dinlerlerdi. Ama yine de, bence hip-hop Tiirklere her hangi bir yabanci miizikten
daha yakin.

Gebze Taxi Driver:
Yani hip-hop bence kiiltiiriimiize pek de uygun degil, aykiri, yani gengleri ¢ok farkl
yerlere ¢ekebiliyor.

In my opinion, hip-hop isn’t quite suitable to our culture, it could lead youth down many
bad paths.

Ceza:

Kétii bir sey yaptigimiza inanmiyorum. Biitiin diinyadaki insanlar ilgilendirebilecek bir
seyler bu. Dinlemiyorum diyen insanlar, burasi yanlis oldu diyen insanlar olabilir, ama
ben rap sevmiyorum diye bir sey olamaz kesinlikle, o insanlarin hatalar1 var kesinlikle
bizde degil.

I don’t believe we’re doing anything wrong. This is something that can interest people all
over the world. Maybe there are those who say that they don’t listen to rap, or disagree
with some parts of it, but there definitely can’t be someone who says that they don’t like
rap. These types of people are at fault, not us.

Cont’d...

Ceza:
Ceza at Indigo Devrim’s Cam (concert sound bad)- 1:09:27:16-1:09:44:10 Ve onun
haricinde biz mesela got dedigimiz zaman ¢ok ayip oluyor insanlara ama televizyonu
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actigimiz zaman hep insanlarin gétlinii goériiyoruz yani bu de mesela sagmalik yani, o
ylizden o tarafla pek ilgilenmek istemiyorum.

Aside from that, for example, when we say ass, people think we are being shameful, but
when we turn on the TV all we see is ass. I think this is bullshit and therefore don’t want
to elaborate on this subject.

B-roll of Petek Dingéz's “Foolish Casanova’ music video

Atakan:

Babam mesela bundan bir 6rnektir yani, hani rap'ten nefret eder, kafa sisirdigini diisiiniir.
Sonugcta, kusak ¢atismasi oldugu zaman yani onlarin kiiltiirleri ile bizimki bir degil yani.
Bizim yetismemiz, teknoloji, bunlara bir 6rnektir. Ama bunun yaninda kiiciik kardesim
rapi ¢cok seviyor ya da nasil diyeyim, halam bile rap sevebilir yani, ¢ok iyi seyler.

My dad’s an example of this because he hates rap, but it's a matter of generational conflict
because the culture they grew up with is different from ours. The way we were raised and
the technology that we have are examples of this. But aside from that, my little brother
loves rap and even my aunt could like rap, it’s all good.

Bakirkoy Local:
Sizce giizel bir sey mi yani, Tiirk genclerin boyle dans etmesi filan, hip-hop filan?
En iyisi neseli olmasi. Insanin neseli olmasi daha iyi. Aglamaktansa giilmek daha iyi.

What do you think about these Turkish kids break dancing and into hip-hop?
It's good to have fun and it’s better when people are happy. Laughing is much better than

crying.

BREAK DANCE

Joker:
Bu giin buraya bir siirii milleti toplayacagiz, biitiin Istanbuldaki breakgileri toplayacagiz.

We’re gathering a bunch of people here today, all of the breakers of Istanbul will be here
today.

B-roll of break dancers

B-boy:
It’s too hard to be breaker in turkey, but anyways, anyways, we are here, we are breaker!!!

Tiirkiye’de breakci olmak ¢ok zor. Ama olsun, yine de biz buradayiz, biz break¢iyiz!!!

B-roll of break dancers
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SENSE OF COMMUNITY

Funky C:
Not just people getting their drinks, standing around watching other people, oh who’s

here, who’s wearing what, and who’s with you, you know that’s not what it’s about, it’s
about dancing, it’s about sharing, the more people there is the more you have to share and
the more fun it is.

Iste ellerinde ickiyle, boyle saga sola bakip, kim varmis, kim ne giymis, yok efendim kim
kiminleymis gibi dertleri yok bu insanlarin. Dans etmek, paylasmak i¢in bir aradalar ve ne
kadar ¢ok insan olursa o kadar eglenceli oluyor.

Tom Solomon:

What brings them together is a community of affect this dedication to hip-hop, and the
expressive arts of rap music, DJing, break dancing, and graffiti that they have in common.
And that's what gives them the basis and feeling of community, rather than some kind of
class or religious, or ethnic background.

Hip-hop’a ve rap miizigine, DJ'lere, break dansa, ve grafitiye olan bagliliklar1 onlarin
ortak noktalar1 ve boylelikle bir topluluk haline geliyorlar. Sinif, din ve ya etnik kékenden
ziyade, bu baglilik onlara bir topluluk zemini ve duygusu veriyor.

B-roll of Ceza rapping
Tiirk ya da Kiirt, Alevi ya da Siinni, Laz ya da Cerkez, Fener ya da Cimbom. Biz puzzle’iz
biz Anadolu 'yuz, biz béliinemeyiz.

Turk or Kurd, Alevi or Suni, Laz or Circassian, Fenerbahce or Galatasaray fan. We are a
puzzle, we are Anatolia, you can not divide us

PUBLIC OPINION\ WE'RE NOT POLITICAL ACTIVISTS

B-roll of graffiti
Atakan:

Biz sosyete sokaklarindan gelmedik biz bu piyasanin i¢indeyiz ve gercekten iilkemize
yastyoruz. Her seyi goriiyoruz, iyi de kotii de.

We're not high society, we live the reality of our country. We see every aspect, the good
and the bad.

Giingoren Local # 1:
Bunlar1 hi¢ 1yi gérmiiyoruz, bunlar cahil kisilerin, siyaset yapan kisilerin, gériinlimii
bozuyorlar.
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We think they are no good. They're ignorant individuals and political activists and they're
messing up the scenery.

ihlas:
Yani biraz daha bunu Tiirkiye’ye anlatmaya calisiyoruz, sanat oldugunu gdstermeye
calisiyoruz, amacimiz bu.

We are trying to show Turkish society what this is about, we're trying to show them that
this is art, that's our mission.

Turbo:
Benim sadece yapmak istedigim sey, sehirdeki duvarlara renklendirmek, sehre biraz ruh
kazandirmak.

The only thing I'm trying to do is add some color to the walls and give the city some soul.

Giingoren Local # 1:

Kesinlikle yanlis bir sey, mahalleyi glizellestirmek i¢in olmayan bir seyler bunlar. Ve
mabhalleyi giizellestirmek icin olsa bir resim veya bir manzara resmi olur, ve belirli bir bos
duvara olur ama bunlar siyasi amagcla yazilanlar bir de cahilce bir seyler yani.

What they are doing is definitely wrong, they are not making the neighborhood nicer. If
they are trying to make the neighborhood more beautiful they should paint a picture of a
nice landscape or something. But they keep painting these political messages because
they are ignoramuses.

ihlas:
Siyaset amagli degil onlarin. Hepsinin ¢ocuklarin kendilerinin buldugu bir isimi duvarlara
aktarmasi.

There's nothing political about this, these are just the graffiti names of those who painted
them.

Giingoren Local # 1:
Bakin, surada bir igaretler var. Bunun manasini bilmiyoruz ama mesela bunlar ¢ok yerde
var.

Look, look at these symbols right here, we don’t know what they stand for but we see
them everywhere.

ihlas:
Buradaki hig bir sey siyaset icermiyor. Burada MOR yaziyor. Cocuk kendine MOR.

This is not political, it only says PURPLE. Because the kid’s graffiti name is PURPLE.
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Giingoren Local # 1:
O olabilir, ama birde boyle isaretler var.

Okay, that’s possible but what about these political symbols that I keep seeing
everywhere?

Ihlas:

O farkli, mesela, baz1 yerlerde PKK filan yaziyor ama bizim dyle amacimiz yok. Bizim
yaptigimiz is Avrupa’da ve diinya’da tutulan bir sey, yani 20 senedir yapiliyor ama biz
bunu alt1 senedir Tiirkiye'ye yaymaya calisiyoruz.

Ok, that’s different, maybe in some places there are political symbols that represent the
PKK (Kurdish Workers’ Party) but we don't have those kind of intentions. We’re just
trying to continue something that started in Europe twenty years ago. We’ve been trying to
spread this culture throughout Turkey for six years now.

Giingoren Local # 1:
Neyi yaymaya caligsiyorsunuz?

What are you trying to spread?

Turbo:

Yani benim Oyle bir sosyal mesaj, yada politik mesaj yazmak kaygim yok dogruya dogru,
zaten lilkemiz yeteri kadar sosyal mesajlarla ve politik mesajlarla dolu oldugu i¢in yani
bdyle tarzi seyleri girmek istemedim.

There’s no social or political message that I’m trying to get across. This country's full of
social and political messages as it is so I don’t get involved in those type of things.

Giingoren Local #2:
Yapilmasin. Yapilmasa daha iyi olur. Yani, kimseyi tenkit etmiyorum ama yapilmasa
daha iyi olur.

It shouldn’t be done, it would be better if it weren't done. I don't want to criticize anyone
but it would be better if they didn’t do it.

Ihlas:
Ama sanat bu, sanat yaptigimiz...

But it’s art, we’re making art...

Ihlas:

Biz anlatmaya calistyoruz ama adamin kafasindaki diisiincesi hi¢ bir zaman degismiyor.
Biz degistirmeye ¢alistikca onlar daha farkli sey yapiyor. Biz karakter ¢iziyoruz, adam
diyor ki, “Neden Nasrettin Hoca’y1 ¢izmiyorsunuz”, ve ya neden ressam gibi sey, nasil
sOyleyeyim, “resim yapmiyorsun?” Biz de diyoruz yani, ressam olsak tuvale yapariz.
Bunun bir farkli bir yan1 var, duvara yapiyoruz ki. Farkliyiz yani, grafiti bu.
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We try to explain ourselves to people but we can’t change their minds. We paint a graffiti
character and then the man says, “oh why don’t you paint Nasreddin Hodja (Turkish
folklore character)”, or “why don’t you paint a nice picture like a normal painter?” If we
were painters we would paint on canvas but what we do is different, we paint on walls.
This is graffiti.

TAB:
O kadar etrafta pislik, o kadar goriintiiyli bozan seyler var ki grafitimiz onlarin yaninda hig
bir sey degil ve onun yaninda bizim yaptigimiz pislik ne, giizel bir sey yapiyoruz.

There’s so much dirt and junk all around and our graffiti is nothing compared to that. And
what’s so wrong with what we’re doing anyways? I think we’re doing something good.

ihlas's girlfriend
Yok, sadece burada satanist olarak algilantyorlar bunlar, bagka bir sorun yok yani burada.
O kadar.

They just think we’re satanic around here, that's the only problem.

B-roll of Ceza rapping
Birlikte ozgiirliigiin tadini almis bir toplumun torunuyuz yasasin baris yasasin ozgiirliik,
siz bos veriniz, rap miydi sizin sorununuz?

We are the grandchildren of a heritage that has fought for the taste of freedom. May
peace and freedom live on. Forget it, is rap your only problem?

Ceza:

Anadolu’da saz ¢alindig1 zaman, yillarca dnce saz geldigi zaman Anadolu’ya, ona da
kars1 gelmis insanlar, sazin i¢inde seytan var demisler, bunu nasil ¢alarsin diye insan
oldiirmiisler, sonra rock miizik Tiirkiye’ye geldigi zaman sa¢1 uzun olan insanlari
dovmiisler, simdi rap miizik geldi Tiirkiye’ye ve bu sefer bizim {izerimize geliyor ve yarin
baska bir sey gelecek ama bilemiyorum ne olacagini.

People were even against the saz when it first came to Anatolia hundreds of years ago.
They said that it stored the devil and people got killed because of it. Years later rock
music came to Turkey and people got beaten just because they had long hair. Now rap has
made it’s way to Turkey and now we’re the ones who are having to put up with it.
Tomorrow something new will come along and who knows what will happen to them.

Gebze Taxi Driver:

Bence ¢ok daha klasik miizik dinlenmeli, yani Tiirk kiiltliriine uygun miizikleri, eskiden
belki daha fazla boyle fasil yapilan yerler filan vardi ve simdi daha hip-hop miizik yapilan
yerler filan.

I think that they should listen to more classical music, music that is more suitable for
Turkish culture. In the past there were more places that played traditional Turkish music
but now all of the places are playing hip-hop.
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Joker:
Yani iki sene once ayn1 yerde Serdar Ortag'a dinleyip bdyle eller yapan insanlar ¢okken,
simdiyse, rapte herkes kafa sallamaya bagladi.

Only two years ago people were throwing their hands up in the air listening to Serdar
Orta¢ whereas now, everyone’s bopping their head to rap.

B-Roll of Serdar Orta¢ music video with hip-hoppers

WE NEED RAP. IT'S BETTER THAN POP

Ayben:
Tiirkiye’nin rap’e ¢ok ihtiyaci vardi, ¢linkii insanlarin anlatabilecegi seyler o kadar ¢ok ki,

ve bunlar belli miizik tiirleriyle kisitlanamaz yani, sinirlanamazdi ve rap ¢ok 6zgiir bir
miizik.

Turkey really needed rap because the people here have so many things to express. Other
types of music can’t express these things like rap can because rap music is so free.

B-roll of Ceza rapping in A capella

Ceza:
Pop miizik parcalarina baktigin zaman, ii¢ climleyle adamlar milyonlarca albiim satiyorlar,
ama rap miizikte her zaman bir seyler anlatiyorsunuz.

When you look at pop music they just sing some three-word nonsense and manage to sell
millions of albums. But with rap music there is always a message.

Sahtiyan:
Biz hayattan anlatiyoruz, siyasetten bahsediyoruz, insanlarin iligkilerinden bahsediyoruz,

arkadas iligkilerinden bahsediyoruz, ger¢cekten paradan bahsediyoruz, bunlar bizim
hayatimiz yani.

We rap about our lives, politics, human relationships, friendships, money; that's what real
life is about.

B-roll of Sahtiyan rapping
Atakan:
Tiirkiye’de rap gergekten iyi seyler ifade ediyor ve mesaj, bunlar1 insanlarin gérmesi igin

miilkemmel bir seydir.

But rap music has a message and is doing good things for Turkey. And it’s great that
people are beginning to see this.
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Sahtiyan:
Ben miizikle bir boku kurtaracagina inananlardan degilim. Yani miizikle ben diinyay1

degistiremem diye diisiiniiyorum su anda. Hi¢ bir miizik bunu degistiremez ¢linkii
hakikaten o kadar kolay seylerle degismiyor bu isler. Sadece bizim insanlara boyle bir
farkl bakis acis1 yaratabiliriz diisiiniiyorum. Hayatta iiziilecekleri, giilecek seyleri
degistirecegimizi diisiinliyorum, ¢ilinkii biz 6nemli seyler anlatiyoruz raplerimizde ve onlar
da bunlardan 6rnek alip, hakikaten o boktan seyleri kafalarindan atmaya bagliyorlar, o
giizel bir sey.

The way I think, and most musicians probably don’t think this way, is that we’re not going
to save shit in the world with music, no kind of music can solve the problems of the world
because those things can’t be changed so easily. All we can do is change peoples’
perspectives on things and change the things they cry and laugh at. We rap about
important issues and by doing this we hope that people will follow our examples and kick
out all of the bullshit things that they think about.

Atakan:

Baska, iste, poptiler kiiltiirde bunu géremeyiz, yani bir sey agk iizerine islenmisse, sadece
ask sadece ask diyebiliriz, lay lay lom seyler var, mesela “Saksuka”lar filan iilkemizde kol
gezmekte.

With pop music it’s always about love this, love that, or la la la stupid things. I mean, the
music scene is swarming with stupid things like that “Saksuka” song for instance.

B-roll of Tartk Mengii¢'s “Saksuka’ music video

MUST RE-WORK IT TO SUIT OUR CULTURE

Turbo:

Hip- hop kiiltiirii sonucta New York’tan ¢ikmis olan bir sey. O bolgedeki, o lokasyondaki
genglerin yorumladigi bir seydi. Diinyanin farkli yerlerine gidildigi zaman, hip-hop
kiiltiiriinii o cografyaya gore, o bolgeye gore insanlarin tekrar yorumlamasi gerekiyor.

Hip-hop culture is something that came out of New York, it’s something that the youth in
that area created for that location. When hip-hop culture spreads to other places
throughout the world, the people in those areas need to re-create it in order to suit their
own geography and culture.

Cont’d...

Turbo:

Yani, siz burada kalkip New York’lu zenciler gibi sapkalarinizi ters takip, boynunuza
kocaman bir zincir takip, kocaman salvar ile gezerseniz, yani kotii gozle bakan ¢ok olur.
Hip-hop olmak 50 Cent gibi olmak demek degil, yani dogruya dogru.

I mean, if you go around wearing your hat on the side, gold chains around your neck, and
huge baggy pants mimicking blacks from New York, people here will most likely judge
you in a bad way. Hip-hop isn't all about being like 50 Cent.
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B-roll of 50 Cent P.I.M.P music video

Gebze Taxi Driver:

Neyi sizi rahatsiz ediyor, genglerin kiyafetleri mi?

Tabii ki yani, ben de belki de bilmiyorum, yagim da ¢ok uygun degil, ama bizim
donemimizdeki genglere bakarak boyle algiliyorum, simdi de bakiyorum yani bdyle kiro
kiyafetler, ne bileyim, ¢ok agmus, iist bas daginik, sa¢ bas daginik, pantolonlar, beller
inmis asagiya, yani belde bile degil, bel alt1 diyorlar ya, o kadar bile degil artik, cok daha
asagilara inmis. Ne bileyim, tuhaf tuhaf tipler.

What is it that bothers you so much, is it the way they dress?

Yes it bothers me, but I don’t know, maybe it’s because of my age as I’'m comparing them
to the youth of my day, but when I look around I see them wearing these weird clothes,
they’re all messed up from head-to-toe, their pants are hanging below their hips, I mean,
way below the hips. What can I say, they are just strange, strange beings.

B-roll of break dancers dancing to Jennifer Lopez's “Get it right”

Ceza:

Hep 0n yarg1 var esasinda insanlarin gozlerinin 6niinde. Alternatif bir kiiltiir geldigi
zaman, yani rock’mis, yani punk’mis, sagin uzun ve ya kiipe takiyorsun diye ¢cok
yadirgandik. Biz mesela, 95’te o dedigim zamanlarda biz bol pantolon giydigimiz i¢in
kavga ediyorduk insanlarla, “Bunlar1 neden giyiyorsun?” diyordu insanlar, “Bu kiipeyi
niye takiyorsun?” diyorlardi. Ama biz her zaman karsiligini verdik.

People always have these prejudices in their minds. In every alternative culture that’s
come along, whether rock or punk, kids have gotten shit for having long hair or earrings
or whatever, just because it was new to the society. For example, in 95’ people would
start fights with us just for wearing baggy pants. They’d be all like “Why are you wearing
this for?” and “Why do you have this earring in your ear?” But every time we’ve set
them straight and given them what they deserved.

B-Roll of Fuat Rapping
Zincirler eritildi silaha donecekti, pasta oldum diye aniriyon ama keksin!”

The chains will melt and turn into guns, you keep on about how you're a tart but you're
only a piece of cake.

Yasemin:

I say like, the old people should let their kids, like the teenagers, listen to whatever they
want because that’s their own lifestyle, they can listen to whatever they want. You can’t
force a person to be the person you want, that person is going to be the person what that
person wants, so they should just be cool and open to everything.

Bence yaglilar ¢ocuklarina, yani genclere karismasinlar, biraksinlar istedikleri miizigi
dinlesinler. Bu onlarin hayati, ne isterlerse dinlerler. Sen kimseyi kendi istedigin gibi
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olmaya zorlayamazsin, o ne olmak isterse o olur. Yani biiyiikler daha anlayish ve rahat
olmalilar.

ihlas:

Bu isi ilk basta anlatmaya calistik. Cok kisiden tepki gordiik, dayak yedigimiz oldu, sonra
kavga ettigimiz oldu, polis karsisinda kotii durumuna diistiik. Bir defasinda duvari
boyarken, polis geldi iistiimiize silah filan tuttu, yere yatin.

In the very beginning we had a lot of trouble trying to explain what we were doing to

people. We got beaten and got in fights several times. One time we even got caught by
the police and they held guns to our heads and pinned us to the ground.

NON-VIOLENT EXPRESSION

B-roll of Ceza rapping

Bak hadi gelin ve kelime daglari dolu. Alma eline silahi toplum mahvolur. Mafya dizisi
farky var mi? Marka, hepsi farkli farkli babalari, kanli hapli kafalari. Kolpa kasti asti
basti masalina inanani bol.

Come and have a look at this mountain of words. Put that gun down it'll only destroy the
society. Is this any different from a mob show? Same name brand, all with different
godfathers and their bloody pill-popping heads. There are many who believe in this
glorified gory tale.

Ceza:

Ciinkii 13 ve 14 yasina gelen bir geng Oniine baksa sadece arabesk ve pop gorebiliyor
yoksa futbol gorebiliyor. Bu iilkede baska bir sey yokmus gibi ve de mafyaya 6zeniyorlar.
Bunlar1 degismesi lazim, 6zendirmemek lazim, sadece alternatifler sunmak gerekiyor.

When a 13 or 14 year old kid here looks in ahead all they see is arabesque, pop music, and
soccer or they strive to be like the mafia. It’s as if there’s nothing else in this country.
These things need to change, we need to put forth more alternatives for them.

Funky C:
We don’t want a new generation that is coming up representing the hip-hop culture killing

each other or, stabbing each other. You know we’d rather have them battle it out with
freestyle competitions, or with their lyrics or with their music.

Biz birbirlerini 6ldiiren, bigaklayan yeni nesil hip-hopgular istemiyoruz. Yani biz onlarin
kavgalarini freestyle rap yarismalariyla veya sozleri ve miizikleriyle vermelerini yegleriz.

Atakan:

Kendi 6zgiirliigiiniizden kisitlandiginiz zaman saldirgan olabilirsiniz ve illegal isleriyle
yatkin olabilirsiniz, ben ne bileyim, grafiti ¢cizmeden kendime bir seyler ifade etme yolu
bulmadan, ¢ok agresif bir insan olabilirdim, yani kotii yollara da itebilirdim kendimi.
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When a person's freedom is inhibited it can cause them to turn to bad or illegal things. If it
weren’t for graffiti I could have been an aggressive person, I could have gone on a really
bad path.

Ceza:

Igimizdeki enerjiyi bir sekilde disartya vurabilmekti, mesela biz illegal suglar
isleyebilirdik, daha farkli bir yone kendimizi yoneltebilirdik ama bu olmadi1 mesela,
hayatimizda rap vardi ve biitiin hirsimizi, 6tkemizi, anlatmak istedigimiz her seyi rap
sayesinde anlattik insanlara.

We were lucky to be able to release our energy in a positive way, we could have done
illegal things or put ourselves in bad situations, but we didn’t because we had rap in our
lives. Everything that we’ve wanted to express or explain we’ve been able to do through
rap music.

ihlas:

Grafiti yaparken aldigim zevkse bambagka bir gey yani. Hobi olmak ¢ikti ve meslek
olarak girdi bu bana. Ilk baslarda diyordum yani sigara alacagima sprey alirim boyarim
diyordum. Simdiyse onsuz yapamiyorum, hareket edemiyorum.

When I'm making graffiti it gives me high like no other. It went from being a hobby to a
profession for me. In the beginning I would say why buy cigarettes when I can take that
money and spend it on spray cans and paint? Now I can’t live or function without it.

B-boy in Bakirkoy:

Yani break dans giizel, her seyden uzaklastiriyor, bali ¢cekiyordum, baliden uzaklastim,
filan falan, kotii seylerden, esrardan, eroinden, her seyden uzaklastiriyor. Yalnizca beyini
break dansa verirsen break danstasin, baska yok.

Break dance is great, it keeps you away from all kinds of bad things. I used to do
drugs,sniff glue, but I’'m not part of that scene anymore. Drugs, heroin, it keeps you away
from all of those things. If you put your mind to break dance everything is about that and
only that, end of story.

Joker:
Bir hareketi 6grendikten sonra, viicudun hissettigi his yiiziinden bence bu bagimlilik

yapiyor sanki, boyle madde bagimlisi gibi, siirekli obiir hareketi de yapayim, onun da
hazini alayim, 6biiriinii de yapayim derken...

Once someone learns a new move their body becomes addicted to it, it’s like a natural
high. Then they’re like let me try this one too, and then that one, and then that one...

B-roll of break dancers

HISTORY, ECONOMY., AND RETERRITORIALIZATION

B-roll of Ceza rapping
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Ben bir aygir, sen bir taysin, birakin ulan ses yankilansin. Ben gercek ama sen yalansin,
ben Michael'sam sende Jackson.

I'm a stallion but you're a pony, let it be heard. I'm for real but you're a lie. If I'm Michael
then you are Jackson.

Joker:
1993 yilinda Tiirkiye’de hig bir sey yok. Michael Jackson gelmis, bir siirii dansgis1 var,
hepsi boyle break dans yapmaya basladilar boyle kitler filan, dedim tamam.

In 1993 Michael Jackson came and at that time there was nothing here in Turkey. He
came with a bunch of dancers and when they began to break dance, pops and locks and all
that, I said that’s it, that's what I want to do.

Tom:

One of the things that kind of made space for hip-hop to emerge in Turkey as it did in the
later 90’s, it was very much underground but it was still emerging and building, was the
deregulation of the Turkish media in early 90’s in the wake Turgut Ozal's government.
They created space for foreign channels, first for private Turkish channels, breaking the
TRT monopoly, and then for satellite transmission, cable television for foreign channels,
including for example MTV.

90'larmn baginda Turgut Ozal hiikiimetin'in Tiirk medyasini serbest birakmasiyla hip-hop'mn
90'larin sonlarinda Tiirkiye'de ortaya ¢ikmasi miimkiin oldu, yani underground bir
olusumdu ama baslamisti ve gelisiyordu. Once yerli 6zel kanallar ve sonrada yabanci
kanallar TRT tekilini ortadan kaldirdilar. Bunlar1 uydu araciligiyla veya kablo TV
araciligiyla yayin yapan yabanci kanallar, MTV bunlardan biriydi.

Turbo:

80’lerde boyle bir anda sey oldu, gengler boyle her sey bir anda serbest olunca, ben
hatirliyorum, kot pantolon bulunmuyordu, kagak satiliyordu, sigara yoktu, sigara yabanci
markalar1 kagak bulabiliyordu insanlar, cocuklugumdan hatirliyorum. Bir anda 80’lerde
her sey serbest olunca insanlar bir anda ¢igrindan ¢ikip ve etrafa saldirmaya basladilar.

In the 80's, once there was open economy, everything just kind of happened at once and
everything became available for everyone. Before then I remember people not even being
able to find blue jeans and imported cigarettes so they would to buy them in the black
market. Then, all of the sudden, when everything became available in the 80’s, people
went crazy and began to tear into everything.

B-roll of Aria commercial
Ahmet Ertegiin:

So, naturally, just as rap music has taken over in France, and Italy, and in Latin American
countries, and in the Orient, it has also taken over in Turkey.
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Dogal olarak, rap miizigi nasil Fransa, Italya, Latin Amerika, ve Dogu'da tuttuysa
Tiirkiye'de de tutulmaya basladi.

Funky C:

Hip-hop was always around but it was very quiet, not too many people liked to listen to it,
people didn’t understand it. And then there was a German- Turkish rap group called Cartel
that came out in 96°, 97°. They kind of did the explosion for hip hop, then everyone knew
there was rap music and rap music could be done in Turkish.

Hip-hop hep vardi ama millet dinlemiyordu, anlamiyorlardi. Sonra 96', 97' gibi Alman-
Tiirk grubu Cartel ¢ikti. Hip-hop onlarla patladi ve herkes rap miizigini ve bu miizigin
Tiirkce de yapilabilecegini onlardan 6grendi.

B-roll of Cartel's “Cartel” music video

Turbo:

Rap yaptilar, ama Tiirkge rapti o, tamam Tiirk¢e ayr1, ama sound olarak dinlendigi zaman
icinde Tiirk kiiltiir ve hitap eden pargalar vardi. Sazlar zurnalar filan filan, samplelar
Tiirk¢e konusmalar, filan falan.

They rapped and they rapped in Turkish. And apart from the language the sound also had
remnants of Turkish culture because they used instruments like the saz, zurna, etc...

Funky C:
Then all of the sudden they started to make their own styles, and try to combine the

Turkish way and the hip-hop way which came out as something completely original for
Turkey. Which was nice to see, | mean at least people were kind of using their imagination
and kind of inventing new things to go along with it.

Sonra birden kendi tarzlarini olusturmaya ve Tiirk ve hip-hop kiiltiiriinii harmanlamaya
basladilar, bdylelikle tamamen Tiirkiye'ye 6zgii bir miizik ¢ikti ortaya. Insanlarin bir
sekilde hayal gii¢lerini kullanip yeni seyler bulmalarin1 gérmek sevindiriciydi.

Tom:

I think you can see hip-hoppers reterritorializing or localizing hip hop to make it explicitly
more Turkish in content and aesthetics. First of all, by using the Turkish language opposed
to English.

Bence hip-hopgular hip-hop’1 igerik ve estetik olarak Tiirklestirmek i¢in bolgesel ve yerel
temalar1 kullantyorlar. Oncelikle, Ingilizce yerine Tiirkce sdyliiyorlar.

Ceza:
Insanlar yillardir ingilizce rap duydular ve de farkli dillerde rap duydular, ama Tiirkge rapi
bu sekilde hi¢ bir zaman dinlemediler, hi¢ bir zaman, kesinikle yani.

For years people heard rap in English and in other languages but they definitely never ever
heard Turkish rap like that.
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B-roll of Fuat rapping
Ben dedim Tiirkge sende rap, Tiirkce rap, Tiirkge rap!!!

When I say Turkish you say rap, Turkish rap, Turkish rap!!!

Benny:
I don’t understand Turkish but their flow, how they are flowing and rap is very nice to

listen.

Ben Tiirk¢e anlamiyorum ama ahenkli geliyor bana sozlerin akisi ve ¢ok seviyorum
Tiirkge rapi.

Funky C:
Music is a universal thing and you don’t necessarily have to understand what the music’s

saying as long as it soothes you when you listen to it, that’s the most important part.

Miizik evrenseldir, dinlediginizde hosunuza gitmesi kafidir, illa s6zlerini anlamaniz sart
degil.

B-roll of Funky C scratching

Ayben:
Tiirkge'yi ¢cok yatkin bir dil olarak gérmeyebilirler ya da Tiirkiye'den hi¢ haberdar degil de

olabilirler. Yani, onlarin diisiincelerini tabii ki ben bilemem ama bir sekilde dili ¢ok iyi
kullanmak. Ingilizceden sonra rap'e en yakisan dilin Tiirk¢e oldugunu kanitladi, yani Ceza.

People abroad may think that Turkish isn't suitable for rap, or maybe not even have a clue
about Turkey at all. But it’s important to know how to use language well in rap, and now,
thanks to Ceza, Turkish has become the best language to rap in after English.

B-roll of Ceza rapping

Ahmet Ertegiin:

And I thought that when rap started, I thought that this would not go over because there
was no longer any melody, it was talking and it was talking in a foreign language,
however, I was wrong. Because the Black American strain is so strong, and the message
of that music is so powerful that it took over the world and everyone bought black
American rap records all over the world. But they also devised their own rap music in
their own language in their own style. So we have rap music now all over the world.

Rap ilk ¢iktiginda pek kabul gérmeyecegini diistinmiistiim, melodi yoktu miizikte , safi laf
vardi, hem de yabanci dildeydi, ama yanilmigim. Bu miizik ¢ok gii¢lii mesajlarla doluydu
ve diinyayi etkisi altina aldi, Amerikal1 zencilerin albiimleri tiim diinyada satmaya basladi.
Ayrica insanlar kendi dillerinde, 6zgiin tarzda rap miizik iiretmeye de basladilar. Artik tiim
diinya rap dinliyor.
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Fuat:
It’s in every culture, it’s in Africa, it’s in Asia, everywhere. Telling stories over drums,
that’s what the Shamans did you know, before the Turks got Muslim.

Bu her kiiltiirde, Afrika, Asya'da, her yerde var. Bir taraftan davul ¢alip bir taraftan da
hikayeler anlatilir, Samanlarda da bdyle, yani Tiirklerin Miisliiman olmadan 6nce
olduklar1 gibi.

Man on Galata bridge:
Biz cami’ye gidiyoruz, muzik ile pek ilgilenmiyoruz.

We only go to the mosque. We don’t know so much about music.

Funky C:
Different cultures come together, you got the far east people into hip-hop music, you got

the Asian people, European people. Hip-hop is a universal thing now, it’s not just for a
certain country or a certain variety of people to do. It’s like everyone can have a part of it
and everyone can enjoy it in the same way.

Farkl1 kiiltiirler bir araya geliyor, Uzak Dogulular, Asyalilar, Avrupalilar, herkes hip-hop
miizigi dinlemeye basladilar. Hip-hop simdi evrensellesti, sadece belli bir lilke veya
topluma ait degil artik. Yani herkes onun bir parcasi olabilir ve ondan ayni sekilde zevk
alabilir.

NOT AMERICAN

B-roll of Eminem music video

Funky C:
Here in Turkey we’re like, in contact with the whole world, we know what’s happening

everywhere. We know what’s happening in the Far East, we know what’s happening in
the states. But in America, I saw that, they are totally involved with themselves, they
don’t want to know what’s happening in Europe. And the music industry is the same, they
only listen to American artists, they don’t know what’s happening in Europe.

Tiirkiye’de biz diinyada olup biteni takip ediyoruz. Uzakdoguda olanlari da,
Amerikadakileri de. Ama Amerikalilar yalnizca kendi tilkelerini taniyorlar, Avrupa’da
yasananlarla ilgilenmek istemiyorlar. Miizik piyasasi da boyle, yalnizca Amerikalilari
dinliyorlar.

Atakan:
Zaten Tiirkiyede sadece Amerikan 6zentisi altyapilar yok, rap'in aslinda o var, ama rap
Tiirkiyede bu degil.

There is no American foundation in Turkey. With rap, okay it originated in the U.S., but
that’s not what rap in Turkey is about.
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Joker:

Ben boyle dans ederken Amerikan ismi mi veriyorum acaba, yok, iste normal,
Amerikalilar da benim gibi yapiyor, ben de onun gibi yapiyorum, o kadar basit. Bu sadece
ilk kim bulduysa gibi bir sey. Ilk onlar buldu, evet, bu kadar. ilk onlar buldu ama, bir
atasOzii da var ya, “boynuz kulagi gecer”, yani su anda baskalar1 onlar1 gecti, bitti.

Am I throwing out an American logo when I’'m dancing like this, no. It’s a normal thing,
Americans are doing what I’'m doing just as I’'m doing the same things that they are doing,
it’s that simple. All this is, is a matter of who found what first. Yes, they discovered it
first that’s it. It’s like the Turkish proverb “the horns will surpass the ears”, what they had
has surpassed them and moved on to others, end of story.

Funky C:
Rock is an American thing, rhythm and blues was an American thing, look at the way that

all developed. Hip hop is the same thing, it’s developing in a way that you can’t control it,
it’s got a different special effect that every single culture that it’s growing in.

And in Turkey it’s got a different effect of course, we have our own music, instruments to
go with it, we have our own traditions and lifestyles that we integrate with it, and that’s
not copying the Americans, it’s just taking a culture further and making it go on to reach a
lot more people to touch a lot more people.

Rock ta Amerika'dan ¢ikti, R&B de Amerika'dan ¢ikti ama sonra aldi bagim yiiriidii. Hip-
hop da bdyle, bir ¢1g gibi bilyliyor diinyada ve her kiiltiirde ayr1 bir etki yaratiyor.
Tiirkiye'de de durum boyle tabii, biz kendi miizigimiz, enstriimanlarimiz, geleneklerimiz
ve yasantimizla birlestiriyoruz hip-hop'l. Yani Amerikalilar taklit etmiyoruz, bir kiiltiirii
alip gelistiriyoruz ve daha ¢ok insana ulagmasini sagliyoruz.

Joker:

Adam aya ¢ikt1 diye ilk biz ¢ikmayacagiz mi bir daha? Zaten ¢ikamayiz zaten de, yani
¢cikamayacagiz m1 Omiir boyu? Ciinkii zaten merak ediyorum oray1, ben de gitmek
istiyorum.

Just because a man went to the moon does that mean that no one else can go? Not that we
could go if we wanted to, but does that mean we’re not allowed to go? Because I'm
curious to see what it’s like, I want to go there too.

Tom Solomon:

There is no authentic culture anywhere in the world. Everybody’s culture is to a certain
extent borrowed from other peoples’ culture. There isn't anybody who hasn’t migrated
from somewhere else before historically and brought in new things and been in contact
with other people. Now in the 20 and 21* centuries we can say that this process has been
accelerated because there’s so much more available through media, mediated culture, but I
would argue, that that’s really just an extension of what’s been going on all along, that all
cultures have always been hybrid.

Diinyadaki higbir kiiltiir otantik degildir. Tim kiltiirler diger toplumlarin kiiltiirlerinden
belli 6l¢iide esinlenirler. Tarihte herkes bir yerlerden go¢ edip beraberinde yeni seyler
getirerek baskalariyla temas kurmustur. 20 ve 21. yiizyillarda medya sayesinde bu siireg
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cok hizland1 belki ama bence bu baslangictan beri siire gelen gelisimin bir pargastydi, tim
kiiltiirler zaten her zaman birbiriyle i¢ ice olmustur.

Atakan:

Sonugta biz Tiirkiyede dogduk, Tiirkiyede biiyiidiik, bu insanlar arasinda yasiyoruz ve bu
havay1 soludugumuz siirece bu kiiltiirii tasiyacagiz. Biz baska bir kiiltiire 6zellikle sadece
onlarin tabular1 arasina girmedik, biz bu kiiltiiriin de bir par¢asini tagiyoruz ve bunu hep
tastyacagiz.

In the end we were born and raised in Turkey, we live amongst these people and as long as
we breath the same air, this culture will be a part of us. We haven't adopted some other
culture's taboos, we have a part of this culture within us and we will always carry it with
us.

FUTURE OF HIP HOP/ CONCLUSIONS

B-roll of Ceza's “Yerli Plaka” music video

Tom Solomon:
What’s coming in the future, I don’t know, it may be fad, and then two years from now it
will be gone and back underground, or it might continue to get big, who knows.

Gelecekte ne olacagini bilemem. Belki gelip gecici bir modadir ve iki sene sonra biter ve
yer altina doner, ya da ne bileyim, belki de biiylimeye devam eder.

Sahtivan:
Buradaki toplulugun bunu agikg¢asi kavradigina inanmiyorum, biz bu isi yapiyoruz ama,

yani zamanla her halde, boyle 10 senemiz daha var gibi geliyor, boyle gergekten iyi
birilerinin 6nde olmasi i¢in, biiylik olmasi i¢in yani. Su an iyi insanlar var tabii ama...

Honestly, I don’t think that this society has fully accepted this yet, we’re doing our best
but it’ll take some more time. I think it’ll be about another 10 years before someone
becomes really popular and makes it really big. Right now there are some good
performers but...

Ceza:

Bence kesinlikle rap miizik Tiirkiye piyasasinda, yani, pop, rock, arabesk gibi bir yer
alacak kesinlikle. Yani her ¢ikan alblim en azindan diger miizisyenler kadar, diger farkl
tarzda miizik yapan insanlar kadar satacagina inaniyorum. Rap miizikte star olacak
insanlar olacagina inaniyorum bu tilkede.

I think that rap music, just as pop, rock, and arabesque, will definitely take it’s place in the
Turkish market. I think that rap albums will at least sell just as much as other types of
music, and I also believe that there will be a rap star in this country.
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Joker:

Bu bir ates gibi, bu burada ylikselmeye basladi bu, ve bu durmayacak Bundan sonra bir
cok ticaret dalina da yansiyacak, magazalar zincirlerine yanstyacak, televizyon
programlarina yansiyacak, her yerde yansiyacak.

It’s on fire, it’s started to accelerate and it’s not going to stop. From now on it’s going to
continue to grow, new hip-hop chain stores will open, it’ll be on all of the TV programs,
it’ll be everywhere.

B-roll of World Card and Rocco commercials

Yasemin:

When hip hop was new in the states, I guess like everyone in the states said it was bad too,
because, when you go to the states it's like country music or old music, and now it’s a big
bomb and it’s going to be like that over here too.

Amerikada hip-hop ilk ¢iktig1 zaman orada da herkes kotiilemistir herhalde bu miizigi
clinkli Amerika'ya gittiginde ya country miizik duyarsin ya da eski miizik falan, ama simdi
hip-hop patladi ve burada da patlayacak.

Cont’d...

Yasemin:
Like in the states how it’s like Eminem and 50 cent that’s always in front plan, I hope it’s
like Ceza and my dad, hopefully.

Nasil Amerika'da Eminem ve 50 Cent hep 6n plandaysa, burada da Ceza ve babam olacak
ingallah.

Funky C:
People don’t realize it but they’re hearing more and more rap, they’re hearing more and

more hip-hop every single day. I think in another two years, hip-hop here will be taking
over the music industry and we’ll be selling a lot more albums, and we’ll having a lot
more Turkish rappers and R&B artists coming out.

Millet farkinda degil ama her gecen giin daha fazla rap miizigi ve daha fazla hip-hop
duymaya bagladilar. Bence iki sene icerisinde hip-hop, miizik piyasasini ele gecirecek,
albiim satiglar1 tavana vuracak ve bir ¢ok yeni Tiirk rap¢i ve R&B miizisyeni ¢ikacak.

Ayben:

Cok daha iyi yerlere gidecegini hissediyorum. Gordiigiim tepkiler, her sekilde yani, her
tiirlii miizik rapa kaymay1 basladi. Ve bu sadece bir baslangi¢ ve bunun devami
gelecektir, yavas yavas rap de gormeye baslayacagiz artik. Her yerde.

I feel that its going to continue in a very positive direction because if you look around all
other types of music have started to lean more towards rap. And this is just the beginning,
the rest is soon to come. After a while we will begin to see rap everywhere here.
Everywhere.
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B-roll of Nil Karaibrahimgil's “Peri” music video featuring Ayben

Ahmet Ertegiin:

However, only time will tell how long this music will remain referred to in the future.
Only time really tells us, what, is great art in the long run. I think a lot of the rap music
will survive as great art.

Gelecekte bu miizikten ne kadar konusulacagini bize zaman gosterecek. Neyin gergek
sanat oldugunu sadece zaman gdsterir. Bence rap miizigin ¢ogu gercek sanat olarak
anilacak.

Ceza:

Bazen hatirlatir ve aglatir gildiiriir. Bir giin yasarken, bir giin 6ldiiriir. Bir Tiirkiidiir bu
duydugun senin i¢in. Dikenli giil ve yasanacak bir giindiir. Bu sehirde dogdum, bu sehirde
sondiim.

Sometimes it brings you memories, sometimes sorrow and joy. One day you're alive,
another day it could kill you. It's a song that's being played for you. A rose with thorns and
a day to live. I was born in this city and i perished in this city.



