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Abstract

Turkish rap has emerged as one of the youngest and most influential genres in contemporary Turkish popular music. Its
transformation from an undergronnd subculture into a mainstream musical genre has profoundly reshaped its themes, lyrical content,
cultural practices, and artistic styles. Despite its growing cultural and commercial significance, this historical transformation bas
received limited scholarly attention, particularly from a wave-based perspective. Addressing this gap, the present study employs
qualitative content analysis based on multiple data sources, including 42 academic articles, 27 interviews, 3 book chapters, 5
newspaper articles, and 3 documentaries. The findings identify four major waves in the bistorical evolution of Turkish rap: the
emergence of politically charged diaspora rap in Germany (1984—1999), the rise of Tiirkiye-based undergronnd rap (2000—2009),
the diversification and digital expansion of the genre (2010—2016), and the mainstream popularization and commercialization of
Turkish rap following the rise of trap and drill (2017-2025). By proposing the first comprebensive wave-based historical model of
Turkish rap, this study contributes to the literature by providing a systematic interpretation of the genre's cultural, musical, and
ideological transformation.
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Oz

Tiirkge rap, cagdas Tiirk popiiler miizidinin en geng ve en etkili tiirlerinden biri olarak gelismistir. Yeralte kiiltiiriinden
ana akim mizide dontisiim siivect, tiviin temalarimi, so3 diinyasma, kiiltiirel pratiklerini ve sanatsal dislnbunu dnemli olgiide
degistirmistir. Buna karsmn, Tiirkge rap'in taribsel gelisimi i%ellikle dalga temelli bir yaklasimla yeterince incelenmemistir. Bu
caligma, 5o konusu boslugu doldurmak amaciyla nitel icerik analizi yontemini benimsemektedir. Arastima kapsaninda 42
akademik makale, 27 riportaj, 3 kitap biliimii, 5 gagete yazusi ve 3 belgeselden elde edilen veriler analiz edilmistir. Bulgular,
Tiirkge rap'in taribsel gelisiminin dort temel dalga bilinde gerceklestigini gostermektedir: Almanya'da politik igerikli diaspora
rapinin ortaya ¢ikast (1984—1999), Tiirkiye merkezli yeralts rapinin yiikselisi (2000—-2009), tiirin cesitlenmesi ve dijitallesme
siireci (2010-2016) ile trap ve drill miiziginin yiikselisi sonrasmda Tiirkge rap'in ana akimda yayginlasmas: ve ticarilesmesi
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(2017-2025). Calrsma, Tiirkge rap icin itk kapsamls dalga temelli taribsel modeli onerereke thiriin kiiltiirel, miizikal ve ideolojik
dondisiimiinii sistematik bigimde agiklamakta ve literatiire i3giin bir katkr sunmaktadir.
Anahtar Kelimeler: Tiirkge rap, Tiirkge bip hop, popiiler miizik, miizik taribi, kiiltiirel doniisiim

Introduction

Contemporary Turkish rap is one of the most popular music genres in Turkiye today. Modern
Turkish rap prevails on streaming platforms such as Spotify in Turkiye, attracting tens of millions of
listeners and a substantial community. However, this genre remained largely underground and did not
receive significant attention from Turkish listeners, media, and music companies for several decades in
Turkiye. In that respect, the transformation of Turkish rap into its current popular form has been a
long and difficult process. Since its origins as protest music in early 1980s, Turkish rap consistently
evolved in its musical style, lyrical content, and artistic approach, ultimately transforming into its
present mainstream form. Despite the great influence of this genre on the culture, music, and lifestyle
of Turkish youth in Turkiye, its history has yet to be thoroughly examined with wave-based framework.
This qualitative content analysis aims to explore the evolution of Turkish rap in four waves by
examining various articles, interviews, books, newspaper articles, documentaries, and tv-shows
regarding the genre.

Although the history of Turkish rap dates back to the 1980s, it has not received sufficient
attention in academic research until recently. However, the emergence of Turkish rap as a popular
music genre in Tirkiye towards the late 2010s influenced this situation to a certain degree. The
literature contains a number of studies focusing on different periods of Turkish rap with some
historical and cultural perspectives.

Many of these historical studies focus on the eatly era of Turkish rap in Germany (Elflein, 1998;
Kaya, 2002; Solomon, 2021; Senel, 2015; Karabag, 2019; Cinar, 1999). Karabag (2019) and Elflein
(1998) investigated the political and historical context that facilitated the emergence of the initial
Turkish rap groups in Germany. The scholars also examined how this context had a great impact on
the themes and lyrics of the first Turkish rap projects in Germany. Similarly, Cinar (1999) also analyzed
the birth of Turkish rap with specific focus on Carze/, the most known Turkish rap group of the early
period. Likewise, Kaya (2002) and Senel (2015) approached to the topic of Turkish rap history with
sociological analysis, focusing on the early Turkish rap groups and Turkish diaspora in Germany. Kaya
(2002) examined the influence of the political climate on the music and themes of eatly Turkish rap,
whereas Senel (2015) investigated the impacts of entertainment venues on the formation of early
Turkish rap of diaspora in Germany. Moreover, Solomon also provided a comprehensive historical

analysis of birth of Turkish rap in Germany. The study illustrates the emergence of Turkish rap as
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anti-fascist music within the Turkish diaspora in Germany, subsequently reaching to the motherland
Tirkiye. The studies conclude that the rising nationalism and discrimination transformed the early
examples of Turkish rap into a political resistance instrument for the Turkish minority in Germany
(Karabag, 2019; Cinar, 1999; Elflein, 1998; Kaya, 2002; Solomon, 2021; Senel, 2015). Thus, the existing
research provides historical insights about the development of the early Turkish rap community and
songs as a political critique against the rising discrimination in Germany by 1980s.

The literature also contains a limited number of ethnographic studies with some historical
aspects focusing on the development of Turkish rap in Tirkiye in 2000s (Lukiisli, 2011; Arican, 2005;
Solomon, 2009; Solomon, 2005). Arican (2005) documented the conservative and progressive elements
of Turkish underground rap through examination of its songs, diss culture and cultural events in early
2000s. Additionally, Solomon (2005, 2009) and Liikuslii (2011) analyzed the construction of musical
identities within the Turkish rap underground community by documenting the characteristics,
transnational ties, cultural practices and insights of that era in Turkiye. Despite the useful historical
insights provided by existing ethnographic studies of this era, their historical aspects remain limited,
particulatly in the context of a wave-based framework for analyzing the evolution of Turkish rap.

Likewise, the studies with any historical aspects on the development era of Turkish rap Turkiye
in 2010s are scarce in the literature. These studies are mostly composed of ethnographic (Budak &
Ergun, 2022) and sociological (Uger, 2013) research with some historical aspects on the development
Turkish rap in 2010s. Budak and Ergun (2022) documented the cultural practices, musical
characteristics, subgenres of underground and mainstream Turkish rap during mid 2010s in Izmir. The
research provides some historical insights particularly regarding the transition process from
underground to early mainstream form. Additionally, Uger (2013) examined the culture and identity
of Turkish rap by documenting the fashion culture, musical and cultural practices in Turkiye in 2010s.
Even though, these studies provide some insights on the development of Turkish rap in 2010s, the
numbers of studies on this period are still limited in the literature.

Moreover, Karanfil (2022) and Kog¢ (2020) studied the transformation of Turkish rap into a
mainstream genre by late 2010s. The scholars documented the rise of Trap, a subgenre, and the
transformation of Turkish rap into a mainstream music in Turkiye. The studies analyzed the rapid shift
in the fashion culture, musical and cultural practices in Turkish rap by late 2010s (Karanfil, 2022; Kog,
2020). Consequently, the research provided valuable insights into the nascent mainstream period of
Turkish rap, yet offered limited historical perspectives, particularly within the context of a wave-based

framework for analyzing its evolution.
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Finally, a few studies with historical perspectives analyzed the evolution of Turkish rap across
various periods (Arican, 2021; Kadioglu & Ozdal, 2020). Kadioglu and Ozdal (2020) analyzed the
transformation of Turkish rap from its emergence to its mainstream era, with particular emphasis on
its current mainstream phase. The research indicates that Turkish rap have been significantly
commodified by the culture industry, resulting in the loss of its counter-hegemonic characteristics
during its mainstream era. Likewise, Arican (2021) investigated the evolution of Turkish Hip Hop and
rap focusing on its transformation from its birth to its current form, with a particular emphasis on its
development era before it gained popularity. The study highlights how the initial era of Turkish rap
emerged as a political instrument against racism in Germany and evolved into an underground genre
addressing a broader spectrum of social and political issues in Turkiye by the mid-2000s. The final
phase of Turkish rap is marked by a relative reduction in political content and an increase in
commodification (Arican, 2021; Kadioglu & Ozdal, 2020).

Although, these studies provide useful insights into the development of Turkish rap across
several periods, the literature still lacks historical studies that employ wave-based framework.
Therefore, the literature could benefit from further research that comprehensively examine the key
turning points and the musical and thematic changes in Turkish rap since its emergence, within a wave-
based framework. To fill this gap and contribute to the existing research, this study examines the
development and transformation of Turkish rap music in four waves, musically and historically. The
study provides a comprehensive understanding and insights of wave-based analysis into the evolution
of Turkish rap lacking in scholarly literature. In this regard, this qualitative content analysis provides
an analytic overview of Turkish rap music's emergence, development, and evolution.

The wave approach employed in this study offers comprehensive insights into the historical
development and evolutionary processes of social movements, art, and culture across various contexts.
This framework has been employed in gender and terrorism studies to analyze the historical
progression of political movements in wave patterns (Rapoport, 2013; Munro, 2013). The study divides
Turkish rap into four main waves, taking into account shifts in its musical and cultural elements and
popularity (see Figure 1). The first wave covers the birth story of Turkish rap in Germany between
1980 and 1999. The second wave examines the development of early Turkish rap in Turkiye between
2000 and 2009. The third wave explains the diversity and development of Turkish rap between 2010
and 2016. The fourth wave conveys how Turkish rap transformed into its current popular music form
after 2017.

To achieve its objectives, this study investigated the following research questions;
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*How did Turkish rap evolve from its birth to its contemporary popular form?

*What are the four historical waves of Turkish rap?
Method

This study employs a qualitative research design with a qualitative content analysis approach to
explore the evolution of Turkish rap through its four historical waves, from its early emergence in the
mid-1980s to its contemporary forms in the digital era. This research aims to discover the
circumstances that shaped the evolution of Turkish rap and its thematic and stylistic shifts during its
four waves. Content analysis is suitable for this study as it facilitates the systematic evaluation of various
text-based and multimedia sources, offering insights into the evolving narratives and representations

within Turkish rap.

Data Collection

Table 1: Data Sources and Distribution

Data Type Number of Items Language Year
Articles 42 Turkish and English 1984-2025
Interviews 27 Turkish 2006-2022
Television Programs 2 Turkish 2009-2011
Documentaries 3 Turkish 2007-2019
News Articles 5 Turkish 2005-2024
Book chapters 3 English 2011-2021

Table 1 presents the data obtained and examined for the study. Since the research aims to make
a comprehensive and multifaceted analysis of the evolution of Turkish rap, it used a wide variety of
sources. The dataset comprises 82 visual and textual sources in Turkish and English, spanning from
1984 to 2025. The data includes various forms of sources such as academic articles, published
interviews, television programs, documentaries, news articles and books.

There are many different kinds of written sources included in the data. It includes 42 peer-
reviewed articles which were written in Turkish and English and published between 1984 and 2025.
These articles cover various aspects of Turkish rap, including its sociology, philosophy, ideology,
history, literature and musical styles. In addition to articles, the data includes 27 interviews conducted
in Turkish and shared in digital format between 2006 and 2022. The interviews primarily feature
notable Turkish rap artists, producers, commentators, and organizers from different eras of Turkish

rap. In that sense, the interviews reveal the authentic perspectives to understand how the Turkish rap
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evolved across various waves. Furthermore, four news articles published between 2005 and 2024 were
included to examine the evolution of Turkish rap. Finally, 3 English-language book chapters, published
between 2011-2021, were also included in data.

In addition to the written sources of the data, there are also a variety of visual sources included.
The data includes two episodes from two Turkish television programs featuring notable Turkish rap
artists as guests, broadcast between 2009 and 2011. Additionally, three Turkish-language documentaries
produced from 2007 to 2019 were analyzed. The examination of the documentaries and television
program episodes fulfilled the research objective by uncovering the discussions, insights, and
characteristics linked to the various eras of Turkish rap.

A variety of platforms were examined to gather the data of the research. Firstly, a systematic
search was conducted using the Web of Science, Taylor & Francis, ASOS, SOBIAD, TR Dizin and
Education Full Text EBSCO databases to collect 42 articles and 3 book chapters. These databases were
selected since they contain the highest number of musical, historical and cultural studies. The search
terms used included “Turkish rap’, “Turkish Hip Hop’, “Turkish rap history’, “Turkish Hip Hop history’.
Moreover, 27 interviews and 5 news articles were collected from various Turkish media outlets, hip
hop platforms, and blogs. The interviews and news articles were selected based on their relevance to
Turkish rap. The interviews were sourced from existing publications and digital platforms conducted
by various individuals from 2006 to 2022. Furthermore, visual materials such as 3 documentaries and
2 television programs were primarily accessed through the digital archives of the respective television

channels, and streaming services.

Data Analysis

Two researchers systematically coded and analyzed all the data presented in this paper. The
researchers employed the qualitative content analysis method for the analysis, which allows the
comparison, contrast, and categorization of data (Drisko & Maschi, 2016). The analysis aimed to
explore the historical and cultural evolution of Turkish rap in four waves, locating major themes,
changes in lyrics and musical form, and the factors and events that influenced the genre. The data was
categorized and examined to facilitate the identification of patterns and trends across various time
periods and data formats.

The data for this study was first categorized based on which historical waves of Turkish rap it

corresponds to. The evolution of Turkish rap is chronologically classified into four waves: Wave 1

(1984-1999), Wave 2 (2000-2009), Wave 3 (2010-2016), and Wave 4 (2017-2025). The four waves were



From Streets to Streams: The Historical Evolution of Turkish Rap in Four Waves

identified based on various criteria, including the increasing popularity of Turkish rap, shifts in musical
style, lyrics, themes, generations and cultural practices.

Secondly, the data was examined again to identify its contribution to the debate on the evolution
of Turkish rap. After thorough examination of the data, information and contributions obtained from
the data concerning the evolution of Turkish rap were recorded as they relate to the four waves. Each
piece of data was allocated to the relevant wave or waves, allowing clear distinction among the various
phases in the evolution of Turkish rap. Microsoft Excel was used for analysis by organizing codes and

categories regarding the four waves of Turkish rap (see appendix A).

Figure 1. Developmental Timeline and Four Waves of Turkish Rap./

First Wave (1980-1999)

1980 1991 1997 1999
Turkish Migrants First Turkish Rap: Blue Jean Yeralt
meet Hip Hop  Bir Yabancinin Hip Hop  Operasyonu
and Rap music Hayati Column (Album)

IIIIIII

1986 1995 1998-99
The First Crew:  Turkish Rap Suikast.de and
Islamic Force reached Tirkiye Kodes.com were
was formed  through Carfel established

Third Wave (2010-2016)

2010 2011 2013 2015 2016
The Rise of Tirkiye icin GeziParki  Giinah Turkish
Underground Rap Vakti Protests and Benim  Epic Rap
Turkish Rap  (Protests)  Turkish Rap (Song) Battles

Second Wave (2000-2009)

2000 2004 2005 2007
Rise of Home Ceza HipHoplife Ceza won the
Studios in Rapstar portal was Best Turkish Artist
Tirkiye (Album)  established Award in MTV

IIIIIIII

2003 2005 2007 2009
Sagopa Kajmer  Sagopa-Ceza Freestyle Rapstar
Bir Pesimist'in Gzyaslan  Diss Tracks, King 1 (TV Show)
(Album) Polerization (Event) started

Fourth Wave (2017-2025)

2017 2019 2022
The Succes of Resisting Turkish The Most Streamed
Underground: Protest Hip Hop: Genre on Spotify:
Heyecani Yok Susamam Turkish Rap

IIIIIII

2011 2012 2014 2016 2017 2019 2021 2025
Sekiz and Freestyle Bol $6zliik Sifir Bir V. Miptezhel: Ben Fero Drill and Rise of The Completion of
Diversity in King 3  Hip Hop Forum Series And  The Rise of Orman New Generation Commodification
Turkish Rap (Event)  was created Turkish Rap Turkish Trap  Kanunlan Turkish Rappers  in Turkish Rap

The first wave: the birth of Turkish rap and migrants (1980-1999)

Rap music has always been known as a genre where expression, activism and protesting are at
the forefront (Aksoy, 2022; Lusane, 2004; Omri & Aksoy, 2023; Price, 20006). The birth of Turkish rap
was not an exception to this aspect (Sarikose, 2022; Solomon, 2021; Kuyumcu, 2020; Senel, 2015). To
comprehend the social foundation for the birth of Turkish rap, it is essential to analyze Germany in
the 1960s. Rap music and Hip Hop culture met the children of Turkish migrant families in Germany
well before it arrived in Turkiye (Yildirim, 2022; Begonja, 2018). In the 1980s, the Turkish youth was
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generally not welcomed in Germany's entertainment venues (Kurt, 2020). Therefore, the discos, where
the Turks spent their time, were mostly operated by Americans (Senel, 2015; Solomon, 2021). The
Turkish youth was influenced by the music played in American discos in Germany, where they met rap
music and Hip Hop culture for the first time (Ickstadt, 1999). The use of rap music as a form of
resistance against racism by marginalized African-Americans in the US (Stovall, 2015; Price, 20006) set
an example for the Turkish youth in Germany who were also minorities and subjected to racial
discrimination (Karanfil, 2022; Yildirim, 2022; Cinar, 1999). Turkish rappers of Germany perceived
themselves as #he black people of Europe and embraced Hip Hop culture wholeheartedly (Geng, 2015;
Giiney, Pekman, & Kabas, 2013; Ickstadt, 1999; Kaya, 2002).

The rising racism started to affect the lives of Turkish migrant families deeply in Germany, as
they became the targets of neo-Nazi attacks by the 1980s (Castles, 1984; Solomon, 2021; Senel, 2015).
The impacts of these racist attacks can be also found in the lyrics of the first emerging Turkish rappers
in Germany (Arican, 2005; Kaya, 2002; Kurt, 2020; Solomon, 2011). The early Turkish rappers mostly
dealt with themes such as homesickness, racism, injustice, inequality, political commentary, gang violence, family and
social problems in their music (Goldsmith & Fonseca, 2019; Arican, 2021; Begonja, 2018; Ozer & Ozet,
2025).

The exposure of the Turkish migrants to racism in Germany and the spirit of rebellion in Hip
Hop culture eventually turned the first Turkish rap songs into an instrument of resistance. Moreover,
the rise in racist assaults prompted the Turkish Hip Hop youth from marginalized neighborhoods like
Kreuzberg to form gangs, such as the 36 Boys, for self-defense (Giiney, Pekman, & Kabas, 2013; Geng,
2015; Kurt, 2020). As rap artist Killa Hakan also explained the most important purpose of these
Turkish Hip Hop gangs was to “fight against the Skinheads” and protect the Turks from fascist attacks
(Canel 2009)."

The style of the first Turkish rap songs was very different from contemporary examples. The
songs were often sampled from Turkish folk songs and the beats were embellished with Anatolian
musical instruments including Bag/ama (Solomon, 2021; Kaya, 2002; Begonja, 2018; Ickstadt, 1999).
Therefore, the first Turkish rap songs are considered as a form of oriental rap (Karabag, 2019; Elflein,
1998; Kaya, 2002; Senel, 2015). The influence of the migrant dialect of Turkish is also seen in the way
the rap is sung, and this deeply affected the flow of the songs.

Groups such as Islamic Force, Karakan, Report2, Microphone Mafia, and Cartel were among
the most influential Turkish rap groups of this period (Giing6r, 2021). The first Turkish rap performers
emerged in the mid-1980s. In 1986, Turkish youth in Germany formed the first Turkish rap group
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called Islamic Force (Arican, 2005). However, the first songs of Islamic force were in English (Solomon,
2021). The first rap with Turkish lyrics emerged in 1991 with Alper Aga's song Bir Yabancinin Hayat:
(Elflein, 1998; Kurt, 2020). This song proved Turkish language was suitable for rap performances. In
1993, the group called Microphone Mafia broke new ground by shooting a music video for a song with
Turkish rap lyrics. In 1994, the first rap album with Turkish lyrics was released in Frankfurt (Dindas,
2005). Subsequently, the majority of Turkish MCs in Germany began composing their songs in
Turkish. However, it would be in 1995, with the group Cartel, that Turkish rap became popular in
Tirkiye. Cartel, mostly consisting of young Turkish migrants, released the album Carze/in 1995. With
this album, Cartel successfully blended rap with Turkish language, and Anatolian instruments and sold
300,000 cassettes in Turkiye (Kaya, 2002; Elflein, 1998). This album not only brought fame to Cartel
but also introduced Turkish rap to millions of listeners in Tirkiye for the first time. In this respect,
Cartel's 1995 album was a milestone in terms of the recognition of Turkish rap, particularly in Tirkiye.
The album also inspired many young Turkish rappers who would carry the flag of Turkish rap in the
following period. Today, Cartel's album is still seen as a great achievement by many well-known rap
artists.”

However, Cartel's success was short-lived, and the crew was disbanded a few years after its
formation.” Although rappers such as A/per Ada, Kabus Kerim and Erd E, who emerged from the Cartel
crew, later released their solo albums, they could not achieve the success Carze/ had achieved. Cartel
initially highlighted Twurkzshness as a minority and marginalized ethnic group in Germany and tried to
draw a bulwark against racism. These efforts were mostly supported by anti-fascist groups in Germany.
However, Cartel's anti-racist concept of Turkishness was perceived very differently in Turkiye in the
1990s (Ickstadt, 1999), which was overwhelmed by the issue of ferrorism and the Kurdish question.
Although Cartel set out with an anti-racist agenda in the diaspora, due to its nationalist language and
the political developments in Turkiye, it gained the appreciation and sympathy of mostly right-wing
and nationalist groups in Tiirkiye (Kaya, 2002; Kadioglu & Ozdal, 2020; Cinar, 1999).

After the success of Cartel, new rap groups emerged in major cities in Ttrkiye such as Istanbul,
Izmir, Ankara, Eskisehir, Mersin, and Adana (Solomon, 2005; Kadioglu & Ozdal, 2020). However,
Turkish rap groups and listeners were mostly disorganized and disconnected from each other at that
time.” There was a lack of a network that would bring them together and promote the latest
developments in Turkish rap. To solve this problem, Tun¢ Dindas, known also as Twurbo, started writing
for Jean Blne magazine for its Hip Hop column in 1997. In his column, Turbo wrote about the latest

developments in Turkish rap and informed his followers about demo songs, Hip Hop parties, and
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graffiti art (Likisld, 2011)." Eventually, the Blue Jean column became the first Turkish Hip Hop
platform to coordinate Turkish Hip Hop practitioners in Turkiye.

During this period of development, certain MCs, who would later be recognized as masters of
Turkish rap, began to establish their reputations in late 1990s (Mise, 2020). Ceza and Dr. Fuchs founded
the music group Nefrez in 1998 and this was followed by the Yeraltz Operasyonu album, which included
artists such as Ceza, Dr. Fuchs, Sagopa Kajmer, and Yener Cevik (S6nmez & Kazan, 2023; Solomon,
2005). According to Dr. Fuchs, this album was the first step of the underground “rappers' emergence from
the undergronnd to the overground”" Fuat Ergin, also born in Germany, began to establish his reputation
in the Turkish rap scene with his 1999 album titled Hassickdir. As the late 1990s approached, the
members of the first generation who brought Turkish rap from Germany to Turkiye began to lose
their hegemony over Turkish rap music. Turkish rap was evolving from its primitive form towards a
more modern and professional line in terms of sound, technique, flow, and rapping style. Turkish rap,
which was created in Germany by the Turkish migrants, rapidly flourished through the initiatives of

rappers, born and raised in Turkiye, in the 2000s (Senel, 2015).
The second wave: the adolescence of Turkish rap (2000-2009)

During the second wave, Turkish rap evolved beyond its initial form and style, diversifying and
becoming widely produced and consumed across various regions of Turkiye (Karanfil, 2022).
However, this progress came with various challenges. One of the biggest problems that Turkish
rappers faced at the end of the 1990s was the lack of experiences of music studios with rap records.
Most of the studios, where Turkish rappers recorded their songs, had little competency in rap
production and arrangement. The fact that Turkish rappers had to work in arabesque or folk music-
oriented studios greatly prevented them from achieving the results they expected.”™ However, the
growing use of computers and the internet in Turkiye during the 2000s ultimately solved this issue.
Technological advancements shifted the production of Turkish rap away from traditional studios,
leading to the emergence of smaller music facilities, such as home studios.” The rise of home studios
provided rappers with the necessary conditions to produce and share their music efficiently and
independently. The ability of MCs to record demos at home and share them freely on the internet
eventually democratized Turkish rap music and enriched its content. In that regard, MCs began to

form Hip Hop crews to undertake various tasks including recording, making beats, arranging, and

mixing-mastering in their home studios.”
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Despite the stagnation that followed Cartel's short-lived success, the number of Turkish rap
performers and listeners steadily increased (Ergen, 2023). By the 2000s, followers of Hip Hop culture
began to organize underground rap parties in almost every city in Tirkiye. These small-scale events
became the engine of Turkish Hip Hop and kept rap music community active in the 2000s (Solomon,
2005). In addition to the parties, a series of award ceremonies™ were organized where the best Turkish
Hip Hop performers received various awards (Arican, 2005). Morever, Turkish Hip Hop followers also
gathered on the streets or in parks to maintain Hip Hop culture through various activities including
Freestyle, Beatbox, Breakdance, graffiti, and live music performances during that period. Due to the frequent
gatherings of Hip Hop practitioners, some streets and parks became symbolic places for Turkish Hip
Hop culture in Turkiye. In that regard, Karanfil street in Ankara became a favorite meeting point for
Hip Hop followers in 2004, and it remained as the center of Turkish rap in Ankara for more than a
decade.™

After a period of relative solidarity in the 1990s, the Turkish rap community rapidly polarized in
the early 2000s. Racist attacks and marginalization in Germany had brought the migrant Turkish
rappers together and maintained their solidarity. However, the Turkish rap community of Turkiye
lacked such common political foundations. Although the Turkish rap community came together to
introduce Hip Hop culture to Tirkiye and to break prejudices, solidarity eventually diminished and
polarizations gave way to diss tracks among rap groups by the 2000s. The first confrontation emerged
between Fuat Ergin and Fresh B in 2001 (Solomon, 2005) and followed by the battle between Kuvvetmira
and Barikat groups by 2002 (Arican, 2005). In 2005, the disses between Sagopa Kajmer and Ceza became
a turning point for Turkish rap and divided the Turkish Hip Hop community into two poles. Although
this polarization did not become as violent as the Biggie-Tupac rivalry, its impact on the Turkish Hip
Hop community was intense. Dissing culture spread to the new generation of rappers and continued
in the form of the Olympos-Sefalet conflict in late 2005. The polarization and diss tracks that emerged
in the first half of the 2000s served to consolidate dissing culture in Turkish rap and paved the way
for the battle rap which became very popular subgenre in Tiirkiye in the 2010s (Ozer & Ozer, 2025).

Another important aspect of the second wave was the increasing representation of Turkish rap
in traditional media. Turkish rap started to find a place in movies and TV series, albeit limited during
that period (Kadioglu & Ozdal, 2020; Cetin, 2019). Additionally, Turkish rappers such as Cezw, Ragga
Oktay, Ogeday, and Fuat Ergin appeared in various commercials in the 2000s. Turkish television channels
including CNN Tiirk and TRT produced a series of Turkish Hip Hop documentaries during the same
period. In 2009, Turkish rap reached the peak of its reputation in the media with the Rapstar TV show.

11
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The Rapstar also contributed to the growth of the Turkish rap audience and introduced Hip Hop
culture to a wider population in Turkiye. Although the Rapstar ended its broadcasting life very soon
due to disagreements between the juries and the producer,”™ it left a mark on the Turkish rap discussions during
that period.™

Despite all these achievements, Turkish rap still did not receive as much attention in traditional
media as mainstream pop music (Kadioglu & Ozdal, 2020).” Except for limited Turkish rap broadcast
on Kral TV and Dream TV, it was still poorly represented on television. Deprived of these print and
visual media tools, Turkish rap performers had to undertake the promotion of their albums themselves.
The widespread use of the internet became the biggest platform for the promotion of Turkish rap
music in Turkiye (Solomon, 2009). Popular underground rap songs were shared on various social media
platforms such as YouTube during the second wave. However, still there was a need for Hip Hop
platforms that could do a more comprehensive promotion, announcement, and organization. To meet
that need, Turkish rap volunteers created many different digital Hip Hop platforms.

The most prominent early Hip Hop portals were Swuikast.de, tounded in 1998, and Kodes.com,
founded in 1999. These portals did not only share songs with Turkish rap listeners but also released
compilation albums, interviewed MCs and organized various Hip Hop events. It was followed by the
establishment of Raportaj.com in 2002. Myspace.comr became another popular platform for sharing
Turkish rap in Tirkiye, especially by 2004. MCs created free accounts on this platform and shared their
demos with listeners. Additionally, Myspace also served as a socializing platform for rappers and paved
the way for various collaborations among Turkish Hip Hop community (Ibid). In 2005, Ulas Demir6z,
and his crew founded the hiphoplife.ner (Likusli, 2011) and the platform attracted a great deal of

xvi

attention from Turkish rap listeners and MCs.* The hiphoplife became a popular portal where
underground Turkish rap albums were frequently shared, promoted, and downloaded. This portal
remained as the leading Turkish Hip Hop platform until the mid-2010s. It released a series of collection
rap albums under the name Organize Oluyorug and featured the prominent underground MCs at the
time (Gence, 2011) and organized Freestyle King events where rappers showcased their improvisational
performances and competed.

The one of important features that distinguished underground Turkish rap of this period was
its oppositional and activist aspects. In the 2000s, performers of Turkish rap penned songs that
addressed many global and local social issues. These political songs usually covered vatious topics

including war, peace, racism, capitalism, imperialism, corruption, poverty, environmental issues,

bribery, drug addiction and so forth. Just as the birth of rap in the US had protest roots (Price, 20006;
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Nava, 2022), Turkish rap was also known for its stance against racism in Germany (Arican, 2021). This
activist culture and political commentary were preserved in a number of Turkish rap songs of the
2000s (Arican, 2005). On the other hand, Turkish rap addressed not only global social issues but also
local concerns. The early protest rap examples of the second wave Turkish rap were followed by
numberless protest Turkish rap songs by various underground rap groups by the mid-2000s. Although
Turkish rap community occasionally embraced various themes including success stories, violence,
ctiminality, or love in the second wave (Ozer & Ozer, 2025), its counter-hegemonic stance remained
as a significant part of its characteristic (Arican, 2005).

The monopoly of the first-generation MCs and groups such as Sagopa Kajmer, Ceza, Yener Cevik,
Ogeday, Fuat Ergin, Norm, Istanbul Attack, Barikat, Kadikdy Acil, and Mode XI. over Turkish rap scene
started to weaken in Turkiye by late 2000s. The success of these pioneers was followed by various
underground rap groups, including Sefalet Records, Ihtilal, Orontez, PMC, Batarya, Olympos, Dikkat Records,
Dogu Akdeniz, Bakirkiy Lstasyon and 258 Noise, established in many different cities in Tiirkiye. These
underground MCs started to make their voices heard more effectively through social media and parties,
and Turkish rap eventually became more diverse as the new and young groups came to the fore.

There was also some minor progress on the commercial side. The number of banderols for
Turkish rap albums increased during the second wave. However, most underground rappers still
continued to distribute their CDs independently without banderols during that period.*"

As 2010 approached, Turkish rap flourished in terms of technique, sound, and narrative, but its
production quality still lagged behind that of its counterparts in the US. Underground rap groups were
established and groups of listeners emerged in almost every city in Tirkiye. According to Turkish rap
artist Nomad,™" the number of Turkish rap listeners in Tiirkiye in 2009 was at least between 50,000
and 60,000. However, considering that there were 90,000 members on Sagopa Kajmet's fan site alone
in 2008 (Lukdusla, 2011), it is obvious that the total number of Turkish rap listeners was much higher
during that period.

Consequently, as Turkish rap completed its adolescence, the underground rappers began to
release albums with banderols, organize big parties, and appear in movie soundtracks, commercials,
and traditional media, albeit in a limited way. However, despite the progress, Turkish rap was still far
from being a popular branch of music in Tirkiye at the end of this period (Aksoy, 2022). Turkish rap
listeners and Hip Hop volunteers were still part of a small subculture struggling for social and cultural

acceptance. However, this reality changed completely towards the end of the 2010s.
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The third wave: the maturity phase of Turkish rap (2010-2016)

The third wave refers to a time when underground rap experienced a significant increase in
popularity, and Turkish rap showcased a high level of musical diversity and critical elements. One of
the most important developments of this period was undoubtedly Sek:z project. In 2011, 8 MCs with
different styles and from different cities came together to collaborate on a joint project called Sekzz. It
brought many different styles, listeners, and cities of Turkish underground rap together and achieved
great success in short period of time. It achieved another triumph by swiftly introducing Hip Hop
culture to thousands of young individuals.

Nevertheless, there persisted a profound bias against this subculture and rap music in Turkiye.
Although Turkish rap had succeeded in increasing its influence among young people, it was still a music
that parents in particular still approached with prejudice (Liikiisli, 2011).* Turkish rap enthusiasts
identified themselves as part of the Hip Hop culture and expressed this through their clothing and
their slang. However, the tendency to wear baggy clothes coming from Hip Hop culture also fed the
prejudice against Turkish rap community.™ Apart from loose clothing, other factors associated with
rap by the society such as Awericanization, drug use, violence and gang culture also fueled the prejudice against
Turkish rap (Uger, 2013; Liikislii, 2011). Turkish Hip Hop communities took a series of steps to
challenge these prejudices and gain acceptance from the society. One of the most notable of these
initiatives was the marches and protests organized under the name Tiirkiye Iein Rap Vakti in 2011
(Takvim, 2011). Turkish rap and Hip Hop followers organized various marches and gatherings and
issued press statements in many parts of Turkiye, especially in big cities such as Istanbul, Izmir, Ankara
and Eskisehir. The banners displaying the phrase “I don't dress loosely, society just has a narrow perspective”
became the rallying cry for these protests and struggle against the prejudice of society.

During the third wave, Turkish rap struggled to emerge from its underground status and access
larger listeners and opportunities. During the 2010s, there was a significant increase in the number of
albums with banderols by underground MCs of Turkish rap. Music labels, that had only worked with
the most known figures in Turkish rap in the 2000s (Solomon, 2005), began partnering with less
popular underground musicians in that period. Besides, Turkish rap also saw a notable improvement
in the quality of music videos and music production in the 2010s.

The third wave also witnessed the culmination of musical diversity in Turkish rap. In that regard,
Turkish rap and Hip Hop culture flourished during this golden age, both artistically and culturally.

Turkish rap songs of the third wave exhibited a diverse range of musical styles, encompassing various
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genres. The fact that rap was fed by a wide variety of musical styles provided Turkish rap listeners with
a wide range of options. Especially after Seksz, this reality became even more apparent.

Another factor that contributed to the musical diversity was the cultural characteristics expressed
in the songs. The components of Hip Hop culture including break dancing, graffiti, beatboxing, D]ing, and
freestyle became increasingly prevalent cultural practices among young individuals in Turkiye. During
the early 2010s, it was prevalent to encounter scratching in Turkish rap songs, as well as witness break
dance performances, graffiti artwork, and Hip Hop outfits in music videos. These musical and cultural
practices served as a means of expressing the presence and identity of the listeners and performers of
Turkish rap in society. The most of the Hip Hop practices and values were internalized by the followers
of this subculture in Turkiye at that time.

In this respect, Turkish rap listeners created several online forums to express Hip Hop culture
and exchange thoughts on developments of Turkish rap with other members of this subculture. The
most prominent of these forums were Yeraltz Operasyonu Sizliik and Bo/ Sozlik. In contrast to other
digital Turkish rap platforms during that period, these forums operated as democratic platforms,
relying on the comments and reviews provided by the listeners. In these forums, Hip Hop volunteers
engaged in conversations about various aspects of Hip Hop culture, wrote reviews of recently released
Turkish rap tracks, and established relationships with fellow Turkish Hip Hop enthusiasts.

These efforts were not limited to online platforms but also manifested in print media. During
the third wave, there was a remarkable increase in the number of print media outlets publishing about
Hip Hop culture and rap music in Turkiye. The Turkish rap column in Blue Jean, which began in 1997
with Turbo, was followed by many magazines by dedicated to rap, including as HipHop TR, Flow,
HitHop, HipHopS kool, Word Up, 6 Pilli Fanzin, and Turkish Rap magazine.

Moreover, Turkish rap prominently fostered an opposition against mainstream culture during
the third wave period. Turkish rap was commonly referred to as anti-pop and gained reputation for its
opposition to popular culture (S6nmez & Kazan, 2023; Solomon, 2015; Solomon, 2005). Many Turkish
rap songs released during this wave contained explicit references to the mainstream music industry and
critiques of the capitalist system. In this regard, the Turkish Hip Hop community exhibited a great
deal of determination to protect the oppositional, critical and anti-system elements of Turkish rap and
Hip Hop culture. The Turkish Hip Hop community often condemned the MCs who collaborated with
the mainstream and pop music artists during the third wave (Kadioglu & Ozdal, 2020). Nonetheless,
despite the existence of counter-hegemonic discourses and political commentary in the lyrics of the

second wave, non-critical themes like as criminality, violence, and success narratives also remained
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significantly prevalent in the songs (Ozer & Ozer, 2025). Another notable aspect of this period was
the growing musical variety of Turkish rap styles. Although the Turkish rap songs produced in the
third wave were shaped by numerous different musical styles, some of these subgenres became more
prominent. The most prominent subgenres of Turkish rap included Ba#tle rap, Protest rap, Melanko rap,
Funky rap, Gangsta rap and Storytelling. Aside from the main sub-genres mentioned, several additional
sub-genres such as Reggae, Arabesque, Rock, Metal, Punk, Techno, Dubstep and Jagz have merged with

Turkish rap, resulting in the creation of new sub-genres (see Figure 2).

Figure 2 The Subgenres of Turkish Rap in the Third Wave and Their Representatives.”

Melanko Storytellin Gangsta Other
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During the third wave, Turkish Hip Hop also flourished, reaching its golden age in terms of its
cultural, social, educational, artistic, and oppositional attributes. During this era, Turkish rap served
not only as a means for young individuals to express their rebellion or explore their identity, but also
as a tool for self-education and personal growth. The historical, philosophical, political, and literary
themes and lyrics, particularly in Turkish protest rap, contributed greatly to the vocabulary and general
knowledge of many young Turkish rap listeners at that time.

This uncompromising anti-popular culture and oppositional stance of Turkish rap portrayed
itself during the Gezi Park protests and the Turkish general election in 2015. The protests that began
in Istanbul's Gezi Park in 2013, aimed at safeguarding the environment, human rights, democracy,
political liberties, and expressing discontent towards the government, gained momentum throughout
Tirkiye due to the influence of social media (Gtundogan, 2019). These protests also had considerable
influence on the Turkish Hip Hop community (Kadioglu & Ozdal, 2020). From the very beginning of
the Gezi Park protests, numerous Turkish Hip Hop enthusiasts and MCs joined the demonstrations
and expressed strong support for the protestors. Turkish rap community was in Gezi Park, on the

streets and, according to rapper Ezhel, exactly where it is supposed to be.™" At that time, the majority of
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the songs released about the Gezi Park protests were produced by Turkish rap artists. These critical
and activist aspects of Turkish rap remained prevalent in the most of the Turkish rap tracks in the
subsequent years.

By the mid-2010s, Turkish rap had reached a point where it was poised to dominate the Turkish
music industry. This progress was made possible by three main remarkable initial breakthroughs. The
first breakthrough occurred with the introduction of Epic Rap Battles concept, which began to gain
popularity on YouTube in Turkiye in 2016. The most notable characteristic of this concept was its

xxiii

greater entertaining, theatricality,™ and catchiness rendering it particularly appealing to the younger
audience. Due to these characteristics, Turkish Rap battles quickly achieved millions of views on social
media platforms and developed a substantial fan base among youthful audiences (Budak & Ergun,
2022). This remarkable success of Turkish rap battles was followed by various entertaining theatrical
rap projects on computer games and movies by Turkish YouTubers. The appearance of Turkish
YouTubers producing Turkish rap songs further boosted the popularity of Turkish rap among the
youth.

Another significant advancement was the growing presence of Turkish rap in conventional
media. In the third wave, Turkish rap gained greater attention in conventional media, particularly
through reality talent shows like Yeteneksizsiniz Tiirkiye and O Ses Tiirkiye (Dursun, 2016). Numerous
Underground Turkish rappers participated in these music and talents shows to reach a wider audience
by 2015. Undoubtedly, the increased presence of Turkish rap in the media had a beneficial influence
on the Turkish rap audience and led to a noticeable rise in the number of rap listeners during the third
wave.

The third development was the unexpected success of underground Turkish rap songs released
in 2015 and 2016 (Aksoy, 2022). A number of underground MCs produced tracks such as Giinah Benim
that reached hundreds of millions of views in a short period of time. Turkish rap gained significant
popularity during the final phase of the third wave, securing a growing audience and establishing itself
as a popular music genre. The growth in popularity also reflected to Turkish rap events, with the
attendance in major cities like Izmir, reaching thousands (Budak & Ergun, 2022).

Nevertheless, this rapid boom also resulted in certain challenges. Turkish rap successfully
maintained almost all of the sub-genres and components of Hip Hop culture that it had cultivated
during the second and third waves. Moreover, despite the presence of non-critical themes in the lyrics,
it did not fully compromise its oppositional, educational, and social aspects. Nevertheless, the Turkish

rap saw a significant transformation during the fourth wave, shifting from a critical, oppositional and
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underground perspective to a more mainstream genre (Sartkdse, 2022; Mise, 2020). As a result, the
unique musical and cultural diversity that had been cherished during the third wave was essentially
diminished in the short period of time. Subsequently, Turkish rap faced a period of heightened
popularity followed by a decline in terms of its ability to express, cultural representation, diversity, and

artistic quality in the fourth wave.
The fourth wave: transformation of Turkish rap into mainstream music (2017-2025)

In 2017, Ezbel released Miptezhel album which marked the beginning of a new era in Turkish
rap (Kadioglu & Ozdal, 2020).™" Miiptezhel blended reggae sounds with Trap style which is an electro
subgenre of rap music that originated in Atlanta in the 1990s (Duinker, 2019). Trap was not popular
in Turkiye in the third wave at that time. The popularity of Trap music in Turkish rap boosted
tremendously after the success of Miiptezhel (Kog, 2020). The rise of Turkish Trap accelerated as more
prominent rappers adopted this subgenre in subsequent years. Trap eventually assimilated the most of
Turkish rap styles and emerged as the dominant subgenre in the Turkish rap industry by early 2020.

The rise of Turkish Trap also marked the beginning of the standardization of Turkish rap
(Kadioglu & Ozdal, 2020). The standardization in Turkish rap was further intensified with the
emergence of Drill, another subgenre, in Turkiye by 2021. Following the rise of Turkish Trap, Drill
has emerged as the second most popular subgenre in Tirkiye with the efforts of the new generation
MCs. In 2017, there was only one Turkish rap artist on Spotify Tirkiye's top 10 most streamed artists
list (Hurriyet, 2017). However, the number of Turkish rappers on the list has climbed to seven in 2022
(Gazete Duvar, 2022). Currently, Turkish rap artists hold a prominent position in streaming music
platforms in Tiurkiye. Nevertheless, the success of Turkish rap resulted in certain artistic, musical, and
cultural losses.

Adorno (1975) argued that under the context of capitalism, music, along with other creative
forms, is not primarily an aesthetic phenomenon but rather a commercial one. In other terms, the
culture industry commodifies music and turns it into a mere commercial object. Adorno and
Horkheimer (2002) argued that music is not only bought and sold as a commodity, but also undergoes
a process of standardization in the capitalist economies. The cultural industry undermines the
autonomy and authenticity of artists and art by promoting a standardized production style across
several fields of art (Adorno, 1975). The impact of this phenomenon is evident in contemporary
Turkish rap. The Turkish rap scene witnessed a significant decline in artistic, cultural, and narrative

diversity with the emergence of Trap and Drill subgenres. Mainstream Turkish rap was heavily
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commodified to align with the demands of the culture industry, reducing it to a mere instrument of
commerce (Sonmez & Kazan, 2023; Kadioglu & Ozdal, 2020; Mise, 2020). Therefore, contemprary
Turkish rap largely lost its social and artistic aspect in its fourth wave.

Despite this rapid growth, adherents of Turkish Hip Hop culture believe that Trap and Drill
genres fail to represent Turkish Hip Hop culture and its values. However, this audience, which
preserved the elements and values of Hip Hop culture, became a minority in the rap community as
Turkish rap became a mainstream music (Sarikose, 2022). Today, there is a widespread belief among
the MCs, who embrace Hip Hop culture, that Turkish rap lost its meaning and became a commodified
instrument of popular culture.™

Most Turkish rap listeners today do not fully embrace Hip Hop culture, as they were introduced
to Turkish rap through recently popularized mainstream subgenres such as Dri// and Trap. During the
fourth wave, there was a significant rise in the number of MCs in the Turkish rap community who
only relied on rapping as their source of income (Sarikése, 2022). The lavish lifestyles and substantial
earnings of the popular Turkish rappers undeniably motivated young musicians to pursue these
subgenres (Mise, 2020). Thus, the culture industry established a vicious cycle in which mainstream
Turkish rap continuously supplies itself by incorporating fresh and youthful musicians.

The standardized traits of Turkish Trap and Drill in the fourth wave, which significantly shaped
the forms of Turkish rap, can be summarized in a few key elements. The one of the most important
features of the fourth wave of mainstream Turkish rap genres is that they exhibit a predominantly
uniform musical and technical style (Sarikése, 2022). The most artists of these sub-genres produce
songs with similar sounds, beats and vocal techniques. An illustration of this is the prevalent use of
auto-tune and mumble vocal techniques in popular Turkish rap, which greatly masks the authentic
voices of the MCs and contributes to the standardization. Similar standardization process is observed
in beats too. Both Trap and Drill have their own common sounds, VST plugins™" and drum kits.
Therefore, it is exceedingly challenging for Mainstream Trap or Drill genres, which predominantly
follows certain sounds, VSTs and instruments, to exhibit an advanced musical diversity. Consequently,
the extensive range of musical diversity within Turkish rap, which emerged in the second wave and
thrived in the third wave, neatly vanished by in the fourth wave.

Another manifestation of standardization appears in clothes, accessories, symbols and music
videos of the Turkish Drill and Trap. Adherents of the Drill choose for hooded sweatshirts, ski masks,
and tracksuits, in contrast to the baggy clothing commonly associated with Hip Hop and the previous

waves. Furthermore, as part of the flexing culture of material wealth, it is very likely to come across
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chain necklaces, designer’s clothes, money thrown at the camera, alcoholic drinks and luxury cars in
the music videos. Similar elements can also be observed in Turkish Trap music (Karanfil, 2022; Kog,
2020). Turkish Drill music videos often revolve around male gang members wearing ski masks and
tracksuits. Typically, Drill rap videos are filmed in front of a car using dynamic camera methods. This
filming technique is observed in the majority of Turkish Drill music videos of the fourth wave.

While Trap music videos exhibit greater diversity compared to Drill, they are nonetheless
significantly affected by the standardization. Drug consumption and the portrayal of women as sexual
objects are prevalent and standardized occurrences in Turkish Trap and Drill music videos (Isik, 2018;
Sarikdse, 2022; Koten & Akdemir, 2021; Sonmez & Kazan, 2023). The fact that Trap music originated
from drug houses in the US and evolved with drug culture (Karanfil, 2022) led to the drug theme being
more intense in Trap than in other genres.

The prevalence of drug-related themes in Turkish Trap music is also evident in its lyrics and
content, which contributes to a decline in critical and educational aspects. Unlike prior waves,
mainstream Turkish Trap does not, for the most part, significantly contribute to counter-hegemonic
ideas in the Turkish Hip Hop community. On the contrary, through the process of commercialization,
these mainstream genres became the leading musical instrument of the culture industry in Turkiye.
The first three waves of Turkish rap established a more challenging appearance, primarily focusing on
social, personal, and political issues along with non-critical themes. It helped to educate, empower and
inspire its audience by addressing these concerns extensively. However, in the fourth wave, these
attributes were predominantly replaced by contrary concepts. Mainstream Turkish rap commonly
explores subjects including entertainment, drug use, party culture, sexuality, wealth, sexism, luxury,
criminal activities, individualism, and success (Ozer & Ozer, 2025; Giirel, Demirdéven, Aktirk, &
Yaman, 2025). Turkish Trap and Drill artists commonly flaunt their financial status by mentioning their
lavish clothes, jewelry, alcohol, and automobiles, both to their audience and rivals (S6nmez & Kazan,
2023), thereby exhibiting a variant of Pop Rap (Benitez, 2015). Undoubtedly, these themes previously
were used into Turkish rap on multiple occasions in the previous waves. Nevertheless, it was during
the fourth wave that these themes became dominant and standardized, ultimately gaining hegemonic
popularity in Turkish rap.

In other words, Turkish rap abandoned its Jricisn™" to a great extent in the fourth wave.
Contemporary Turkish rap songs underwent a significant transformation, shifting from their prior
emphasis on aesthetic considerations, intricate and literary storytelling, to a level of simplicity

comparable to a mursery rhyme. " The objective of this shift is to produce popular songs with simplified
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content that offer higher sales potential. In popular music, lyrics and rhythms generally aim to be
memorable and repetitive (Thompson, 2017; Sarikése, 2022). Given that popular music produced by
the cultural industry serves commercial objectives, it functions as a form of entertainment that fills
leisure time (Horkheimer & Adorno, 2002). Consequently, in the fourth wave of Turkish mainstream
rap, narrative, message, artistic, political, and aesthetic considerations are no longer the major priorities
(Mise, 2020). Hence, the Turkish Trap and Drill songs, which emerged as a prominent symbol of
popular music, exhibit significant disparities in both narrative and content when compared to earlier
waves of Turkish rap (Ergen, 2023; Kadioglu & Ozdal, 2020; Sarikése, 2022).

Nevertheless, the presence of diversity, artistic attributes, and the capacity for educational and
social criticism within Turkish rap did not entirely vanish. Although mainstream rap music such as
Drill and Trap mostly dominated and transformed Turkish rap in line with the principles of capitalist
cultural industry, many songs that produced during the fourth wave proved that Turkish rap can still
be an effective instrument of social criticism and source of art and aesthetics (Aksoy, 2022; Kog, 2020;
Kadioglu & Ozdal, 2020; Ermis, 2023; Mise, 2020). In this respect, there is still expectation that Turkish
rap may potentially return to its previous diversified, aesthetic, artistic, and critical form in the near

future.
Conclusion

This study investigates the historical evolution of Turkish rap through a four-wave analytical
framework, offering a comprehensive account of how the genre transformed from a political
expression of the Turkish diaspora in Germany into one of Tirkiye’s most popular contemporary
music forms. To answer the research questions, the study employed a qualitative research design,
systematically analyzing 82 textual and visual sources including academic articles, interviews,
documentaries, television programs, news reports, and book chapters in Turkish and English.

The findings indicated that Turkish rap emerged in Germany as a form of self-expression for
marginalized Turkish migrants and as a style of oriental music. It quickly spread to Turkiye and
garnered significant attention during the end of the first wave. In the second wave of Turkish rap of
the 2000s, the genre faced numerous challenges. Despite lacking support from traditional media and
facing social prejudice, Turkish rap managed to overcome these obstacles and successfully expanded
its audience, enhanced the quality of its productions, and made a significant impact in Ttrkiye. During
the 2010s, Turkish rap gained significant attention and began producing highly political, rebellious, and

musically diverse content. This was mostly influenced by the emergence of alternative rap styles and
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the growing popularity of social media among young people. During the fourth wave, Turkish rap
experienced a significant rise in popularity and production, due to the emergence of subgenres like
Trap and Drill. However, it significantly diminished in terms of its musical diversity, artistic expression,
critical aspects and rebellious stance that inherited from the previous waves. While there are numerous
underground MCs and Hip Hop enthusiasts in today's music market who try to preserve the protest
and artistic elements of Turkish rap, the mainstream Turkish rap mostly became repetitive,
standardized, and commodified due to the impact of subgenres such as Drill and Trap in Turkiye.
Consequently, Turkish rap underwent a transformation and became a component of the culture
industry during the fourth wave.

Overall, this study contributes a systematic historical model that clarifies the key turning points
shaping Turkish rap’s evolution from the 1980s to the present. It demonstrates that Turkish rap is not
merely a musical genre but a dynamic cultural practice shaped by migration, social inequalities,
technological shifts, and market forces. Future research may further explore how emerging digital
subcultures, new production technologies, and evolving youth identities will influence the trajectory
of Turkish rap in a potential fifth wave.

Author Contributions

Fatih Coker solely conceived and designed the study, conducted the research, analyzed and
interpreted the data, prepared the manuscript, revised its content, and approved the final version of
the manuscript for publication.

Conflict of Interest

The author declares that there are no financial, institutional, or personal conflicts of interest
related to this study.

References
Adorno, T. W. (1975). Culture industry reconsidered. New German Critigue, 6, 3—11.

Aksoy, M. (2022). Bir iletisim aract olarak protest rap: "Saniset" 6rnegi. Medya ve Kiiltiir Dergisi, 2(1), 44—
64.

Arican, T. (2005). Turkce Hip-Hop sahnesindeki bickin delikanlilar. Kzrkbudak, 1(4), 74-89. Retrieved
May 2, 2023, from https://www.art-izan.org/artizan-arsivi/turkce-hip-hop-sahnesindeki-bickin-

delikanlilar/

Arican, T. (2021). Tirkce rap'in donisim evrelerinde geciskenlikler: Direnis, marjinallesme ve tarz.
Eurasian Journal of Music and Dance, 18, 53—69.

22


https://www.art-izan.org/artizan-arsivi/turkce-hip-hop-sahnesindeki-bickin-delikanlilar/
https://www.art-izan.org/artizan-arsivi/turkce-hip-hop-sahnesindeki-bickin-delikanlilar/

From Streets to Streams: The Historical Evolution of Turkish Rap in Four Waves
Begonja, P. (2018). The Emergence of Oriental Rap and HipHop. Kieg Kieken: Observations of Berlin,
Vol. 2, Spring 2016, 1.

Benitez, M. (2015). "Hip Hop Is Dead" by Nas. In P. Parmar, A. J. Nocella, S. Robertson, & M. Diaz
(Eds.), Rebel music: Resistance through hip hop (pp. 61-69). Information Age Publishing.

Budak, C., & Ergun, L. (2022). Yeralti (underground)—ana akim (mainstream) etkilesimi baglaminda
Lzmir rap scene. Yedi: Sanat, Tasarmm ve Bilim Dergisi, lzmir Ozel Sayist, 1-14.

Castles, S. (1984). Racism and politics in West Germany. Race & Class, 25(3), 37-51.

Cetin, N. (2019). Rap mizikte deyimlerin kullanilmasinin Sagopa Kajmer ornegi tzerinden
metinlerarasilik baglaminda degerlendirilmesi. Mozzf Akadensi Halk Bilinii Dergisi, 12(26), 344-358.

Cinar, A. (1999). Cartel: Travels of German-Turkish rap music. Middle East Report, 211, 43—44.

Dindas, T. (2005, April 20). Isyanin tarihi. Hiirriyet Kelebek. Retrieved February 1, 2023, from
https://www.hurrivet.com.tr/kelebek/isyanin-tarihi-313056

Drisko, J. W., & Maschi, T. (2016). Content analysis. Oxtord University Press.

Duinker, B. (2019). Good things come in threes: Triplet flow in recent hip-hop music. Popular Music,
38(3), 423—-456.

Dursun, Z. 1. (2016). Uluslarétesi birlikten ecdada: Tiirkee sozlit Islami hip-hop. Moment Dergisi, 3(1),
207-2217.

Elflein, D. (1998). From Krauts with attitudes to Turks with attitudes: Some aspects of hip-hop history
in Germany. Popular Music, 17(3), 255—265.

Ergen, S. U. (2023). Genglerin giindelik yasam pratiklerinin merkezinde Tiirkce rap. ASSOS, 7(1), 54—
67.

Ermis, A. . (2023). Radikal medya ve miizik baglaminda Tiirkiye'de rap: Saian Sakulta Salkim'in rap
anlayist ve sarkilar1 izerine bir degerlendirme. Kritik Lletisim Calssmalar: Dergisz, 5(1), 98—118.

Gazete Duvar. (2022, December 1). Spotify, 2022'nin en ¢ok dinlenenlerini agikladi. Gazgete Duvar.

Retrieved May 17, 2023, from https://www.gazeteduvar.com.tr/spotify-2022nin-en-cok-
dinlenenlerini-acikladi-galeri-1591661

Gence, H. (2011, August 6). Rap camiasinin "organize islet"i. Hiirriyet Kelebek. Retrieved February 25,
2023, from https://www.hurtivet.com.tr/kelebek /rap-camiasinin-organize-isler-i-18417308

Geng, S. (2015). Turkish slang and rap in Germany. International Journal of Social Sciences and Education
Research, 1(3), 840-850.

Goldsmith, M. U., & Fonseca, A. J. (2019). Hip hop around the world: An encyclopedia (Nols. 1-2). ABC-
CLIO.

23


https://www.hurriyet.com.tr/kelebek/isyanin-tarihi-313056
https://www.gazeteduvar.com.tr/spotify-2022nin-en-cok-dinlenenlerini-acikladi-galeri-1591661
https://www.gazeteduvar.com.tr/spotify-2022nin-en-cok-dinlenenlerini-acikladi-galeri-1591661
https://www.hurriyet.com.tr/kelebek/rap-camiasinin-organize-isler-i-18417308

From Streets to Streams: The Historical Evolution of Turkish Rap in Four Waves

Giindogan, E. (2019). The AKP government from its formation to the popular uprising in June 2013
(Part II): With some reflections on what has happened in Turkey since. Ewuropean Review, 28(1), 132—
152.

Giney, S., Pekman, C., & Kabas, B. (2013). Sokaklardan "club"lara: Alman-Tirk gengliginin muzik
seruvent. Sosyoloji Dergiss, 3(27), 251-271.

Gingor, M. (2021, December 7). Tiirkee rap Almanya'da dogan  bir  bebekti. Aposto.
https://aposto.com/i/09-turkce-rap-almanvada-dogan-bir-bebekti

Giirel, M., Demirdéven, M., Aktiirk, 1., & Yaman, O. M. (2025). Tirkiye'de rap miizigin riskli bagliklari:
Madde, sug, siddet, mafya, cinsellik. Sefuk Letisim Dergisz, 18(1), 118—143.

Horkheimer, M., & Adorno, T. W. (2002). Dialectic of enlightenment: Philosophical fragments (G. S. Noert,
Ed.; E. Jephcott, Trans.). Stanford University Press.

Hirriyet. (2017, December 06). Spotify, diinyada ve Tirkiye'de 2017'nin en ¢ok dinlenen sanatcilatin,
albumlerini  ve  sarkilarint  agikladi.  Hirriyet.  Retrieved  May 25, 2023,  from
https://www.hurrivet.com.tr/kelebek /kevif/spotify-dunyada-ve-turkiyede-2017nin-en-cok-dinlenen-
sanatcilarini-albumlerini-ve-sarkilarini-acikladi-40668668

Ickstadt, H. (1999). Appropriating difference: Turkish-German rap. Awmerican Studies, 44(4), 571-578.
Isik, M. (2018). Madde kullanimini 6ven popiiler sarki sézlerinde dil, ideoloji ve 6zne. In M. N. Doru
& O. Bozkurt (Eds.), Dil bilimleri: Klasik sorunlar—giincel tartigmalar (pp. 783-800). Mardin Artuklu

Universitesi.

Kadioglu, D. S., & Ozdal, C. S. (2020). From the streets to the mainstream: Popularization of Turkish
rap music. Turkish Studies, 22(4), 626—643.

Karabag, A. 1. (2019). German-Turkish rap in the context of transculturality. Diyalektolog: Ulnslararas:
Sosyal Bilimler Dergisi, 22, 177-193.

Karanfil, I. (2022). Tiirkiye'de gangster ve trap hip hop miizik: Yeni nesil rap miizigin "mahalle"si.
Journal of Economy Culture and Society, 66, 55—72.

Kaya, A. (2002). Aesthetics of diaspora: Contemporary minstrels in Turkish Betlin. Journal of Ethnic and
Migration Studies, 28(1), 43—62.

Kog, A. K. (2020). Degisen paradigma ekseninde Tiurkiye trap muzigi ve ekonomi-politik ile olan
tliskisi. Ulustararas: Sosyal Aragtirmalar Dergisi, 13(72), 242-253.

Koten, E., & Akdemir, H. E. (2021). Rap miizikte toplumsal cinsiyet temsilleri: Toplumsal cinsiyet
kliseleri, hegemonik erkeklik ve cinsiyetcilik. Lectio Socialis, 5(1), 43-59.

Kurt, B. (2020). Farkli kiiltiirel zeminlerde benzer ifade bicimleri: Agiklik gelenegi ve rap miizik. Fo/klor
Akademi Dergisi, 3(1), 16-35.

24


https://aposto.com/i/09-turkce-rap-almanyada-dogan-bir-bebekti
https://www.hurriyet.com.tr/kelebek/keyif/spotify-dunyada-ve-turkiyede-2017nin-en-cok-dinlenen-sanatcilarini-albumlerini-ve-sarkilarini-acikladi-40668668
https://www.hurriyet.com.tr/kelebek/keyif/spotify-dunyada-ve-turkiyede-2017nin-en-cok-dinlenen-sanatcilarini-albumlerini-ve-sarkilarini-acikladi-40668668

From Streets to Streams: The Historical Evolution of Turkish Rap in Four Waves

Kuyumcu, E. (2020). Taslama, hiciv, rap. Akademik Tarih ve Diisiince Dergisi, 7(4), 2662—2698.

Lusane, C. (2004). Rap, race, and politics. In M. Forman & M. A. Neal (Eds.), That's the joint: The hip-
hop studies reader (pp. 351-362). Routledge.

Likdsla, D. (2011). Ulusasitt bir genglik kiltiirti ve toplumdan saygi talebi olarak hip-hop. Toplum ve
Bilim, 121, 201-222.

Mise, U. (2020). Rap music as resistance and its limits: Two diverging cases: Sulukule and Bagcilar rap.
Anthropology of East Europe Review, 37(1), 27-51.

Munro, E. (2013). Feminism: A fourth wave? Political Insight, 4(2), 22—25.
Nava, A. (2022). Street scriptures: Between God and hip hop. The University of Chicago Press.

Omri, N., & Aksoy, E. B. (2023). Rhythms of resistance: The cultural dynamics and emotional
resonance of Iranian rap in the Iranian soundscape. Journal of Society Research, 21(1), 61-72.

Ozer, B., & Ozer, N. P. (2025). Tiirkce rap miiziginde 1990-2025 yillart arasinda séylemin doniisiimii.
Eurasian Journal of Music and Dance, 26, 399—-424.

Price, E. G. (20006). Hip hop culture. ABC-CLIO.
Rapoport, D. C. (2013). The four waves of modern terror: International dimensions and consequences. In ]. M.
Hanhimiki & B. Blumenau (Eds.), A#n international history of terrorism: Western and non-Western experiences

(pp- 282-311). Routledge.

Sarikose, M. (2022). Rapei diinyalart: Kolektif eylemin yalniz icrast. Akademik Hassasiyetler, 9(19), 29—
55.

Solomon, T. (2005). "Living underground is tough": Authenticity and locality in the hip-hop
community in Istanbul, Turkey. Popular Music, 24(1), 1-20.

Solomon, T. (2009). Betlin—Frankfurt—Istanbul: Turkish hip hop in motion. Eurgpean Journal of Cultural
Studies, 12(3), 305-327.

Solomon, T. (2011). Hardcore Muslims: Islamic themes in Turkish rap between diaspora and
homeland. In K. van Nieuwkerk (Ed.), Muslin rap, halal soaps, and revolutionary theater (pp. 27-54).

University of Texas Press.

Solomon, T. (2015). Self-censorship as critique: The case of Turkish rapper Sagopa Kajmer. Danish
Musicology Online (Special Issue), 37-53.

Solomon, T. (2021). Made in Almanya: The birth of Turkish rap. In O. Seibt, M. Ringsmut, & D. E.
Wickstrom (Eds.), Made in Germany: Studies in popular music (pp. 111-121). Routledge.

Soénmez, M. F., & Kazan, F. (2023). Rap miizikte arabesk kodlarin izdisimleri: "Biz kétiyiiz, aynen”.
PEJOSS, 7(35), 1448—1462.

25



From Streets to Streams: The Historical Evolution of Turkish Rap in Four Waves

Stovall, D. (2015). "Fight the powet" by Public Enemy. In P. Parmar, A. J. Nocella, S. Robertson, &
M. Diaz (Eds.), Rebel music: Resistance through hip hop (pp. 43—50). Information Age Publishing.

Senel, O. (2015). Turk diaspora gengliginde kilttrel kimligin déntisumu: Hip-hop, entegrasyon ve
eglence mekanlari. Uluslararas: Sosyal Aragtirmalar Dergisi, 8(37), 1132—1142.

Takvim. (2011, December 4). Rapgiler: Oteki degiliz. Takvim. Retrieved April 21, 2023, from
https://www.takvim.com.tr/kultur sanat/2011/12/04/rapciler-oteki-degiliz

Thompson, D. (2017). Hit makers: The science of popularity in an age of distraction. Penguin Press.

Trak15. (n.d.). Cited interviews, documentaries and TV shows [GitHub repository]. GitHub.
https://github.com/trak15/Appendix/blob/a42cb3el117cb1a123d189ed4c5a189974a6d8a0f/ Cited
%20Interviews%2C%20Documentaries%20and%20TV%20Shows

Ucger, M. B. (2013). Miizikte anlamin yeniden tiretimi: Hip-hop kiiltiiriiniin Tirkiye'deki goriintiileri
lizetine sosyolojik bir inceleme. In II. Tiirkiye Lisansiistii Calrsmalar Kongresi Bildiriler Kitab: (Vol. 1, pp.
249-262). 1lmi Etidler Dernegi

Yildirim, O. (2022). Turkee rap/hip hop muzigine pozitif psikoloji perspektifinden bir bakis. ARTS:
Artuklu Sanat ve Begeri Bilimler Dergisi, 7, 30-56.

26


https://www.takvim.com.tr/kultur_sanat/2011/12/04/rapciler-oteki-degiliz
https://github.com/trak15/Appendix/blob/a42cb3e117cb1a123d189ed4c5a189974a6d8a0f/Cited%20Interviews%2C%20Documentaries%20and%20TV%20Shows
https://github.com/trak15/Appendix/blob/a42cb3e117cb1a123d189ed4c5a189974a6d8a0f/Cited%20Interviews%2C%20Documentaries%20and%20TV%20Shows

From Streets to Streams: The Historical Evolution of Turkish Rap in Four Waves

Appendix A
Content Analysis Data Table (Parenthetical: (Trak15, n.d.).
Source Waves Data Type Subject
Oran and Cémert (2023) Second, Third, Fourth Article Linguistics
Cetin (2019) Second Article Linguistics
Kuyumcu (2020) Second, Third, Fourth Article Literature
Kurt (2020) First, Second, Third Article Literature
Kéten and Akdemir (2021) Second, Fourth Article Gender
Yildirim (2021) Third, Fourth Article Psychology
Geng (2015) First Article Culture and Jargon
Karabag (2019) First, Second Article History and Identity
Sartkése (2022) Third, Fourth Article Culture and Sociology
Guney, et al., (2013) First, Second Article Culture and Sociology
Senel (2015) First Article Culture and History
Lukasla (2011) Second Article Ethnography
Ergen (2023) Fourth Article Culture and Sociology
Ozer and Ozer (2025) First, Second, Third, Fourth Article Genres and Themes
Girel et al., (2025) Fourth Article Genre: Trap/Drill
Solomon (2005) First, Second Article Ethnography
Budak and Ergun (2022) Third, Fourth Article Ethnography
Arslan and Kirlioglu (2019) Second, Third Article Genre: Arabesk
Sénmez and Kazan (2023) Fourth Article Genre: Arabesk
Karanfil (2022) Fourth Article Genre: Gangsta/Trap
Dursun (2016) First, Second, Third Article Genre: Islamic
Bahadir and Pirgon (2022) Second, Third Article Genre: Islamic
Okray (2021) Third, Fourth Article Genre: Islamic
Ozdemir (2016) Second, Third Article Gente: Islamic
Aksoy (2022) Fourth Article Genre: Protest
Ermis (2023) Second, Third, Fourth Article Genre: Protest
Mise (2020) Third, Fourth Article Genre: Protest
Kog (2020) Fourth Article Genre: Trap
Elflein (1998) First Article Culture and History
Kaya (2002) First Article Culture and History
Solomon (2021) First Book Chapter History
Solomon (2009) Second Article Ethnography
Kadioglu and Ozdal (2020) Third, Fourth Article History
Atrican (2021) First, Second, Third Article Sociology and History
Cinar (1999) First Article History
Ickstadt (1999) First Article Culture
Begonja (2018) First Article Culture and History
Uger (2013) Second, Third Article Sociology
Atrican (2005) First, Second Article Culture and History
Solomon (2010) Second Article Gender
Solomon (2015) Second Article Culture and Genre
Solomon (2011) First, Second Book Chapter Genre: Islamic
Goldsmith and Fonseca (2019) First Article History
Isik (2018) Third, Fourth Book Chapter Drugs and Music
Sever (2016) Third Article Pedagogy
Adil (2021) Fourth Interview Rap Artist
Besta (2018) Third, Fourth Interview Rap Artist
Cevik (2019) First, Second, Third Interview Rap Artist
Ceza (20006) First, Second Interview Rap Artist
Ceza (2010) First, Second Interview Rap Artist
Demiréz (2015) First, Second, Third Interview Organizer
Dindas (2018) First, Second, Fourth Interview Graffiti Artist
Dindas and Sezer (2011) Second, Third Interview Graffiti Artists
Ergin (2019) First, Fourth Interview Rap Artist
Ezhel (2013) Second, Third Interview Rap Artist

27



From Streets to Streams: The Historical Evolution of Turkish Rap in Four Waves

Ezhel (2017)
Ezhel (2018)
Fuchs (2015)
Grogi (2021)
Heja (2020)
Joker (2020)
Jontirk (2006)
Kayra (2019)
Kerim (2017)
Manas (2017)
Mirac (2020)
Ozbi (2018)
Sagopa (2022)
Saian (2019)
Salvo (20106)
Sinci (2020)
TRAK (2022)
Beyazshow (2009)
Baska Yerde Yok (2009)
Fuchs (2007)
Tccar (2011)
Canel (2019)
Dindas (2005)
Gazete Duvar (2022)
Hutriyet (2017)
Takvim (2011)
Istanbulberlin Hatti (2023)

Second, Third
Third, Fourth
First, Second, Third
Third, Fourth
Third, Fourth
Third, Fourth
First, Second
Second, Third, Fourth
First
Second, Third
Second, Third, Fourth

First, Second, Third, Fourth

Third, Fourth
First, Second, Fourth
Second, Third
Second, Third, Fourth
Third, Fourth
Second
Second
First, Second
First, Second
First, Second, Third
First
Fourth
Fourth
Third
First

Interview
Interview
Interview
Interview
Interview
Interview
Interview
Interview
Interview
Interview
Interview
Interview
Interview
Interview
Interview
Interview
Interview
Tv Show
Tv Show
Documentary
Documentary
Documentary
Newspaper article
Newspaper article
Newspaper article
Newspaper article
Newspaper article

Rap Artist

Rap Artist

Rap Artist

Rap Artist

Rap Artist

Rap Artist

Rap Artist

Rap Artist

Rap Artist

Rap Artist

Rap Artist

Rap Artist

Rap Artist

Rap Artist

Rap Artist

Rap Artist

Rap Artist
Music and Culture
Music and Culture
History and Culture
History and Culture
History and Culture

History

Music and Culture
Music and Culture
Music and Culture
History and Culture
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i Figure belongs to the author.

i Killa Hakan, Harbi Getto: Killa Hakan, directed by Arda Canel (2019; Motion Picture) https://youtu.be/LRnlVSXYlwk
— for the details, see the appendix.

il Sagopa Kajmer (2022); Ezhel (2018); Ozbi (2018); Yener Cevik (2019); Tankurt Manas (2017) — for the details, see the
appendix.

v Kabus Kerim (2017) — for the details, see the appendix.

v Tung¢ Dindas (2018) — for the details, see the appendix.

Vi Tung Dindas and Duygu Sezer (2011) — for the details, see the appendix.

Vit Dr. Fuchs (2007) — for the details, see the appendix.

Vil Jonturk (2006); Sevilay Tiiccar (2011) — for the details, see the appendix.

xThese types of studios were recording studios that independent musicians usually set up in their rooms at home with
low budgets.

¥ Dr. Fuchs (2015) — for the details, see the appendix.

i The most known example was the Turkish Hip Hop Oscars.

xi Hzhel (2017) — for the details, see the appendix.

¥it Ceza (2010) — for the details, see the appendix.

xiv Beyazshow (2009) — for the details, see the appendix.

x Ceza (2006) — for the details, see the appendix.

i Ulag Demir6éz (2015) — for the details, see the appendix.

Wil Sansar Salvo (2016); Grogi (2021); Cagri Sinci (2020) — for the details, see the appendix.

wiit Nomad (2009) — for the details, see the appendix.

six Yener Cevik (2019) — for the details, see the appendix.

= Harun Adil (2021) — for the details, see the appendix.

xd Figure belongs to the author.

xit Hzhel (2013) — for the details, see the appendix.

it Typically, two MCs or performers impersonate two contrasting historical figures or subjects and engage in a freestyle
battle performance in Epic Rap Battle projects.

v Heja (2020) — for the details, see the appendix.

v Fuat Ergin (2019); Saian (2019); Evren Besta (2018); Joker (2020); TRAK (2022); Heja (2020); Mirac (2020); Sagopa
Kajmer (2022) — for the details, see the appendix.

xi It refers to third party software used in beat making and mix mastering,

xil This term emphasizes the importance of high quality content, narrative and message in rap songs.

it Mirac (2020) — for the details, see the appendix.
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