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YEREL RAPCILERI TURKIYE’DEKI ULUSAL SAHNEYE TASIYAN
BAGIMSIZ BiR PLAK SIRKETi: MOB ENTERTAINMENT TAKI SANAT
DUNYALARI UZERINE BiR CALISMA
Fatih Bayrakail
Mayis, 2019

Son yillarda rap miizigin tekrar ana akim popiilerlige ulastigina sahit olmaktayiz.
Rap, Tiirkiye’ye Cartel ile ¢ok popiiler bir noktadan girmis, hatta bugiline kadar
Cartel’in ulastig1 sayilara bagka hi¢bir grup ulasamamistir. Buna ragmen Cartel’den
sonra rap miizik Tiirkiye’deki zamaninin biiylik bir kismini1 yeraltinda gecirmistir.
MOB Entertainment, ilk yillarindan itibaren Tiirk¢e rap sahnesinde yer almis olan
Tepki tarafindan 2018’de kurulmus bagimsiz bir plak sirketidir. Sirketin kurulustaki
odagi Tepki'nin de biiyiimiis oldugu Kiiciikcekmece ve cevresindeki bolgelerdeki
yerel sanatgilardir. Bu tez galismasinda, hip hop kiiltiiriiniin New York’ta ortaya
cikisi ve diinyaya yayilmasi lizerine tarihsel bir bakis agisi sunulduktan sonra,
giiniimiize kadar hip hop’un Tiirkiye’de gecirdigi siiregten bahsedilecektir. Daha
sonra MOB sanatcilarinin sanat diinyalar1 iizerine bir inceleme yapilacaktir. Bu
inceleme biiylik oranda MOB sanatcilarindan Hayalet, Tepki, Motive, Aksan ve Uzi
ile yapilan, Becker’in sanat diinyalar1 ile Bennet ve Peterson’in miizik sahneleri
kuramlar gergevesinde yapilandirilmis derinlemesine goriismeleri temel almaktadir.
Bunlara ek olarak analizde ayni zamanda MOB’nin internet sitesinde yer alan,
sanatgilarin biyografik agiklamalar1 ve konserlerinden birinde dinleyicileriyle yapilan
konusmalardan faydalanilmistir. Analizde MOB sanatcilar tizerinden Tiirkiye rap
piyasasinda lokal, translokal ve sanal sahnelerin nasil i¢ i¢ce ge¢mis oldugu ve bu
sahnelerde faaliyet gosteren sanatcilarin sanat diinyalar1 betimlenmekte, MOB’nin
halihazirda lokal, translokal ve sanal sahnelerde aktif olan bu sanatgilara teknik
avantajlar sunmus oldugu, MOB’nin global kurumsal miizik piyasasina ortakliklar
aracilifiyla bagli olmasina ragmen, biiyiikk oranda bu kurumsal giicler tarafindan
diizenlenmeyen bagimsiz bir plak sirketi oldugu ve c¢ogu ayni bodlgeden olan
sanatcilar1 arasindaki yakin iligkiler c¢ercevesinde kurulmus oldugu ortaya
koyulmaktadir.

Anahtar Kelimeler: MOB Entertainment, sanat diinyalari, miizik sahneleri, hip hop



ABSTRACT

AN INDEPENDENT LABEL TO CARRY LOCAL RAPPERS TO THE
NATIONAL RAP SCENE IN TURKEY: A STUDY ON THE ART WORLDS
IN MOB ENTERTAINMENT
Prepared by Fatih Bayrakeil
May, 2019

In recent years, we see that rap music has found its way back to mainstream
popularity. Although its entrance to the Turkish music market with Cartel was from a
point of very high popularity, to the point where Cartel’s numbers are unmatched to
this day by any other group, rap music spent most of its time underground after
Cartel. MOB Entertainment is an independent label founded in 2018 by a Turkish
rapper, Tepki, who has been a part of the Turkish rap scene from its very early years,
with a focus on the local artists around Kiigiikgekmece district, where he is from. In
this dissertation, after giving a historical overview on the emergence of hip hop
culture in New York and its spread around the world, some information is given
about hip hop in Turkey up to this day. Then an analysis is made regarding the art
worlds of MOB artists based mostly on the in-depth interviews held with MOB
artists Hayalet, Tepki, Motive, Aksan and Uzi, structured around Becker’s theory of
art worlds, and Bennet and Peterson’s theory of music scenes. The analysis also uses
bio descriptions of these artists on MOB webpage as well as conversations with the
audience in one of their concerts. In conclusion, the analysis describes the
intertwined nature of the local, translocal and virtual scenes in Turkish rap scene
along with the art worlds of rap artists who have been active in these scenes, and
shows that MOB has brought technical advantages for these artists who had already
been active in local, translocal and virtual scenes and despite having connections to
the global corporate music market through partnerships, MOB is an independent
label mostly unmediated by corporate powers and formed around a family-like
structure among its artists, most of whom have been active around the same district.

Keywords: MOB Entertainment, art worlds, music scenes, hip hop
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PREFACE

This dissertation aims to open a window to the art worlds of rap artists working with
an independent hip hop label MOB Entertainment and the effects that signing with
MOB Entertainment have had on their art worlds as they moved from local,
translocal and virtual underground scenes to the national rap scene in Turkey.

First of all, I would like to extend my gratitude to my thesis advisor, Associate
Professor Onur Giines Ayas, who first of all agreed to be my thesis advisor even
though he did not know me and he was already really busy. He has been really
helpful throughout the whole process, and did not hesitate to introduce me to his
brother, Saygin Ayas, a.k.a. Hayalet, providing me with an amazing opportunity to
interview rap artists in MOB Entertainment without facing any difficulty to get into
contact with them or to try to convince them to do the interviews. | also want to
express my gratitude to Saygin Ayas, ak.a. Hayalet, who was most helpful,
providing me with more chances than | asked for and giving me a very detailed
interview as well as getting me in contact with the other rap artists in MOB.
Furthermore, I would like to thank Kerem Giilsoy, a.k.a. Tepki, for his warm
welcome and for opening the door of the big family they have under the roof of
MOB Entertainment as well as Tolga Serves, a.k.a. Motive, Yilmaz Hiiseyin Tosun,
a.k.a. Aksan and Utku Yalginkaya, a.k.a. Uzi, who were kind enough to allocate time
for me to do the interview. | would also like to thank Associate Professor Kerem
Karaosmanoglu for introducing me to this topic and to Associate Professor Giines
Ayas and all my other instructors in Humanities and Social Sciences Department for
their academic contributions throughout the years.

I also want to thank my colleagues in Medipol University for their emotional support
and all my friends whom | have had to neglect during this process for their patience.
I also would like to thank my parents for their support and prayers.

Finally my special thanks goes to my girlfriend, Hilal Melahat Firat, who has been
most patient with me and has supported me throughout this process.

Istanbul; May, 2019 Fatih Bayrakeil
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I. INTRODUCTION

1.1 Overview

Having emerged out of the necessity of a particular local culture in the United States
in 1970s, hip hop has become a global phenomenon appropriated by various cultures
around the world. These cultures have been using hip hop to express problems that
are sometimes similar to the ones expressed by the African Americans during the
formation of hip hop culture and sometimes quite different, but still carry elements of
the culture of protest existing in the original culture. When hip hop came to Turkey
through the migrant Turkish workers living in Germany, who adopted the hip hop
culture to express the suppression and racism they feel in their host society towards
them, it was a sudden hit, welcomed perhaps ironically by the ultra-nationalists in
Turkey. While these rappers complained about the ultranationalistic feelings
expressed towards them in Germany, they were greeted with enthusiasm by the
ultranationalists of Turkey, perhaps partly due to the political and social atmosphere
of the country at the time. However, Cartel, the German-Turkish rap group that
brought rap to Turkey, did not survive for long as a group and rap’s popularity also
decreased with them. Until recently even though they were a handful of artists in the
Turkish rap scene that can be considered to be close to the mainstream music, the
numbers that Turkish rap music produced in Turkey looked small compared to the
numbers of other types of music for some time. In the last couple of years, we have
started to see a dramatic increase in the popularity of rap music. We have started to
hear rap music at cafes and on TV. When we look at the Top 50 Chart of most played
tracks in Spotify, we can see that there are 5 rap songs in the top 10 of this list
[23.06.2019].

MOB Entertainment is an independent label that was established into such a setting
in the Turkish rap music scene, aiming to invest in local artists with a purpose to
bring them onto the national rap scene. Their numbers on digital media platforms
still do not match the now-popular Turkish rappers; however, the label is about two
years old and the founder of the label, a rapper called Tepki, expresses content in the



increase in these numbers over time and is confident that they will keep increasing.
This works aims to describe the art worlds of MOB artists and the changes that have
occurred in these art worlds since they joined MOB based on questions asked to
MOB artists Tepki, Aksan, Motive, Uzi and Hayalet during the in-depth interviews
designed around the theories of art worlds by Howard Becker (1982), and music

scenes by Bennet and Peterson (2004).

| start by explaining what hip hop is and its constituents. Then | move on to discuss
the history of hip hop starting from the social context that led to the emergence of the
culture. After giving brief information about the history of hip hop elements, namely
graffiti, breakdancing, DJing and rap music, rap’s rise to popularity is described
within the United States. Having discussed gangsta rap in terms of its emergence and
content, the discussion continues with the explanation regarding how hip hop ended
up becoming a global phenomenon and the discussions surrounding authenticity in
this globalised local culture. Before moving on to MOB, I discuss how hip hop came
to and spread in Turkey, the different trends we have seen in Turkey in terms of rap
music throughout the years and also briefly mention arabesk music, which can be
argued to have emerged out of similar social and economic conditions to rap with the
similarities to and differences from rap. Finally, based on the interviews conducted, I
discuss the ideas of MOB artists regarding the national rap scene in Turkey, the ideas
surrounding locality and the family-like dynamic in the label; the effect MOB had on
the artists” art worlds and the restrictions they face as artists move from their local
rap scenes to the national rap scene with the help of an official record label.

1.2 Theoretical Framework

The analysis that | have undertaken of the artists of the MOB Entertainment is based
on the theory of art worlds by Howard Becker, while also making use of the concepts
of music scenes by Andy Bennet and Richard A. Peterson. The analysis employs in-
depth interviews that | conducted with five of the MOB artists. The questions of the
interview were based on these theories to try to get a sense of the art worlds that
these artists belonged to while they were in their local scenes through their transition

into the translocal scenes and virtual scenes before MOB and how their art worlds



have changed since they started working with an independent label, something they

consider to be “coming out of the underground”.

Howard Becker (1982) states that almost no human activity is done by a single
person. Rather a joint effort by a number of people is required for most human
activities, and art works are not an exception. Often a large number of people are
involved in any art work, the cooperation of whom determine the product of the
artistic process. All these different elements that contribute to the final product of an
artistic process are not a must: the event does occur with or without these elements as
long as the artist exists. However, each element that contributes to the art work
during the process of production changes the quality of what comes out as the art
work in the end. Becker also talks about the conventions that have been established
by art worlds which provide certain ways of doing things in order to eventually make
the process easier by providing services catered for these particularized ways of
doing things. Sometimes, these conventions might restrict the artists in some ways.
However, Becker points out that this does not mean it is impossible to produce art
using means other than the conventional ones. Artists would have to sacrifice extra
time and effort in order to go out of these established conventions. Those who cannot
or do not use conventional means of distribution, for example, face some
disadvantages, which in turn have an impact on their art works, which would have
turned out differently if they were distributed in conventional ways. While, according
to Becker, artists usually see this situation as an “unmixed curse”, those who do have
access to regular means of operating in a particular art world may regard their
situation as a “mixed blessing”, due to the restrictions they face as a result of using
conventional facilities (Becker, 2004:6). In the face of developed art worlds where
the division of labour becomes more sophisticated to the point where sometimes not
all people involved need to be in the same place, Becker questions, of the people
involved in this process with varying contributions, all of whom contribute to and
change the final product in some ways, which ones can also be considered artists.
Becker also points to the issue when in these developed art worlds, contributors turn
into specialized professionals who develop their own artistic views regarding the art
work, which may conflict with that of the artist. Demonstrating how decisions of
different contributors who occupy certain positions may determine the fate of the art
work that comes out, Becker underscores that art works are not the product of



individual artists, but rather of a joint effort by a group of individuals who are in a
cooperative link formed by the conventions that have taken shape in the respective

art world.

Becker points out that the state is also an inescapable part of the art worlds even if it
does not directly intervene the process either in the form of restrictions such as
censorship or oppression or in the form of support. The reason behind this is that
even the possibility that the state might intervene affects the operations of the art

world and the decisions taken by the contributors, consciously or otherwise.

Building on the theory of art worlds, van Maanen (2009:207) talks about the factors
regarding the processes of production and distribution of art works are also
connected to the social systems in the economic environment such as economic,
political and judicial systems. Based on Becker’s (1982:93) fully developed art
worlds where the artists become the part of the economy of the society through the
distribution systems, van Maanen (2009) talks about the effects of different financing

systems on the values produced by the artists and received by the society.

Bennet and Peterson (2004) talk about scenes which are located outside of the
corporate music market. In fact, they assert that people most of the time enjoy music
outside of these corporate worlds in diverse situations. According to Bennet and
Peterson, one reason that made this diversification possible was the digital revolution
of 1980s, which brought amateur musicians and producers to similar levels thanks to
cheaper recording technology (Bennet and Peterson, 2004:5). Moreover, the internet
from the mid-1990s onward provided a means for these artists outside of the
corporate world of music with a medium to distribute their work and get in touch
with their fans. On the basis of these developments, they define three types of scenes;
namely, the local scene, the translocal scene and the virtual scene. They describe the
local scene as a scene formed around a geographical focus, which is connected to the
every-day life of the local communities in which they are situated. The translocal
scene, according to Bennet and Peterson (2004: 8,9), is formed when local scenes for
particular forms of music come together with other local scenes in distant areas and
have interactions through the exchange of recordings, bands and fans. Virtual scenes
resemble translocal scenes in that the participants are located far away from each

other. However, the meeting of participants of virtual scenes are not physical places

4



like festivals as it is for those in translocal scenes. Instead, the participants of virtual
scenes are connected to each other through the Internet. They show that the

interaction of these participants form similar features to that of local scenes.

Finally, 1 would like to point out that for the purposes of the study, the analysis
focuses on concepts of “scenes” and does not make use of the term “subculture” in
an attempt to make sure the analysis does not lose its focus. Furthermore, Barker
(2004:193) define subculture as groups who share distinct values from the
mainstream society and states that subcultures have been seen as deviant cultures in
attempting to “win space” for themselves. While the situation at MOB Entertainment
shares similarities with a subculture in some senses, in order to paint a clearer picture
of the changes in the art worlds of these local and translocal artists after signing with
an independent label and to avoid confusion, | decided to stick to concepts of art

worlds and music scenes.

1.3 Literature Review

If we look at studies conducted in Turkey on issues relating to hip hop, we can see
that the popularity of these studies has followed a similar path to the popularity of
rap music in Turkey. Hip hop’s entrance into the Turkish market was really strong
with Cartel in 1995, and the social condition of the Gastarbeiter, the migrant workers
in Germany, drew the attention of social scientists who worked on identity formation
and migration. Just to cite a few examples, Alev Ciar, in her article titled “Cartel:
Travels of German-Turkish Rap Music published in the summer of 1999 in Middle
East Report on Labor Migration approaches the case of Cartel from the perspective
of migrant identity formation. Based on the example of Cartel, she talks about how
diaspora communities stuck in places with intense nationalism use hip hop music to
express their ambiguous presence, which challenge the existing norms of national
belonging by creating hybrid forms of cultural expression, and how such groups
make use of this medium to find opportunities to open these systems of authority for
negotation and change (Cinar, 1999). In a similar study about the appropriation of
hip hop by the German-Turks, Liikiislii (2012) describes the tough image created by
the Gastarbeiter hip hop artists to reclaim their masculinity in the society, which

they felt had been threatened due to the power relations in Germany as well as in



Turkey as a result of the 4lmanc: image in the society as a label that they feel is

emasculating.

Solomon gave important contributions to get started the academic studies in hip hop
that originated in Turkey as opposed to appropriations by the Turks living in
Germany. He wrote two articles in 2005, one of which is about the importance and
the implications of the term “underground” for the Istanbul rap scene. He mentions
how much emphasis hip hop artists place on being underground in Istanbul, through
which they add a local characteristic to this global culture. He describes several
different implications for being underground, from desire to separate oneself from
popular culture to being involved in illegal or quasi-illegal activities, and tries to
demonstrate how rappers in Istanbul use hip hop as a means to imagine space by
constructing new identities (Solomon, 2005a). In another article published in the
same year, Solomon (2005b) again talks about how rappers employ rap music to
reimagine their identities relating to space based on the analysis of a song by the rap
group Nefret formed in Istanbul. Solomon concludes that by using elements of
intertextuality offered in rap music, these artists take the globalized African
American rap medium and re-imagine the urban landscape of the city. They do this
not only through discourse around Turkish rap but also through the lyrics by having a
famous quote from an Orhan Veli Poem, “Istanbul’u dinliyorum, gézlerim kapal1” (I
am listening to Istanbul, with my eyes closed), as well as the sounds of rap songs by
having discourses of Tiirk Sanat Miizigi (Turkish Art Music) and arabesk (Solomon,
2005b).

However, if we do not count these studies conducted by Solomon, we can say that as
rap lost its popularity in the mainstream music scene in Turkey, it lost its popularity
as a research topic as well. We see that the studies that were done did not actually
focus on hip hop as a culture, which is instrumental for identity formation of young
people who are active hip hop artists at least in their respective local scenes, but
instead saw it as a threat, similar to the way it was received by the American media
during its formative years. For example, in her article titled “Rap: Slang or
Swearing?” Camkara (2006) focuses on the generous uses of slangs and how the
definition of slang is sometimes expanded into what can be considered swear by the

rest of the society. Similarly, Tasal and Vural (2011) focus on the violence in songs,



pointing at the frequent uses of insulting, vengeful and violent lyrics in rap music and
its possible negative consequences on children. Their study aims to emphasize the
elements of violence in these songs and determine how these lyrics reach children.
From a similar perspective, Bozkurt, Zahal and Tiire Uyan (2015) investigate the
relationship between the kinds of music middle school students listen to and their
emotional states based on a sample of 608 students studying in 5th, 6th, 7th and 8th
grade in Mardin, Tokat and Izmir. In their study, they also quote Ekinci et al. (2012),
who studied the relationship between the preference of music and psychiatric issues
in teenagers. The study indicated a meaningful relationship between mood changes
and the kinds of music that the teenagers listen to and it showed that it was rock

music which was preferred the most, followed by heavy metal, rap and dance music.

Another field of research within hip hop music is the studies analysing the use of rap
music in religious discourses. Solomon (2006) also talks about what is called Islamic
Rap based on two case studies of Kosova Drami and Sert Miisliimanlar, both of
whom are rap groups established in Germany and who write mostly religious lyrics
within the Turkish Rap diaspora in Germany as well as in Turkey. Solomon here
talks about how these rappers make use of the medium of rap music to create new
kinds of subjectivities which can be considered Muslim. Also talking about Islamic
hip hop with Turkish lyrics, Zeynep Isil Istk Dursun (2016) underscores that her
work can be considered to be an introductory article in the field of Islamic hip hop,
which lacks sufficient sources in the literature. She mentions how Islamic hip hop
emerged as a reaction of the Muslims in Europe to the Islamophobia that they
experience in Europe and that it created a Turkish audience in Turkey through the
cultural codes of the Turkish diaspora who did not lose its cultural and political
connection to Turkey. She draws attention to the contents of the songs which
changed from the emphasis on European Muslim identity and focusing on a message

of unity and peace to songs with a neo-Ottoman discourse in recent years.

When we come to recent years, we start to see more studies which focus on the hip
hop culture and rap music scenes in Turkey in parallel to the increase in popularity of
rap music in the mainstream media. For example Goktug Kutay Oztas has an
unpublished article from 2017 on how hip hop found its way to Turkey and has been

appropriated by the rappers in Turkey. Dilek Goktiirk Cary (2016) presented a paper



in I1. International Scientific Research Days on Fine Arts, where she discussed the
similarities and differences of arabesk music which was formed in Turkish culture
and rap music which has been appropriated by them. In his MA thesis, Furkan
Dilben (2016) talked about a relatively new cultural and musical phenomenon that
came about with the merging of these two genres: arabesk-rap. Based on extensive
interviews he held with local arabesk-rappers, he talks about the exclusion of these
artists, which sometimes takes the form of insults, how these rappers always adopt a
stance against the hegemony, and how these rappers criticise rap for being confined
to the lures of corporate music in the mainstream, having lost the message of protest

in their essence.

Although studies in rap scenes in Turkey are limited, there are other studies of other
art scenes in Turkey, an example of which is the study of Roman (Gypsy) music by
Degirmenci (2011), where he demonstrates the emphasis of locality that provides the
basis for the commodification of Romanness, which takes the forms of attachment to
spatial locations such as mahalles. From the other end of the spectrum, if we are to
talk about studies on hip hop scenes in other countries, we can quote Yasser Matter
(2003) who studied the virtual hip hop communities in Singapore and how the virtual
scene there opened the way for subcultural identities to go beyond geographic
boundaries with local identities being integrated into a global subcultural identity.
Another example might be Tan Condry’s (2001) study of the Japanese hip hop scene,
where he gives an overview on the history of Japanese hip hop culture that took form

in street dance, club scene and pop market.

1.4 Methodology

The analyses conducted on MOB Entertainment were mostly based on in-depth
interviews held with the artists. The artists were limited to Saygin Ayas, a.k.a.
Hayalet from the rap group BTC; Kerem Giilsoy, a.k.a. Tepki; Yilmaz Hiiseyin
Tosun, a.k.a. Aksan, Utku Yalginkaya, a.k.a. Uzi from the rap group GNG; and Tolga
Serbes, a.k.a. Motive, who in addition to being a solo rap artist, is also a member of
the rap group 832 Yanyol. Hayalet, as the oldest member of the label was 34 years
old at the time of the interview and had been doing rap music for 22 years, which

was mostly underground with their self-produced albums until March, 2019 when



they released their first official album with MOB Entertainment. They were
introduced to the label through their connection to Tepki, who is the founder of the
label. This connection was formed through their translocal friendship over the years
in the underground rap scene. Tepki was 32 years old at the time of the interview and
had been doing rap music since 2001. Aksan was 25 years old at the time of the
interview and had been doing rap music for about 15 years. Uzi, who was 21 at the
time of the interview, had been doing rap music since 2012. And finally Motive, the
youngest interviewee was 19 at the time of the interview and had been involved in
rap scenes for about 4 years. All of the artists interviewed had been with MOB
Entertainment since it was set up by Tepki. Of the 9 original groups or rap artists
given in the MOB Entertainment website, if we consider Motive to also represent the
group 823 Yanyol as he is a member, only three had not been represented in the
interviews, one of whom due to his untimely death the previous year at the age of 18.
Even though more inclusive interviews including all the artists as well as different
members of the groups might have painted a better picture, it was not possible due to

the tight schedule of the artists and other problems such as finding suitable locations.

The questions of the structured in-depth interviews were prepared with reference to
the concepts of art worlds by Howard Becker (1982) and concepts of music scenes
by Bennet and Peterson (2004). The questions were grouped under five titles as hip
hop as an art form, mainstream rap, MOB, restrictions experienced by the artists and
the changes in artists’ art worlds. The question orders were not strictly followed and
were sometimes modified based on the responses of the respective artists.

In addition to the in-depth interviews with the artists, some unstructured interviews
were also conducted with some audience members before an MOB concert in
Istanbul. Even though the interviews proved fruitful, there were serious restrictions
regarding time and convenience. More structured interviews with a higher number of
participants would be more representative and might be conducted for future research
in order to focus on the audience perceptions of the artists’ art worlds as they move
from local, translocal and virtual scenes to the national rap scene in terms of their

representations of their local scenes.



2. WHAT IS HIP HOP?

If you do not have a special interest towards hip hop culture, you probably mistake
the words hip hop and rap, or think they both mean the same thing. Sometimes you
may read or hear academics working on hip hop, or even rap artists use these two
words interchangeably. In order to clarify the confusion, | should point out that hip
hop is the whole culture that includes not only rap music, but also elements such as
breakdancing, graffiti and fashion (Rose, 1994: 2; Price Ill, 2006: 1). Even though
from a chronological point of view, rap music was not the first element of hip hop
culture, it gained so much popularity to the point where it became the first thing that
comes to most people’s minds even to the point where people sometimes use the
word rap when they actually mean hip hop. The reason for this is that “it proved to

be the ideal form to commodi