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Abstract

Gangsta Rap: A Practited Autoethnographic Study in th&udiovisual Artds

formed from the original perspective, and combined role of an academic, artist,

designer and practising musician. The study is based on the unique combination

2F (GKS ldzik2zNRa t ABSR SELSNASYOS FyR IOl
limited international scholarship in the field and significantly extends this, thereby

offering important new findings.

The emergence of gangsta rap is one of the consequences from the loss of
factories and jobs in America, the reduction of public investitin the poorer

FNBFa FyR GKS 101 2F &dzLILI2 NI 2F 62 NJ] SNE
major American cities. As a music genre, it is mostly a product of black culture,

although Latinos and other minorities have contributed to its developmenttdue

the similarities for these groups in living conditions and aspirations. As this music

deals with issues of space and identity of poor workitags youth, it reached

several countries in the world that were in a similar position to the USA.

Minority youth in rap music has often been perceived as a danger by public
institutions, including police and schools. In this doctoral study, the author
qguestions this perception and, moreover, how excessive criticism and in some
cases legal actions against rappehave limited their creative practice,
undermined their freedom of speech, and criminalised their artistic outputs.
Furthermore, the thesis questions what positive outcomes can come out of the
production of gangsta rap music and if these outcomes jugsfgreation.

Methodologically, this research undertakes an extensive comparison between the
different theoretical works around gangsta rap, where different authors argue
that gangsta rap can either promote negative attitudes towards police, women
and traditional family values or promote racial harmony between listeners from
all backgrounds as well as a platform to those in disadvantaged positions that are
not usually heard. The historical context leads to the pradgceethnographic
research wherein th@uthor uses himself as a case study to map the relationship
between his childhood, living conditions and artistry. Finally, an extensive body of
practical work by the author and artist in the arena of gangsta rap accompanies
the thesis to showcase not juthe final product (such as music videos, songs, and
exhibitions), but also to reveal the tensions behind th&Ii &réaiiv@g@rocess.

FAaSR 2y (astdethnogiapHicads@@hwhich consolidates the cited
views of other artists and scholargp music inspired him to express his feelings,
ideas and worldview where no other place permitted the discussion of such topics.
Urban culture helped him to develop certain skills that later on in life allowed him
to make friends, gain a job and, most inmtamtly, accept who he is and where he
comes from.The findings from the research conclude and propose that rap music
IS more a reaction to social issues, inequalities, or violence than the originator of
these factors.

Keywords: Gangsta rapip-hop; urban culture; workinglass; youth.
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Introduction

| would say tdRadio 1 do you realise that some of the stuff you play on
Saturday nights encourages people to carry guns and knives?
(David Cameron iibson, 2006)

The comment above was made in an allusion to the increasing knife violence in
London and how the music played by Tim Westwood every weekend in his BBC
radio programme (focussing on gangsta rap and grime) could encourage young
people to commit crimes. Davi@ameron was a professional politician, and as
such, he represented a large sector of the society with similar ideas and values.
His words criminalised young poor rap recording artists who, in some cases, have
been a victim of violence, racism, discrimioatand ultimately disfranchisement.
Furthermore, one can argue that behind rap music critics, there is a belief that
young people from poorer (and often less educated) backgrounds are less capable
of producing certain forms of arts without being involviedreal life events than

white artists.

As an example, when a young 19 yeld man robbed a car and killed a police

officer during a routine traffic stop on 11 April 1992 in TeKeserman, 1994

was said during the trial that black Fip2 LJ | NI A &G = ¢ dzLJenGed{ K| { dzNX
KAY (2 O02YYAU GKS ONARAYSO® ¢KSNBFT2NBE:I GKS
and his record label Interscope, supported by some powerful members of the U.S.
government in what was a challenge to the First Amendment to the United States

Constituion. This thesis argug following a previous discussigRoulton, 2006)


https://www.theguardian.com/media/radio-1

that if instead of Tupac, who was a young poor Adraerican male, the criminal
had been listning tol shot the Sherifperformed by white musician, Eric Clapton,
the music would have become irrelevant during the trial, and the media would

have focused on the incident only.

Gangsta rap is a product of Affamerican culture, however, as it dealgth issues

of identity and space it has allowed youlogver-classpeople from all around the
world to have a voice, where otherwise they would have been muted. In my case,
as a rap music artist, music video director, illustrator, white and Hispanic pérso
started using my own practice as a response to social inequalities, family issues
and ultimately rebelliousness. However, although my lyrics were\gagynor
explicitly violent, hypermasculinity has always been present on my art which
received excesive criticism because of the indirect association with other artists

from the same genre.

The original contribution of this thesis consists of firet-personexperience of

the researcher as a practitioner, the variety of methods used to deconstruct
preconceived ideas linked to race and social class and the body of practical work
produced and discussed related to the topic. This thesis aims to respond to the

following questions:

10



- Are gangsta rap artists perceived as violent?

- Do gangsta raprtists enjoy from the same creative freedom that other white
cinema Directors or Artists do?

- Are social class and ethnicity playing a role in the perception of gangsta rap
artists?

- Are rap music artists responding to social issues, or creating neg?one

- What are the benefits of producing rap songs and music videos for young

working-class people?

The literature review and more extensiveBhapter Onehelp to identify what
gangsta rap is and its complex relationship with politics and modern ecoridimsy.
chapter, through a critical discourse analysis, questibie perception that we
have of workinegclass youth and workinglass minorities, their contributions to
popular culture and how they have been portrayed by the media without

considering their pevious exposure to certain environments.

Chapter Onarguesthat Jim Crow laws, redlining policies and modern segregation
in the United States followed by a long process of deindustrialisation and
impoverishment, isolated and disadvantaged some comnmmitmore than

others. As platforms to display their creative outcomes within those communities
were limited, it encouraged gangsta rappers to find alternative ways to represent

themselves ando generate revenue with their artistry.

11



¢ KS (SNY &0 dziKKSHYQK OMEl | KSIF gAfe O02yiaSaas

is also deconstructed during this chapter. This concept has, on one hand protected
rap music from an excessive cultural appropriation, as it requires certain personal
attributes to belong tahe music genre, including but not limited to demographics,
race and sockeconomic status, but on the other hand, it has allowed the
mainstream media to portray gangsta rappers as criminals by using their creative

outputs asrealtlife events.

As a prelué to the practiceled research outputsChapter Two (Gangsta Ragin
Ethnographic Account) features myself as a case study, and analyses how harsh
living conditions, social class and certain hypermasculine stereotypes have
influenced me not just as person, but also as an artist. In this chapter | analyse
how as a workinglass child, | decided to embrace my culture by opposing myself
to certain mainstream traditions, and how rap music gave me a sense of belonging
that | could not find anywhere els®loreover, | continue to explore how drugs

and other crimes influence young people living within certain areas, and in my

case, how it shaped my music and my view of the world.

Furthermore, by retrieving some of the experiences that | had as a teenager living
with my family, the researchcreates a comparison on how certain topics
addressed in American gangsta rap, such as violence, sex and drug use, were more
openly discussed iis music than school, television or other religious events that

| attended, which partially explains why young people may feel attracted to this

music. Finallythe thesisdiscusessome of the potential benefits that this music

12
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brought me personally, dualso how | was affected by excessive criticism for
adopting a music style that was associated with particular social classes. Making
rap music helped me to feel empowerediut also disadvantaged due to its
criminalisation, and in this chapter through autoethnographic journeyThe
researchanalyse the links between my early practice and the social context of

which | was part.

Finally, Chapter Three displag numerous artworks as part of my practi=d
research journey as a rapper. The chapter feasutegee songs and music videos,
and three illustration pieces, their progress, and the subsequent national and

international exhibitions.

The songsL(O.V.ENumber Oneand Rolli were not intended to make direct
references to the thesis as they weresated following my creative inspiration,
however, as | was documenting the creative journey and creating the music at the
same time, at points | felt hyparonscious of some of the issues that | was
discussing ithapters One andTwo, which also influencethe result of the songs.
¢KS YdzaAO @ARS2a OFYS dzyRSNJ 1KS 3ANRdzL) y I
my partner Inda and myself as Sonny Evans. During the recording of the songs and
music videos | took control over the whole creative process, fromntiusic
production, lyrics, and video direction. Another contribution to this research field

is howChapter Three reflects on some of the issues that | have experienced as a
practitioner, and how or if my creative freedom has been affected by external

pressures.

13



Two of the three illustrationsHoodzilla(2018)and Untitled (2019) took part in
different exhibiions nationally and internationally(full list provided in
Declarationp.8), and more than gangsta rap itself, they focus on issues of identity
and racial stereotypes. The last illustratidg,there a Heaven 4 a Gangstaas
created for an exhibition @ranized byhe private galleryAtkinson Gallery Millfield
School in Somersetwho invited research students across the country to
participate. When | created the illustration, | wanted to reflect on some of the
complex philosophical issues that | was dealing with, but | also wanted to test if a
gangsta rap themed illustration would laecepted and exhibited in a commercial

context alongside with traditional artwork.

Structurally the thesisis divided irto three main chapters that also employ
different research methods and approaches. Chafee identifieswhy gangsta

rap artists histoically have created certain types of lyrics, and the relationship
with their sociepolitical environment. FurthermoreChapter One analyss the
social response to this music compared to other art forms. Chapter through

a personal ethnographic accoyntleconstrucs stereotypes associatedvith
working-class youth, and moreovat provides this thesis with a case study that
aims to respond some of the questions previously asked. Finally, a body of
practical work in the arena of gangsta rap (including imudgdeos, songs,
illustrations and photography) reviews the previous research, creating an original

response that challenges social inequalities and racist practices.

14



Literature Review

Gangsta Rap music is a product of Black American culture. It encapsulates the life
in the ghetto from the perspective of a criminal. The lyrics often discuss complex
relationships between the subject and its environment, where teenage boys and
girls are eposed to the worst outcomes of life in povertguch as teenage
pregnancy, drug abuse and incarceration. As commented by Tt@®4) rap

music was the reult of imported music genres, after being processed by
underground artists in The Bronixowever, the term&angsta Rdpvas adopted

a few years later by critics who wrote about LA rap art{Qsinn, 2@0a, p.195)

and their wayof reflecting on the effects of American deindustrialization and the

later crack economy.

Gangsta rap can be understood as a battle between young ghetto artists and the
establishment. When police organizations managed to getord labels to
withdraw certain songs or albums, a new artist would release a new. Stmg
happened with Ice T, when he was pressured through his record label to withdraw
the songCop Killeror otherwise, the Combined Law Enforcement Association of
Texas (CLEAT) would boycott his record label events and stop him from playing a
role in a commercial film produced by Warner Brothers. As Ice T decided to stop
YargetingQ2he police in his lyrics, N.W.A, Tupac Shakur and some others camtinue

to produee this type of themed songs.

15



14 O2YYSYGSR o0& !''RIFYa YR Cdzf f SNE & YdzaA(
L2t AGAOLFE Sy @AiNRY Y 3006 pRBEPhSWeveKtd Dekview 0 A & 0
of some white and professional black detractgkcLaren, 1999, p.25angsta

rap artists were just promoting illegal actions and negative attitudes against the

police, driven by racial hatred, which led to thé.LRiots in 1992.

Most early studies as well as current work focus on the potential negative effects
of gangsta rap on young people as well as other issues of identity or @facsen,
1995; LaGrone, 2000iHowever a few studies offer a more positive view about
gangsta rap as powerful tool that provides poor youngsters with a platform to
express their feelings, fears and ambitiofi®se, 1991)To my knowledge, no
prior studies have examined if rappers have seen their creative freedfaotad

by excessive criticism, or if they fear that making rap music can carry legal
consequences. This question has previously never been addressed because most
studies have investigated fan behaviour and the segoiditical background of the
artists. Sgeral questions regarding how young creative people feel when writing
lyrics or producing music videos within poor marginalised areas remain to be

addressed.

In terms of early literature, th poor black and Latino youngsters from the South
Bronx (New Yopkcreated a new music gen(&eyes, 1984, p.1438)here the DJ
would articulate announcements in form of rhymes and verses over the bbat
form of musical poetry was later called rap music. The musiceg@ras part of a

larger cultural group called hip hop, that was primarily composed by young African

16



American males as well as Lat{iVdheeler, 1991, p.194yho incorporated graffiti,

break dance, rap music and djing to this new urban cultural movement. At the
beginning, the rap audience was composed maailyAmerican minorities from
AYYSNI OAUGASA &l af the hofeS, CameyissS antlZspiratiSr© ofA 2 y
dzNDB | y . f (Pawell, B dple4Showever, as they dealt with wider social
AaadzsSa a a22o0f SaaySaas(Shirah@aNI®Z, p.9) y R
they were able to break down barriers and reach tuyoung people across the

whole country. Authors such as Nels@92) pointed out the oppression of
minorities since the prémerican @il War and AfricarAmerican slaverperiod

as the main inspiration for mogfro-music genres.

Scholars such as Wolfe have argued that even though rap music appeared to be
distasteful for sme, there is a vast ethnographical value and information in their
stories, and that governments should not decide what is allowed to be discussed
in a record and what is n¢1992) According to Wolfe, the use @ffensivevords

(1992, p.686)helped thosewho were segregated to express complex ideas.
Although American popular culture artists have historically used their freedom of
speech to incorporate any themes to their artistic contributions, in June 1990
Miami based group, 2 Live Crew, weaprosecuted and their alboum was declared

obscene and banned from local stor@inder, 1993, p.753)

Historically, American society has not distributed power equally among their own
people, and several whatpoliticians have been accused of providing resources

based on class and ra¢dohnson, 1993, p.28nd not social justiceTherefore,

17
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Johnson argued that considering thé&wer(position that blak people already had

in the U.S., the excessive campaign against gangstaaapinfairas it was a music

made by an oppressed minority. As an example of these feelings of oppression,

Rose published numerous papef$991; 1994b; 1994yvhere she uses auto

ethnographic accounts to express the experience of a young black wama

I YSNAOLY &a20AS0& |yR KSNJI NBtlFGA2Yy 6AGK |
attending rap concerts at the beginning of the movement were marked by the

hostility that security firms imposed during the evei1991) This hostility was a

reflection of the tensions from several sectors of the society towards black and

Latinoyouth trying to express themselves using this cultural movement.

Early literature suggestMaxwell, 1991)hat some films a€olorg1988)featuring

rap songs educated the public to believe in the relationship between urban music

and criminality, as if this music was the inspwatfor these events. Furthermore,

It K2dz3K a2YS KIS RAAYA&AaSR UKA&A YdzaAO |
ant-kda SYA G A O | fRan® d993S y4@heSadn argue that its production

NBIljdZA NSR I ydzYoSNJ 2F &1 cublé. Rap RBi@Bas BotJSR 0 &

2dza i | L2 ¢ S NF (@zisane, LINP pid@paiist tedzstablidiment but

also powerful in terms of economic benefits as it generated over $1300 million

from 19901992 (Lusane, 1993, p.44joing from an underground musgenre to

AL GKSNI yEFGA2yFE FTGGSyGA2yd ¢KA&a SO2y2YAO0
0 K dz3 (Smith@rdan, 1997, p.28s they were able to develop themselves as

artists andcreate a commercial product from those negative experiences linked

to race and class in a complex capitalist sodiBtyyd, 1994)
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In terms of social contextsahe U.S. was becoming a safer place for a majofity
people during thel980s, homicide rates reflected the opposite for the black
communities, as black on black crime between young males almost doubled
(Quinn, 1996, p.65)hilst crime on white kept decreasing. This was the result of
the increase in unemployment due to the lack of manufacturing jobs in most large
cities, as well as thereviousracial and spatial segregation due to the lack of
investment in areas populated by blacks and other minorit@so known as
redlining(Zenou and Boccard, 200@ommunities living in segregated ardesl
limited access to housing and education, and jobs were far away from them, with
poor connections by public transport. Scholars as Magd®p4) found that

segregation can be one of the indirect causes of crime within black communities.

From the earlyl980s to late 1990s American media outlets gave excessive
coverage tdblackon-blackcrime which had an impact on their global perception.
2 dda LRAyGa 2dzi GKIFIG Ay Yz2ad OFaSa adkKS
account of poverty, unemployment, drug abuse, brokdreams and shattered
K S| NI®Y ép.44)As the taxpayer became more aware of this new reality that
American inner cities were facing, different policies were created to tackle crime,
however, they were deemed as a new opportunity to diminish Aroerican
liberties, as Quinn suggested:
With the recent "war on crime," the gains made by African Americans in
the areas of civil rights and media representations are being washed away

by a seaof racist rhetoric and "social rédorms" aimed at curbing crime
(1996, p.71)
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One can argue that during the 1990s, U.S. police brutality cases had a greater
international political inpact and gathered more attention than any gangsta rap

song or album, especially after releasing the Rodney King (Rjtehie and Mogul,

2007,p.177), SF NBA fFGSNE WAOGOKAS FyR az23dzZ 02yC
has failed to take any meaningful action to address discriminatory effects of law
SYF2NOSYSyid LINIT OG A @Bav, pRG6pui) & the sarffetimés R { G | @
they were prosecuting rap artists for their lyrics and the potential harmful effects

they could have in society. These contradictory events indicated that gangsta rap

artists had a ngative perception beyond their artistry. This could be the result of

a segregated society in which racial assumptions and stereotypes shaped ideas of

how rap artists coming from poor economic backgrounds must be violent and wild,

or as commented by Gee witdifferent words, "[In] Traditional Americanism,

black people are [still] perceived as poor, lazy, lustful, ignorant, and prone to . . .

criminal behaviar" (2004, p.49also cited inWalker, 2010, p.581Nelsm argues

that African! YSNRA OF yaQ G NHzS FNBSR2Y R2S8&a y2i SE
some progress they cannot access the places they want to live or work or provide

their childrenwith good education and opportunities, therefore, they are not truly

free in their own systeniNelson, 1992)

In terms of ensorship ingangstarap, according to Johnson, police officers were

the first group starting a campaign against gangsta rap, followed by other social

10n March 3, 1991, four white LAPD officers tried to stop Rodney King for drunk driving. After a
car chase, King surrendered, four police officers beat him for several minutes causing him (near)
life threatening injuries. Whilst King was on the floor bepiysically abused, a person nearby
filmed it using a camcorder, but even after the tape was made public, the four officers were not
criminally charged, which later triggered the LA riots.

20



groups, including white Republicans and Democratic politicians. These groups
denounced it as
A form of hate speech that incites Wiality against various groups,
including police officers and women. It (gangsta rap) has also been blamed
for fomenting and sustaining the gang wars that have decimated the ranks
of young black men in recent years.
(Johnson, 1993, p.26)
This attempt of censorship failed for several reasons, some of them legal, as it
would be against their freedom of speech, but also because gangsta rap was not
completely attached to radio stations and record déé$and, as they were using
their own underground channels to promote their music, it was difficult for
detractors to identify one singl&nemyQ Although record labels were important
for the promotion and distribution of the music, gangsta rap was a pcbdf the
streets and through th@&lack and Hispanmommunities it found its own way to
navigate through large networks of people. Johnson also argues that different
groups fighting against gangsta rap failed because they were campaigning for
different reasons (feminism, police, religion, etc.) and did not support each other.
{2YS FdzZiK2NARX &dzOK | a { LINRA(YOI8HHe pasitton OF G S3 2 1
that some politicians and critics took against rap music. His research suggests that
LJ2 LJdzf | NJ YdzaA O KIF&a o06SSy | -poitiEd gressade S R O y F
According to Springhall, one of the most difficult moments tfe¢ gangsta rap
movement was in 1995, when Senator Bob Dole campaigned against it for the
violent and misogynistic lyrics. Some auth@Berke, 1995pelieved that Bob
52t SQa |adalr 0O F3FAyad NIL) YdzZaAO gl a &z
condemned homophobic lyrics or othelements of gangsta rap as their party

would not be supportive for some minority communities.
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In terms of @ngstarap as ducrativemusicgenre for theentertainmentbusiness
one can argue that if listeners of rap music are constructing its meaittieg
different groups that tried to censor the music also provided gangsta rap with their
own meaningsThis methodological idear semiotics understands that
The listener, then, does no longer conceive of the sound in its experiential
qualities but at a symbolic level of representation, with processes of
recognition and identification that replace the fullness and richness of an
actual realtime experience.
(Reybrouck, 2017, p.78)
As an examig, right wing groups deemed rap music lyrics and philosophy as an
attempt to destroy traditional family values, or the NPCBW (National Political
Coalition of Black Women) understood gangsta rap music as a misogynistic music
genre that undermines women anad the world. One can argue that not many
people would have complained about gangsta rap if it was kept within the ghetto,

but as it increased its popularity and the level of promotion, it reached white and

other middleclass families.

Quinn categorized I y3adl NI LI a daOGKS Y2&& L2y iNR
(Quinn, 2000a, p.19%ompared to the other urban genres during the 141880s

and earlyl990s. Due to its controversy, edgy lyrics and saeraions it ended up

being the market leadegf2000b, p.195)Researchers, artists and detractors of this

music agree on the impathat gangsta rap had on the music business industry.

As an example, N.W.AStraight Outta Comptosold over three million records

according to The Recording Industry Association of AmekKcans identifies
DFy3adl wkL)l da 020K aGKS Yz2aid fdzONY GA QOS¢
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Odzf G dzNJ f Kéms,Qe00, PP REY IAY I GKS yIFYS 2F (KS
whkLXE |a feNaoa 3ISySNIffteée I RPpNBakamsNSFf SE
also defines gangsta rap as a genre exploited by record companies in order to sell

albums to young American teenagers, assuming that record labels have pressured

rap artists to acquire the aesthetics ofrarnalsin terms of dress, performance,

public attitude, etc

In terms of ontroversy andracial profiling, gmilarly to Quinn, Kubrin also
AYUNRRdzOSa 3IFy3adl NIXLI Fa aiKS Y2ad Oz2yil
and their content(2006a, p.360)connecting its roots to the 1970s and the
Blaxploitation movies, as these films glorified the criminal lifestyle in the same way

GKFG 3Fry3adlr NIXL) R2Sa y26d wS3IFNRAYy3I (KS
pioneers were gang members antherefore, the lyrics related to their own

personal experiences. Regarding the accusations from the media, politicians or
educators suggesting that rap music may be the trigger of violent events, Kubrin
L2Ayida G2 a! ySYLX 2@ YSY (A2 yElI YIAE 81 R aNIZA iz
American ghettos that will be reflected in this type of mug&©05a, p.362)

Looking at the lyrics, Kubrl RSy G A FASa ! YSNAOlIY o6fl O] O2°
0KS Y2ald Ay ySSR 2F LR{tAOS LINRGUGSOUA2YE |

(p-362)which would explain the high number of songs about police brutality.

Some authors, such as Mclver, understand the use of abrupt lyrics and the use of
the NCQword in gangsta rap lyrics as a way to connect with a public from a certain

socieeconomic status. According to his research, gangsta rap music artists wanted
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to be different in terms of social norms and represent their peers using a language
that they would normally use in the street, as Eazy E explains in an interview:
We justwanted to do something new and different and talk about what
we wanted to talk aboutlike dick sucking, we wanted to talk about that.
[ A1S LS2LXS aleszs ¢Sttt @&2dz OFyQil Ot
order to get [a record] deal.
(Mclver, 2012, p.33)
Although with a naked eye we can appreciate rebelliousness and disfranchisement
(as in the example mentioned by Mclver), a deeper analysis of the lyrics is
necessary to understand rap music not just as a genre thatrgitihe life in the
ghetto from a biographical point of view but also as an active tool to deconstruct

GRAEONAYAYE (G2NE | Kitns, 000 pIb)endorsed wrHadk A 2 v & ¢

American and other minorities as Latino and ultimately, working class.

In terms of @ngstarap music andifestyles, alarge number of existing studies in

the broader literature have examined what gangsta rap is and why it veasext.

As an example, Quinn sees gangsta rap as a music that fights against the
establishment from poor deindustrialized minority populated areas, where the
gangsta rapper talks to the audience in first person telling stories about crime and
other themes elevant for their communitie$2000a, p.195)Some authors, such

as Canton, have also suggested that during the 1990s #eftl rightwing
politicians blamed gangsta rap for most of the issaffecting black and Latino
O2YYdzyAlASa da GRNUzZA dzaSx GSSyr3asS LINBAyYL )
high school dropouts. Even though these problems existed in the black community
LINR 2 NJ (2 Ehnod, 2006, p.NBHLIthermore, Perry is one of the

authors supporting the theory that although gangsta rap artists provide their
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characters with positive attributesnaking his or her lifestyle look desirable, the

music deals wth issues of space and identity that provide the audience with

Gl tdzr6fS AYF2NNIGA2Y 62dzi GKS 3IKSGd2z Y
(Perry, 2004, p.110As lyrics come from reality and are not part of the imagination

of a sole individual, they help to deconstruct some ideas associated with poor
working-class minorities. As commented by Dyson, gangstéyrags are a product

2F 0KS LR22NJ YR (GKS& AaNBLINBaSyua tA@Sa agl

(2004, p.177)

As gangsta rap is a product of the streets, listeners expect a certain level of street
knowledge and experience from the rapper. Listenerd waliocate to artists
RAFTFSNByYyG froSftaz a WHdziKSYydAaAoQ 2N WNB
experience and knowledge in the figlHaugen, 2003, p.4304 rapper that fails

in transmitting these values to the listeners, will fall into a category of commercial
rap that seem to lose the connection with black and Latino communities, as it
happened to MC Hammer or Vanilla Ice. Some groups, such as N.W.A back in the
late 1980s, realized thathey could exploit their living conditions and
rebelliousness in order to generate inconf@Vatts, 1997, p.46)selling the
authentic black experience to white teenagers but keeping the music true to
themselves. Although some authors highlighted the potential negative effects of
gangsta rap on young peop{@ohnson, Jackson and Gatto, 1996 music also
brings them the opportunity to be heard in places where they did not have a voice
in the past. They can discuss issues relevant for them and communicate with

people from inside andutside the community, giving visibility to their problems.
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As Chuck D from Public Enemy said, rap music is the CNN of théMaloaren,
1999, p.21) According to rapper Ice Culfdansen, 1995, p.44young people in
America have been heavily exposed to violemcpapular culture, as for example
western movies, news, etc. therefore, they now look for this type of content not

only in cinema but also in music and other media.

Gangsta rap has also received some criticism from-Afm@rican politicians,

feminist and religious groups. As an example, LaG(@060)sees a connection

between gangsta rap and the old racist minstrel shows as they somehow show

only the worst attribues of African American culture, commodifying these aspects

for white families and their entertainment. Gog§2009)also sees the gangsta rap
representation as a way to misrepresent black culttoesell records to people

who have not experienced life in the inner cities. Furthermore, some authors, such

Fa ' RIFIY YR CdzZ t SNE O2yAaAARSNI KFG 3IFy3al
2 LILINB A &aADBS A RS(2606, p.#Qukig therd Wi Snyisic videos as
202800a FYR a2YSUAYS&A KdzYAftAFGAY3d GKSY A
use of misogynistic lyrics as a reflectiontbé lack of seHesteem of young
G3Fy3aGSNARe a GKSe& Olyy20 asSS ogKeée I of
(Pinn, 1996, p.2§j it is not for money, fame, etc. so therefore they haverenat

them as mere objects in order to protect themselves.

There have been several incidents in recent American history that have shaped
the relationship between the poorest communities and local authorities. Some of

these events have also impacted on stmand popular culture. One of the most
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iconic cases was when the Los Angeles Police Department detained and attacked
an AfreAmerican construction worker named Rodney King for speeding and
refusing to pull over. After several minutes of a car chaseptiiee took Rodney

King out of his car and a few police officers beat him up for several minutes. A
neighbour from the area filmed the incident and the video was shownational
television. It sparked several riots known as the 1992 Los Angeles Reb&dlian
example between these social events and rap music, Canton considers that cases
like the one mentioned above justified the use of gangsta(2406, p.245ps it

shows he worst face of American culture in a way that no other media outlet

would.

Fuck the Policeras the first song by N.W.A to generate a police response as the
F.B.I tried to stopped the group from performing the song (@ehnson, 1993,
p.29) but it was after the Rodney King Rebellion when several groups suffered
these tensions and censorships. Another case that affected hehgikgputation
of gangsta rap was in April 199Zalerman, 1994yhen a 19 yeapld African
Amelican male was driving a stolen car in Texas, and after being stopped by the
police, the driver shot and killed one the police officers. During the trial, the
offender said that he was acting under the influence of Tupac as he was playing
the song{ 2 dzf Revedaithe moment of the shooting:

Message to the censorship committee

Who's the biggest gang of niggas in the city?

All you punk police will never find peace

On the streets til the niggas get a piece, fuck 'em!
{2dzZ 21 KQBBWS GBSy IS
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During the trial, Tupac lyrics were used to justify the killing and several people,
AyOf dzRAY3a (GKS t2f A0S hFFAOSNRA Tl YAfEI RS

his record labels.

The last case that should be mentioned, as it will later conwébtthe content of
this thesis, was when Offord Rollins, a young black college athlete, was accused of
killing his former girlfriend. The case was very similar to other cases related to
domestic violence, however, on this occasion the main suspect wadlege
studentwho also wanted to be a rapper, and when the prosecutors discovered his
gangsta rap lyrics, they used them in court to prove that he was the murderer.
According to Fischoff, an academic that was called as an expert for this case
The defendant was seen as more likely to have committed a murder than
had he not been presented as authoring such lyrics. Surprisingly, results
also show that the writing of such rap lyrics was more damning in terms of
adjudged personality characteristickain was the fact of being charged
with murder. (1999, p.795)Therefore the prejudicial value of the lyrics
outweighed their probative value
(1999, p.796)
In 1994, A CNNJSA Todaypoll (Quinn, 1996, p.653uggested that crime was a
source of anxiety for most Americans (a majority of them whitd)aalgh crime
number statistics showed a decreasing number for white families and an
increasing number for Afrdmerican communities. Gangsta rap reopened a
debate about the First Amendment and if rappers should be allowed to create
lyrics about crime or sein a similar way that white cinema directors do. After

several trialsrangingfrom the protests against the Vietnam War to gangsta rap

and heavy metal, the First Amendment has benefited the creative freedom of
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these individualgTalerman, 1994, p.119)or a lyric to be considered illegal, it
AaK2dzf R aAyOAGS 2NJ LINPRdAzOS AYYAYySyid € 6t S
' YSYRYSY (G LINRINSNOLOM 2oyl Z0D¥hich was not the case for the

cases mentioned before, or other famous caseshsas 2 Live Crew and their

album As Nasty as They Wanna Bglanchard, 199])which was accused of

obscenity by a judge in Florida and later acquitted. Guy ar(R@, p.44}hat it

is difficult to understand the different aspects of Affanerican and Latino culture

from a white perspective without also understanding how they have been affected

by racist policies and #ons.

In conclusionAmerican popular culture has an extensive collection of nudism,

violence and lawlessneshowever, gangsta rap was differef@€anton, 2006,

p.245)in that the krics were not the creation of a wedducated middleclass

male, but a product of the streets based on true events which made the music
extremely popular but also intimidating for some communities. The
unprecedented response to this music from differemganizations Id to what
W2Kyazy OFffSR a2yS 2F (KS Y2ad adzadal Ay
K A & ((P9BRR [E25) The dislike for this music was not only a class conflict but

alsoa generational dissonan¢8rennan, 1994, p.66%hat led to the prosecution

of gangsta rap artists.

Martinez(1993)uses theories of Marl976)and De TocquevillEL998)to explain
how working-class people are likely to react against the establishment if gaps in

living conditions widen too much, and that are more likely to react violently if living
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conditions are deteriorated for too long. If these theories are correct, they could
partially explain not just the origin of certain social events as the 1992 LA Riots,

but also the creation of gangsta rap.
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Methodology

Exploring the Backgrounthrough a Critical Discourse Analysis.

One of the hypotheses of this research is that gangstamapicartists do not

enjoy the same level of creative freedom that artists from other disciplines
ISYySNIftfte R2® /2yAARSNAY3I GKIFG ljdzk € AGF GA
skill, relatively autonomous from the need to resoltdK A £ 2 42 LIKA Ol f RA 3
(Seale, 1999, p.465hat can be biased towards the direction of the researcher’s
hypothesisthis chaptercontrast and include all the different lines of thinking,

including those completely opposite to this theory.

Through the gathering and later analysis of the economic, political and social
events related to gangsta rap music history and the poorer American
communities, comparisois used to describe the social realifgecker, 1996hat
gangsta rappers have experienced, creating a link with the next chapter where |
use myself as a case study, rpag my personal experiences growing (gs a
practitioner)in a workingclass environment and the influence thahad over my

music taste and other choices that | made.

Through the study of gangsta rap lyrics, historical events, press articles about

youth violence and other research papers addressing the subjecarevable to

distinguish between a belief based on our perception and an informed opinion.
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The qualitativeresearcher as bricoleur, or maker of quilts, uses the
aesthetic and materials tools of his or her craft, deploying whatever
strategies, methods, and empirical materials are at hand
(Stake, Denzin and Lincoln, 1998, p.2)
As the literatures thatire compared werecreated at different stages, thayeed
to be organized prior further discussion. The eveats examined from their own
historical and/or contemporary context. The historical methods of this research
are employed to recognized past and present issuesdhasstill affecting people
and artists around the world. Most of the data collected for the first chapter of
this thesis come from secondary sources (websites, books, journals, etc), therefore

there is the need for primary sources for the creation of taeand chapter, where

| create my own case studies using myself as an active practitioner.

In conclusion, a critical discourse analyisiemployedto create a description,
interpretation and explanation of the texts and historical evefianks, 1997)

OAGSR Ay GKAA OKI LI SN C2fdoistdofyirdee W vy 1 & Q
consecutive parts: select a text that is relevant to the investigation, find
unanswered questions and create a hypothesis, thereupon find if the hypothesis
created is/are correct by finding more information in different texts. If the method

is carectly implemented, it will trigger more questions about the subject that will

deconstruct the real meaning of the problgi@anks, 1997, p.331)
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Autoethnography asa Research Method

One of the qualitative methods thais used to conduct this research is

F dzi2SO0KY23INI LIKAO NBASINOKE gKAOK I O02NRA
the researché&ldautobiographical data to analyse and interpret theirtunal

I & & dzY LJ2OL® ¥xésting ethnographic studies around a similar theme found

OKFG aO02y GSYLI2NI NEBE LJ2 Lz | NJ YdziBaton,LJ NJ £ € S
2013) therefore this method is the most appropriate and honest approach that |

found suitable for my research and backed by other researcfiéfall, 2006;

Custer, 2014)An autoethnographical approach (using myself as th¢estilbinder

investigation instead of others) conneay experiences as a rapper with the
sociccultural context that is under examination in this theglse same way that

Rose used auto ethnographic accounts to tell her experiences as aAmgacan

woman attending rap music concerts or her experiences as a listener (1991;

1994b; 1994).

Autoethnography is a broad and rich method that helps the researcher to reflect

and help others through their own experiend&arr, 2010)In order to do so, this

LISNB2Y |t yYIFNNIFGAGBS RATT Sandytical Nadwentiéng K S NJ a
2F I OF RS Y(&igen, 2098, . Bs/itdséwritten in first person and focusing

mainly o a single case. Traditionally it is expected that the researcher is not
emotionally attached to the subject in order to analyse it in an objective way,

however, auteethnographydiffers because iexplores the emotions, pain, fears
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and the private life othe researcheras this method focuses heavily on the self

(Anderson, 2006, p.385)

This research does not provide a single answer to the different questiombkich
academics from criminology, psychology and other social sciences try to respond,
as mentioned by &tr:
Knowledge construction is not so analytical or linear that in answering a
guestion the result becomes absolute, no longer worthy of further
guestioning. While researchers focus on the specific, the advancement of
1y26ft SRAS 02YSa TFabiyio réldeShe Nisra detailO K S NA Q
of a study to the macro implications of ideas and concepts
(2010, p. 2)
The aim of this chapter is to provide a large amount of data collected through the
experience and observation of the researcher that deconstrpeeconceived

ideas that the media has created about gangsta rappers, authenticity in music and

the living conditions within workinglass communities.

As commented by Carolyn EIlli§2008) and Deborah ReeBanahay,

Gl dzi2SGKY23aNI LIKSNBE OFNE Ay GKSANI SYLKIF ahi
culture (ethnos), and on SEl 6 | (8208 ) &) The researcher's experiences are

relevant when they relate to others and when theyrnginew knowledge to the

field where is framed, in my case, gangsta rap, social class and ethnicity. | decided

to use myself as a case study for my research in order to deconstruct the
perception from some sectors of the society of gangsta rap as well rEgstza

rappers and their/our experiences when creating music or art. This method

0S02YSa | LRGgSNFdxZ G22f oKSYy (GKS &adwaSOi

ety
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NEBFfAGES a2 GKSNBF2NB (GKAa Aa ldziz SUGKy?2
thesis rathertharf 22 { Ay 3 o6l 01 2@0SNJ I fAFTFSP ¢KAa O
internal conditions such as feelings and emotions, external conditions such as the
SYGANRYYSYG FyR (KS GSYLRNIt Reené&yairzya

2013, p. 279)

This methodology challenges some empirical studesch as those using
guestionnaires and focused on demographics, music preferéhsesning habits,

and current psychsocial functioning(Took and Weiss, 1994}jhat try to
RSGSNNYAYS 4KSGKSNI NFLI YdZAA O KIF & OKIyYy3aSR
in many cases the limitation that participants are selporting to the researchers
(Took and Weiss, 1994, p. 619). As an example, Jo{i9@B)and others use
teenagers to conduct research about the importance of this music on their lives,
however, one can argue that adolescents attending counselling for example are
more likely to be there for family problems and other secidtural aspects than
must or other hobbies. Similarly, we can argue that teenagers with less academic
success are attracted to urban music because of the difficulty to access or connect
with their peers through mainstream channels, and not the way that has been
suggested, whereap music or heavy metal have madeildrenfail in school. In

order to challenge the previous idea, we can also argue that poor academic
performance comes first (Took and Weiss, 1994, p. 620) and music taste becomes
subject of these experiences. If we loak some of the previous research

conducted on this area, auto ethnographic research can work as an alternative to
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traditional ethnography as there is unlimited access to data and contact with the

subject.

Furthermore, from a psycholog@toint of view,when Johnson et al. look at what

GKSe OFtf GKS aRSt S{GSNR2dzH99%5 p.RBHBaya 2F SE
gather the information by showing some music videos to a cohort of high school

students and then asking them how they feel about it. They do not really
investigate the background of the samplesconsider that the answers may be

biased by peer pressure (for example when students try to impress others by
rebeling A+ Ayad GKS SadlofAakKYSydoo ! faz2szx
O 2 y i I @ohrdoh glackson and Gatto, 1995, p.s8Bhe researchers separate

the young people they use for the investigat into different groups and not

necessarily from the same class. Some of the videos shown in this experiment as

Hazy Shade of Criminay Public Enemy address issues such as corruption and

police brutality that are too complex fgroung peopletherefore they can select

some attributes that they like (for example the fashion and the attitude of the

artists) and imitate itOne can arguéhat if these videos are intended for an adult

audience, they should not be shown to high school students.

Thewriting of the second chaptavas also a selfiealing process in many aspects,

as the following section demonstrage
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PracticeLed Methodology

The practicded part of this thesis has benefited from different methods and
approaches. First, several observations have been required to complete the
illustrations. As an examplelpodzilla2018) was created after a few visits to some

of the poorest aeas of New York city. From an ethnographic point of view, my
own experiences have also been reflected as relevant for the research and the
artwork produced. Many of the elements of discussion captured in the illustrations
relate to my own personal experieas as a rapper, but more importantly, they

deal with issues of class, race and ultimately gender.

As commented by Smith, practited research or creative researish
The training and specialised knowledge that creative practitioners have
and the procsses they engage in when they are making art, (and how it)
can lead to specialised research insights which can then be generalised and
written up as research
(2009, p.5)

Therefore, and combined with other ethnographic and historical methods, the

practice inChapterThree allow us to respond to the research questions that | have

raised.

Furthermore, the illustrations and later exhibitions have been employed as a
method to allow me as an artist not to only reflect on the result of them being
exhbited, but also the making process and the potential issues they can face for
some galleries, etc. In the caselsthere a Heaven 4 a Gangs{@P19) the final

illustration was rejected and could not be exhibited, however, the rejection
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provided me with valuable information relevant for this research and for the later
deconstruction of what theythe artwork as well as gangsta rag@n represent for

the public.

The last method that has been used during this research journey was the
production of three songs and music videos. As this research questions whether
rap artists coming from workinglass and poor backgrounds enjoy the same
creative freedom aglo other artists, my practice was relevant as part of this
ethnographic journey. The songs and music videos allowed me to explore some
formal aspects of the music and its production but also more intimate
relationships between wself as an artist, mself as an educator and the
interaction with the public. One can argue that this setposure has multiple
benefits as art making is known as a healthy outlet, but it can also expose the
researcher to criticism from people who look at the negative sides of thisian

These issueare analysed in this chapter once the practice part is concluded.
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Chapter OneBackground and Historical Context

Since 1619, when the first group of twenty slaves arrived in Virginia, USA, millions
of healthy African men and womenowld follow the same path, brought in to
build the economy of a new country that ignored their most fundamental rights as
human beings, but also denied their contribution to the advancement of their
society. One can argue that slavery did not only havegative impact on the
individuals that suffered these conditions, but also the countries where they were
taken from as they were left without a great amount of young and talented
individuals. Many colonists in the north thought about slavery as an anatogy
their own living conditions under the British, however, business owners from the
southern part of the country, thought of slavery as a vital part of their agricultural

economy.

On July 4, 1776, Thomas Jeffersoraathored and issued the Declaration of
LYRSLISYRSYOS> Ay 6KAOK Ad st a alAR GKIQ
endowed by their Creator with certain unalienable Rights, that among these are

[ ATSS [AO0SNI& FyR GKS LiMzNBRdZA G 2F | I LILAYS:
founded by tf ¢ KANIG SSyYy [/ 2f2yASa 2y LINAYOALX Sa

slavery still continued for the years ahead.

I FGSNI ' NI KIY [AyO2ftyQa 9YFIYyOALI GAZ2Y t N
Thirteenth Amendment to the United States Constitution, where shkauweas

officially abolished, Afro Americans did not feel as free people. By this time, too
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many families had been broken, too many African and African American slaves
murdered, and their memories of rape, punishment, humiliation, and
dehumanisation were toadeep to be forgotten, having a profound negative

impact on black psyche that lasted for the following century.

For decades, black families continued being segregated, which led to the American

Civil Rights movement (from the mid 1950s to the late 1960k)ch tried not to

only end racial segregation in most parts of America but also disenfranchisement.

People like Rosa Parks, who famously refused to give up her sit to a white person

on a bus, or Dr. Martin Luther King, who led large groups of undersepted

minorities for peaceful demonstrations (i.e., the Selma to Montgomery Marches),
KStLISR (G2 I OKAS@PS ONMHzOALFE NARIKGA F2N GKS
education, vote or public facilities. Communities living within redlining districts
andvictims of the Jim Crow Laws, which were designekktpracial segregation

legal in the southern parts of the US, also suffered the negative effects of
WAYTF2NXYIFEQ LREAOASEAY GKAOK gSNB Y2NB 27T

Civil Rights Movement

From the early 1960s some peaceful movements evolved into the Black Power
Movement, which encouraged black communities to build their own economies in
order to be independent from the white establishment. Building on the teachings
of black nationalistike Malcolm X, organized groups like the Black Panthers (also
known as the Black Panther Party for S3dffence) encouraged black communities

to be armed as they felt that police could not be trusted. Furthermore, many of
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their branches played a key roleroviding humanitarian action and essential
goods like food, clothes or books to communities that were experiencing the worst
side of capitalist America, however, the FBI (Federal Bureau of Investigation) and
the U.S. Government used all the power thatsnavailable to them to dismantle

the party.

In the past several decades, Afanericanactivists, artists and athletes have
played an important role in deconstructing negative ideas linked to the black
community. As in any other democratoountries, artists make use of their
freedom of speech as a fundamental part of their constitution. This freedom has
allowed them in the recent past to fight against injustice and oppression but also
to create real or imaginary scenarios to express tfeslings, ambitions or fears.

The historical events discussed in this chapter have indicated that gangsta rap has
been a contradictory music genre as it can be seen as both: a legitimate style that
provides the audience with a powerful combination of soamdl strong content
lyrics, or as a negative role model for young generations that may take part in
violent incidents as a result of its influence. This chapter analyses a number of
historical events suggesting that music and art are not the causes ehgebr

at least not the main ones.

Although there is a large volume of published studies describing the achievements
of the AfroAmerican community during the last century, very few studies have
examined if gangsta rap artists have felt their creative freedom decreased due to

the constant criticism from different sectors of the society.
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Chapter Oneseeks to address the following gstions:

- Are gangsta rap artists perceived as violent?

- Do gangsta rap artists enjoy from the same creative freedom that other white
cinemadirectors orartists do?

- Are social class and ethnicity playing a role in the perception of gangsta rap

artists?

Chapter Oneexplores the boundaries between gangsta rap and reality, creating
an understanding of why detractors think that gangsta rap should be banned from
the radio stations. At the same time, this text shows historical events that explain
and justify thecreation of gangsta lyrics, as well as the relationship between the
artists, their artwork and their political context. This research progitie reader

with objective facts about the music as well as the political and social context

where rap artists a framed.

Gangsta Rap Context

Gangsta rap is a product of American popular culture. It is a music genre that had
its origin in rap music. There is not much argument about the beginning of gangsta
rap, as both scholars and musicians agree that Philadehoid Los Angeles were

the cities where it was borfKelley, 1996)Schooly OIPSKg What Does it Mean

and Ice T O.Gwere the first two recogised gangsta rap songs. One of the driving

forces behind the creation of the first gangsta rap lyrics was the political repression
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and police brutality that black communities suffered during the last century as a
result of racist assumptionS§cholarssuchas Chaney believe thagven before rap
musico6 SAy3 | ofl Ol YIES gla aaz20Al SR
body of literature which suggests that Black males are viewed as the prototypical
ONX Y (2918, p.482)The second reason behind was the escalation of violence
and gang culture that flooded all the ghettos of the main deindustrialised
American cities with a special impact on l(Ramsey, 2004As we can see in Ice

T’s first songs, even his early gangsta rap lyrics athie@ame sort of pessimism

about his surrounding world:

When Iwrote about parties, someone always died

When | tried to write happy, yo, | knew | lied

'‘Cause, | lived a life of crime Why play ya blind?

A simple look and anyone with two cents would know I'm
A hardcore player from the streets

Rapping bout hardcore togs over hardcore drum beats

A little different than the average though

Jet you through the fast lane, drop ya on death row.

(Ilce T, 1991)

Gangsta rap was one of the consequences from the lo$actdries and jobs in
America and the reduction of public investment in the poorer areas, as previously
commented by Wilsot2012) and revisited by Massey
The number of people living in poverty areas rose by 40 percent in the five
largest U.S. cities between 1970 and 1980 (and) urban poverty was most
concentrated among AfricaAmericans and PuertBicans
(Massey, Gross and Shibuya, 1994, p.425)
The individual and capitalist American mindset saw its reflection in gangstasrap, a
it was heavily focused on wealth, fame and power. Kubrin labels gangsta rap as a

VAKAEAAGAO Yd&aA O adetsSs YR aKS tAylaA
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rights during thel1970s and1980s in major American citie@Kubrin, 2005a)
Furthermore, as America suffered an economic transformation duringl7®s

and the 1980s, communities continued to be segregdtand, because of these
actions, impoverished black communities dealt with a new level of drug trafficking,
prostitution and the gang culture that accompanidtsese kinds of activities
Managerial jobs during thel980s required a higher level of educati@nd
professionalization, and they excluded people from the poorer communities and
reduced the number of industrial job&elley, 1996) Once gain, the black
community was left behind the progress. Gangsta rappers like Ice Cube, Tupac or
Ice T grew up in this economic frame, which would explain the nihilism of their
lyrics. Furthermore, as poverty and crime increased, the number of convicts and
prisons went up, becoming one more element in the life of the blacklatido
communities. At some point, a wide part of America identified black urban youth
with gang affiliation and the police targeted Hip groups as if their music had

the same consguences as real criminal activiti€Shumejda, 2014)

In contemporary history, music has been a reflection of the lifestyle of many

people, especially those coming from the poorer communities. Music has been

very effective to express s@at problems but also to educate people from outside

Fo2dzi GKSANI Odzf GdzZNBd ' & wSAYSNI YSYGA2Yy SR>
OK | y a%é, p.943hat we are currently facing. Ultimately, the music industry
hasemployed many black musicians from the ghettos around the world, giving

them a platform to express their thoughts and act as a role model to the younger

generations. According to Rigf2010) rap music was received as hope by the
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younger black communities in New York, as it would give them a voice but also,
they could be part of a successful industry where they do not feel marginalized.
Rap music would let them demonstrate their value as individuals and, be
competitive in a capitalist society. Rap music has been used by black teenagers in
America to develop a pas/e identity that was constantly denied in other areas
(Watts, 1997, p.44)Rap music has provided us with a large amount of information
about the life of black American people. It has been a rgflacof their lifestyle

but, more importantly, the political view of the poorer communities. However, as
Ice T(McDaniels and Martin, 1993)xplains, som&émes their lyrics can be a
reflection of their reality but some others they can refer to fictibased stories.

In its early phase, rap music had a great influence from Jamaican ghetto culture
and gang culturgToop, 1984)especially in big cities such as New York, Los
Angeles and Atlanta. Gangs helped to define the fashion and the attitude of rap
ol yRa odzi |faz2 &Kl NBR & zhgpSarissFHiphok ®as NJ Wa G NX
born in the ghettos of New York and drugs, gangs and violence surrounded young

local artists, hence its influence on the creation of gangsta rap.

Gangsta rap is considered the most violent style within the-huip culture

(Hansen, 1995)Its violence includes misogynistic and homophobic lyrics, gang

culture and a nihilistic point of view of the ghetto life in America. Despite all these

factors, gangsta rap is the most successful subgenre in economic ¢elansen,

19950 ! & lj dz2 1 SR A Y2006aEdyd 002 statidEaiSyhnydiaK

rap, as well as the Blaxploitation movieg§ 3t 2 NAFASR o6t O01a Ia O

pushers, prost ( dzi S&a > | yKubrid ROO5hApPBEONEDLEN agrees with
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some other authors that criminals made gangsta rap in its origin, so ifigast
somehowtheseib A 2 ANI LIKA OF f dza S 2 F (20858, p.86R)NA Oa &
never suggests that gangsta rap creates vioéemowever it has an impact on the

identity of the artists as well as the listeners, helping to, somehow, accept violent
behaviour. It did not take a long time for young rap artists to identify an increasing

violent culture within the movement, thereforeome members of the community

tried to counter it. As an example, one of Hip2 LJIQA LIA2Y SSNARZ ! FNRAC
started the Zulu Nation, a community group with the aim to introduce a positive

and peaceful way to understand hipp (Lamotte, 2014, p.692)Today’s rap

music is fragmented to many different subgenres. As we can read in the

following lyrics, Waka Flocka Flame, an internationally rememlvgangsta rap

artist, created one of his most iconic singlétard in da Paintsinging about

violence, hypemmasculinity and the life of the ghettos in Atlanta. Despite the

abrupt lyrics and the roughness of the video, it generated more than 30 million

views on YouTube, which suggests that people from different backgrounds

anywhere in the world watch his videos and listen to his music.

| go hard in the motherfucking paint, nigga
Leave you stinking, nigga

What the fuck you thinking, nigga?

I'm gon' diefor this shit or what the fuck | say
Front yard, broad day with the SK

See Gucci, that's my motherfucking nigga

| hang in the 'Dale with them Hit Squad killers
Waka Flocka Flame, one hoeads nigga

Riding real slow, bending corners, my nigga.
(Waka Flocka Flame, 20)1
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During the early/mid 1980s, hipop was mainly listened to by Afdmerican

youth (Kuwahara, 1992) ater onduring the late 1980s and early 1990 genre
expanded to a large number of subgenres that included positive rap, rap funk, jazz,
etc. Data show§Samuels, 2004hat the number of white listeners increased over

the number of black listeners and gangsta rap became the bestselling subgenre
within hip-hop music. Having a wider market to sell records, gangsta rap was also

a popular mainstrearstyle, having its own Afrdmerican CEOs and its particular
fashion that included the display of jewellery, cars, expensive clothes, etc. Rose
(1991)understands that gangsta rap lost its violent meartm¢pecome a fashion

trend. It is worth mentioning that the first rap artists from the early 1980s did not
KFEgS LREAGAOIET fAY1la&aT AG o6Fa y204 dzyaa
0SOIFYS KAIKE&@ LRtAGAOI f(Zlmanh ét§8.y1998IpR)A O f
Research suggests that this transformation also had an influence on the way
gangsta rappers complained about the political situation in North America for the

black communityRose, 1991, p.276)

Rap artists from the slums of New York created not just the genre but also helped
G2 aSi GKS WIHdzikKSydAOAdeOd NMz Sa GKI
an artist would be judged not only for his music but also for his background and
honesty. As an examplthe Beastie Boywere a respected group of three white
rappers that were raised in different parts of New York by midailess families.
Although they knew the aims of New York very well, they never claimed to be

real gangsters nor to have struggled to survive in the childhood. Their honesty

made them succeed, as they were perceived as authértorlgman, 2013)In
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Ydza A O | dzi KSy G A OA GexondicytengeSo refer ® e sodiay | a2
aGFryRAY3I 2F GKS YdAAOAFIYy® LG A(Moodza SR (2
2002, p.211¥or composing the songs. The antithesis would be a rapper who lies

about his/her childhood and gang affiliation only to get recognition in the industry.
PAAY3I 0 WFEF1SQ NBLMziFGA2y OFy NMzAy GKS
immediately. It is important for gangsta rap consumers (majority teenagers) to

support artists who areognisant with their lifestyle. In that matter, as mentioned
LINS@A2dzate aoflOlySaa IyR [FGAy2ySaa | N
LJ2 @ S (Mddgnan, 2013, p.403Furthermore, Hodgman explaif2013, p.405)

how white rapper Eminem gained reputation using his real life experiences and

being from a poor area of Detroit with majority of AfreAmerican population.

These life experiences entitled Eminem to participate in the rap game as a Black

or Latino person.

Rap music commodified some aspects of the life of the black American people; in

other words, large record compaie 6 SNBX AYGSNBaGSR Ay aSftf
experience, and to do so, they required authenticity from their musicians.
Research suggests that black music educates white people in black tastbry

culture (Chuck, 1999)Researchers seem to agree that gangsta rap, among the

different rap subgenres, has been the most lucrative so far. According to Krims

(20000 RSTFAYAGAZ2Y 2F Il y3Fadl NIFLI W] WNBI f A
life in the ghetto from the perspective of a crimia@krims, 2000, p.7Q0)neaning

that the gangsta rapper has to be involved in the stories that he is rapping about

or he is firsthand witnessing the events in order to get recognition. There are
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some examples of rappers giving a description of violent situations that black

people can experience in the ghetto (e@ang Starg Hard to Earror Stop the

Violence Movement Self Destructiommong others), however, they cannot be
O2yaARSNBR 3IlFy3adlr NFYLLSNB a GKSe R2yQi
gain social statslas gang members. As we can read in the following lyrics, Kool

Moe Dee raps about the consequences of violence, giving a detailed description

of different scenarios where a black American person must deal with this type of
negativity. Furthermore, the ait encourages black people to remember what

they have been through to gain the freedom they have now and to use it on their

advantage:

Took a brother's life with a knife as his wife

Cried 'cause he died a trifling death

When he left his very lagtreath

Was "l slept so watch your step”

Back in the sixties our brothers and sisters were hanged
How could you gangang?

| never ever ran from the Ku Klux Klan

And | shouldn't have to run from a black man.

(Stop the Violence Movement, 1988)

According to Ramse{2004)the 1990s were a great decade for A#mnerican

people and this included basketball players, actors, eatadrs and musicians. As

an example, Michael Jordan signed his first commercial deal with Nike back in 1984

(which is still active), and according to the onlf@besnagazine, Michael Jordan

earnt $80 million in 2013 just in royaltiéBadenhausen, 2013 onsidering hip

K2LIQad O2YYSNDAFE &dz00Saazx GKS Y2NIf LI yA

fear from different sectors of the American society of the giiowand expansion

49



of a music that was originally linked to poor neighbourhoods and dislocated
communities and that is now mainstream and has access to radio stations and TV
channels) was a unique phenomenon. Although international companies provided
the clahes for rap artists and fans (e.g. Nike , Adidas, Tommy, Polo, etc.), the
public would perceive that people who dress according to this fashion were
RStAYljdzSyida |a aaySF{SNAR NS dzyRSNARG22R
teenagers, and street criiil f(Rose, 1991, p.277This negative perception of
black American youth is related to an excessive coverage of the crack cocaine
epidemic that was highly exposed in the media asablem that originated within

the black ghettos. According to Ro$&991) Young African Americans are
perceived as a danger by public institutions, including police and schools among
others. This percdpn can explain why some organizatior&uchas Parents’
Music Resource Center, Focus on the Family and the American Family Association
tried to censor in different ways gangsta rap artists and rap related events, where
a high number of Afrddmerican te@agers get together to express themselves
through music, graffiti and dan¢®ose, 1991)As some incidents during rap music
concerts were extremely publicized, insurance companies stopped providing their
services dr this type of events, and young black artists had very limited access to
booking venues during the late 198(Rose, 1991)The media did not inform
about the events from a neutral point of view as they focusedan negative
incidents(Ravo, 1987)One can argue that the main effect that this had was that

it encouraged rightving politicians to continue the criminalisation of gangsta

rappers and hood film actors, by pressuring record labetetse the distribution
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of certain albums or songs, as it was the case for Death Row,dopersind Time

Warner(Beaver, 2010, p.112)

Authenticity in gangsta rap is deemed as necessary as white and black fans were
looking for the real black experieng®uinn, 2000h) Police brutality and social
disparities are discussed in gangsta rap in a different way than in political rap. The
artists speak directly to the audience using the street language, but also, gangsta
rappers usually have an active role in the stories they tell. If Public Enemy asked
their listeners to fight for their rights and freedom, Geto Boys explained to their

listeners that they would do whatever it takes to preserve their pride and dignity:

Oh Mr. Officer, crooked officer, what's happenin?

You beat another black man's amsd now you're high cappin
Friend, do | have to move to River Oaks

And bleach my fuckin skin so | can look like these white folks?
Just to get some assistance

Because the brutality in my neighborhood is gettin persistent
Cause you wanna harass me

Yeah, andf | talk back you wanna bust my black ass, G

Just like Rodney King

.dzi AT 82dz GNB GKIFIG aKAOG 6AGK YSI AlQ
Try to pull me over on a dark road

But I'll be damned if | don't grab my nine and unload

Until every blue shirt turns red

You heard what | said

| want all you crooked motherfuckers dead

(Geto Boys, 1993)
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The dramatic content of their lyrics expressed the social tensions that black people

had to face in America, and also, the pressure that young black males suffered as

many of them were expected to behave according to the stredéts and social

codes of their neighbourhoods. Furthermore, gangsta rap was used to explore the
fAYAGA 2F GKS FTNBSR2Y 2F &LISSOK AY ! YSN&
(Mclver, 2012, p.17yapper Easy E stated that dag the creative process of their

early songs, they tried to be differebi using explicit language as a new way to

connect with the audience on the basis that many people speak in the same way

when they are in a relaxed environment.

Gang Cultureand Popular Music

Gang culture became one more part of the lifestyle in the poorer black American
neighbourhoods. As an example of its impact on rap music, the first time that
Chuck D and his group Public Enemy played in L.A in 1987 walseafgst time

that the venue hired security staff with metal detectors at the main entrance
(Chuck, 1999)Gang culture had an influence on gangsta rap and gangsta rap fed
back to gang culture. Scholars such as Chuck argue that young Americans would
adopt some aesthetics of Gangsta Rap lifestyle, as they would not take any
accountability for criminal actions that real criminals do, but at the same time,
young Americans cdwenefit from the rebelliousness and social reactions that this

aesthetic promote$1999) For the same reason, Chuck D stated in his biographical

Qi
(s}

book thatalthougha 3 y3adl NI LI A& | fSIAGAYIFGS

I & LIS O i amogt andsta mayspérs are not criminals in real (@aud, 1999,
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p.248) He also considers that whit@ungstersuse black music and gangsta rap

G2 fSIENYy |o2dzi ofl O]l LIS2L} Soot0jand & YSy .
according to Kuwaharl992) that during the late1980s and earlyl990s rap

music and gangsta rap whstened to by all American teenagers but slightly more

by black teenagers, however, black and white listeners would feel attracted to rap

music for the same reasons, e.g. attraction for danger, opulence, rebelliousness,

etc. (McDaniels and Martin, 1993t was also a common belief that gangsta rap
dK2dz R NBLEZ2NI NBIf S@Syda FyR GKIG GKS N
by backing his lyrics witleal facts. In some way, detractors thought that gangsta

rap was forcing teenagers to act violently in order to get access to this trend,

however, it has been shown that many successful artists were able to establish
themselves without the need for beingiminals. According to Righ2010)

commercial success WouR 6S ARSYGATASR a WNBIFfQ ¢
Furthermore, record labels and music television channels would help to create the
WNBIf 3Fy3adSNR AYF3IS FNRdzyR NI L) FNIAada
gangsta rap fansas suggested in Right(2010) publication, appreciate the

commercial success ohé gangsta rapper as a victory of his art over his

opponents.

2 KIG R2S8Sa AG YSFy G2 0SS | WNBFt 3Fy3adSNX
(Cutler, 2003; Wright, 2010)0 be true to yourself, meaning that you should only

respond to your own political ideas and ethics, even when it can be agamast t

law or the public opinion; to belong to a certain city, as big capitals tend to have

bigger neighbourhoods across the different economical levels and status; and last
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but not least, to have experienced criminal life as a criminal or as someone close
enough to be able to talk from a personal point of view. Gangsta rappers can
perform many roles, from a hustler to a killer (eQpssid L QY | ). Quitsd { t |
(2000b)sees the relation between gangsta rappers and pimps, not only because
of the imagery and opulence, but also for the philosophy behind. Gangsta rappers
have been acused for being sexist and objectifying won{&ubrin, 20053)but

after reading some lyrics (e.day Zc. A 3 t A YLIA Y Q) itGsSliggedndddh vy 3
that the rapperadmires the competitive mind of the pimp and how he can get
what he needs from anyone by being smart, and by working outside the law. The
philosophy behind the lyrics show that they learnt the rules of capitalism and took

it to the extreme, where there iso room for compassion or kindness.

I O0O2NRAY3I G2 (005N ayaung giditd rialdnily @ victim is

not an option and therefore any signs of dispect from others will be seen as a
weakness. This mindset has similarities with gangsta rap, where the rapper has to
be proactive, and use his lyrics to warn other people about the consequences of
dealing with him. For a similar reason, lyrics about wont&ve negative
connotations, as the rapper cannot afford to look weak in front of the audience,
even when it is about love. Gangsta rap has been widely criticized for its
misogynistic lyrics and the image they project about women. WsudbasBitchQ

and WhoreQare normally used to describe women so often, that even female

D\

gangsta rappers describe themselvestitche<and males a#iggash S®3I d ¢ NRA Y I Q

debut albumDa Baddest Bitgh

54



I'm representin’ for the bitches

All eyes on your riches

No time fa the little dicks

You see the bigger the dick

The bigger the bank, the bigger the Benz

The better the chance to get close to his rich friends

I'm going after the big man

My g-string make his dick stand.

(Trina, 2000)
As commented before, Krim&000) considered that gangsta rap has been
orchestrated by record companies in order to sell albums to teenagers. This
research considers this information to be incorrect for all cases, as many rappers
have witnessed and experienced violence and ultimately esqed it on their
lyrics. As an example, hippp mogu) Master R lost his younger brother Kevin
Miller as a result of gang violence. In an interview published on 28 February 2016,
(Vlad, 2016)Silkk the Shocker explains that th&d G K 2 F al a0SNJ t Qa
became part of their music during their beginnings. Furthermore, some
NE&SINOKSNAR O2YyaARSNBR GKFG NBO2NR O2YLJ
violent direction on their art, as this would ultimately benefit the sa(Bal,
1997) During the whole history of art, music and cinema, the clientele has had an
impact on the artwork and the art direction. However, rap music in general seems
to be always more vulnerable, as it can easily be underchimethe people who
support it as well as the people and institutions that fight against it. As an example,
some rapperssuchas Tech N9ne, have been criticized for losing their links with

the ghetto. Tech N9ne commented in an intervi¢@arke, 2018)hat he used

some collaborations with differerfro-American artists to be able to reconnect
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with the black audience. Tech N9ne also commented that his connection with

white metal artists, separated him from the black urban youth.

As mentioned by Asterson(2013)and Kubrin(2005a) young black people within

the poorer communities will gain street reputation by breaking social rules.
According to previous research, the use of violence and illegal activities can
improve the social status of an individual, which can be translated wepand

opportunities. Living in a context where the police and law enforcement are not

(@p))

aSSy a adzZlRNIAGS aGKS 3Jdzy 6S02YSa
R A a LJ@bSE 2005a, p.362Yhe gangsta rapper, who can be either a person
who has experienced the ghetto experien@ someone who has studied the
AKSGG2 ftAFTSI 1y264a adi KtBemhitide Sidsic Bdostryl K S
As an example, a gangsta rapper would publish images or videos of him acting
violently in order to get this social status. There are hundreds of videos and press
articles about theBeef({understood as a personal confrontation between two or
more individuds) of rappers and gangs. Furthermore, new technology and social
media is giving tools to gangsta rappers to communicate between them. As an
example, there is a video published in Instagram &mel Daily Mailvhere rapper
Soulja Boycalls Chris Brown fa boxing figh{Mail Online, 2017)The two artists
never fought together, but there was a long process of videos and publications

where the two artists tried to demonstrate the#treet wisdontin front of their

audience.
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Springhall(1998) analyses different gangsta rap artists including Tupac Shakur,
and says that their audience was mainly composed ofemgienagers who had
never experienced the blagihetto life or black teenagers motivated by anger and
rebelliousness. As mentioned in this research, record labels and consequently
marketing campaigns had a massive influemce the perception of hip hop
culture. As an example, Springhall criticised both: first the rappers for the content
of their lyrics and second the government for not helping in a positive way as
Censorship of gangsta rap could not begin to solve the problems of poor
black youth but diverted the attention away from more substantive threats
posed to women and blacks by a Republidaminated Congress.
(Springhall, 1998, p.151)
As will be expanded later on, research suggests that white politicians complained

against gangsta rap once it reachwhite neighbourhoods and white teenagers

started to listen to it.

The 1990s were the years when #ipp became really popular, and according to

D dzii K N& S O(A004)Bhad3ts pxaSeiice across the media, including TV, radio,
YFEALTAYST FrakKAaz2ysSs FAfYI Sidopclutireigl & a2
notfouy R AG&a 0aSyOS YIeé& |faz2 o3%RauegfRSNREG 22
2004, p.164) Hiphop was one more element to the education of millions of
teenagers across the world, and according to Tricia Rt@®4) it was used to

create an alternative identityOne can argue that this was a typical demand in
Postmodern society because identity is now felt to be mutable and something that

one can form rather than something that is intrinsic. Corpiorad then use this all

GKS GAYS (G2 YI1S SEGNI Yz2ySe a GkSe OFy
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and therefore benefit from multiple markets E.@ottdiener, 2019, p.13@ig
corporations like Nike and Adidas benefited directly from thehop culture by
making the stereotype of what a black male should look like. For the same reason,
HolywodR YR GKS OAYSYlF AYyRdzaGONE | OOS LI
(Watkins, 1998, p.172painly because they would be able to sell cineickets

to teenagers. Some of these films were a simple glorification of violence; some

others were a political reflection of their identity.

The postindustrial decline of the United States had a negative impact on the life
of millions of people, espedlly in the urban areas which were highly populated

by black people. However, if gangsta rap was born as a response to that society,
not long after, it would be affiliated witRorporate Americ@and it would share

the same values of greed, wealth, powetg. Hood Films have also contributed to

the creation of a black male that is real only if it responds to this stereotype. As
these movies were sold as an authentic black experience, Ra{28@4)explains

how Hood film directors used characters that usually were hostile to women and
this would affect the education of teagers who believed that these films
represented the ideal of blackness. Ramsey made some exceptions, for example
with Spike Lee, who was able to use rap music in his films as well as-géettic

characters and his stories had an intellectual messagsfés.

Hip hop has been represented since its origin mainly by black male rappers who
adopted some aspects of the poorest American ghettos in their art and music.

I O0O2NRAY3I (2 | FRBYwhehm@ tryNdS ideStify NUDefoper as

58

S

R



authentic, we will be questioning his/her race as well as class. Furthermore,
Hodgman(2013)suggests that class is gaining importance over race white
rapper can potentially gain the respect of the audience by claiming a poor social
class background or being real to his/her social and economic background. If class
is important for the audience, this investigation suggests that -Afngerican
people are more likely to be perceived as poor for the wider audience. For this
reason, more AfréAmerican gangsta rappers have gained recognition over white
rappers. Many white rappers use their background to take part in the rap scene.
Paul Wall, a respectkeartist from Texas, was able to do multiple collaborations
with other famous rappers as he was considered authentic. In the following lyrics,

we can appreciate his links with the lower American working class:

In my life, | went from a straw hat to a craw

| been through a few up's, and a whole lot of downs

| take the good with the bad, however the ball bounce

And lately, I've been walking on dangerous ground

It feels like my own partnas, don't want me around.

(Paul Wall, 2004)
If we look at the American history and analyse the available census data, black
people have always been in clear disadvantage compared to other ethnicities
(Watkins, 198). In relative terms, there is a higher percentage of Adraerican
people sent to prison than white people. Moreover, unemployment affects
intensively this American minority forcing them to live in the poorest
neighbourhoods of the country and beingcgally more vulnerable than their

white neighbours. This is the social background where many gangsta rap artists

come from, with generations that have been nothing but victims of drug dealers,
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pimps and political repression. Pdstustrial America reinvged their own
capitalist rulesand with the migration of factories and loss of less skilled jobs,
neighbourhoods were racially segregated, making very difficult for black
minorities to access to legitimate jobs, good quality schools, etc. The way the
housing market, economy and resources were managed in America during the
1970s can be interpreted as a type of favouritism for white people as they were
the less affected by the deindustrialised economy, having access to more high
management roles, better h@es, etc.(Holloway and Wyly, 2001 ompton,
Bronx and the Calliope Projects were the ashes of a deindustrialized America and
also the place of birth of a few of the most successful rappers andupsrd such

as Dr. Dre, Fat Joe and Master P. As Black people and Latino populated the parts
of America with fewer jobs and opportunities, they also became a target for large
capitalist corporationgWatkins, 1998)nterested in selling overpriced goods as
cars, sports clothing, jewellery, etc. Growing up within this culture explains the
aesthetics of gangsta rap music videos. If jobs were taken away, these
communitieskept the creative freedom as a skill, and many of them used it to turn

it into profit (Ross and Rose, 1994)

Is gangsta rap responsible for the negatigerception of the black American
IKSGd2aK | 002 NRA Y 20a92im Créw [ava weyer@ateNFod S | NI K
just to segregate people in America but also, to lynch and create a negative view

of Afro-Americans. Heaggans ridicules -higp comparing it to the old minstrel

shows, where black people were treated as lower class human beings. Although

hip-hop has had a positive impact on the Afknerican artist community, it has
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also given them a platfon to advertise their skills, leading to many rap artists to
continue their careers in cinema and television. The public frequently feel a
conflict when listening to rap music, as derogatory lyrics against women are used
to make a rap song, however, researsuggestgKrims, 2000jhat a number of
record labels have asked rap artists to continue with the use of this type of lyrics
in order to increase the selling. There is also a tensiohenway that rap artists

are allowed to use certain words to describe their black peers, but white people
are not allowed to use them. Some authgkseaggans, 2009)escribe the use of
these words as a selfatred tendency that gangsta rap is somehow supporting.
However, some politicians and educators see the potential of rap music to impact
positively on youth experience, and research suggests that even nihilistic lyrics can
have a positive impact on the yoan LJS 2 LJpefcOpdion andl btffers. Is it fair

to expect guidance from rap artists? According to Heag{20@9)we should only
expect entertainment. Although most retractors do not agree with cesisip in
YdzaA O3> a2YS 2F OGUKSY g2dZ R ftA1S G2 OKIy3aS
G2NR® LT a2 KI (hogvitleas id whét thayyare Sukijé&t tabkdoining

2 Nk I YR A(Meaggansd, ROOH p.2Z)en we are excluding other factors of

the society as parent guidance, school education, from being influential.
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Social and Political Impact of Gangsta Rap

As gangsta rap used violent and derogatory lyrics against police, women and
minorities, it had its detractors. Reverend Calvin Butts and Delores Tucker
condemned the message of gangsta rap lyrics in multiple debates with politicians
and artists. Chuck D gonented that the main difference between Calvin Butts
and Delores Tucker and other white politicians was that the first ones were trying
to protect the black community attacking in many occasions the white executive
ruling record companies who benefitedectly from the movemen(Chuck, 1999,
p.252) On the other hand, Calvin Butts and Delores Tucker have suggested that
hip-hop had a positivempact when joining the community and providing the
youth with intellectual tools to express their thoughts, feelings, etc. However,
authors such as Baker believg1995, p.673)that even when Tucker showed
support for hip hop music, she did not fully understand its implications in-Afro

American society.

When Ice Cube, one of the gangsta rap originators, talks about his beginning as a
musician, he expressed not only the importance of N.W.A for popular music but
also the social impact that their music has had in AmefMalver, 2012)by
bringing awareness agnst racism and police discrimination towards black and
poor people. It is especially relevant for the topic of this research, to analyse the
police reaction when the group launched the singleck tha PoliceAs rap music

was also a fashion trend, younmeople started to listen to N.W.A across the

country, and their lyrics were used to make merchandising, graffiti, etc. Ice Cube
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explains in his biography that the police and the F.B.I reacted to this situation by
denying security for N.W.A concerts and rolag the group for encouraging
people to act violently and disrespectfully against th@vclver, 2012, p.52)It

was believed that the overreaction of the police against the group was an

anticipation for potential riots or viole protests against them. Los Angeles and

South Central were, during a few decades, a place with tensions between the black

and Latino communities and the police. Ice Cube later explained that this
censorship was the precedent of later riots. The mostrisgeevent occurred four

years after the release of the singkeick tha Policen 1992, when the LA Police

beat Rodney King after a car chase incident. This event reflected a clear social

problem followed by other cases such as.Sithpson trial and otheracross the

nation:

Fuck the police! Comin' straight from the underground

l @2dzy3a yA33alF 3F24 Ad o6FR WOl dzaS LUY ol

And not the other color, so police think
They have the authority to kill a minority

CdzO1 UGKIFG aKAdGTE WwWOlFdzaS L IAydd GKS

For a punk mothducker with a badge and a gun.

(N.W.A, 1988)
The F.B.I serd letter to the group N.W.A demanding a change in their message
towards the police and asked them to stop promoting and performing the song
Fuck tha PoliceNe can say that the police actions empowered the group as they
gained credibility from the audiencéce Cube justified the lyrics and the message
0SKAYR da WySOSaalNRQ (2 NBTFt S@adlveld KS

2012, p.53)Cube said that part of the audience did not feel comfortable with their
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lyrics beause they talk about things that American people do not normally suffer;
these can be poverty, police brutality, gang violence, prostitution, etc. For Cube,
these experiences are part of the life within the American ghettos. Ice Cube

expressed in his biogphy, that they (N.W.A), decided to avoid big record labels

Fa G0KS@& O2dZ R LRISYydAlLftfte OSyaz2NJ 0KSANI f

main condition of the group when making music. Some groups from the east, for
example KR®ne or Public Enemglecided to be proactive against the violence in

the ghetto. N.W.A decided to do the opposite: they made songs and music videos
where they glorified gang violence and culture and inspiring a whole generation

of artists to follow their steps. Another relevatopic of discussion for this thesis

Ad GKS dzaS 2F (KS g2NR Wy A DddrdDidtiodaly S & 2 NR

A

(2010, p.1199)KI- & o06SSy dzASR Fa dal O2y(SYLI dz2 dza

a1 A Y Y SRmdalg saEnéthing completely different for N.W.A. For them, this
word formed part of the vocabulary of their neighbourhoods and it helped to
develop positive relabnships. For that reason, they decided to disregard the
censorship that this word has in America and use it in their music by and within

the black community only.

Ydzo NAY dzy RSNBGFYyR&a GKIF G OKSstrotbrazaria 2 F
& A (0 dzI (20032aypl361Poverty and its negative impact on the everyday of the
poorer American people is the main cause of violence accotdingsearch. The

poorer the population is in one area, the more isolated they are from the
$hainstreanfareas of the cities, and isolation creates nothing but more inequality.

This isolation is the fuel foButlawswho created their own rules and culture
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according to their values. In poor areas, the job offers tend to relate to- non

legitimate businessesna the vision from the neighbours towards the police and
LR2fEAGAOAlIYya OFry 0SS yS3araraogsSte | FFSOGSR®
GwSaARSyGta 2F RAalFIR@GIYyGFr3ISR o6t Ol O02YYdzy
L2 f A OS L@0OR5a,p.862)hoeler, a long history of disputes and tensions

with the police, does not encourage people to rely on them. Gangsta rap as well

as hood filmstell black and.atino viewers not to trust the police, and it delivers

a nihilistic message, which says that society is not fair for young black people. As
mentioned before, gangsta rap can be just a glorification of violence, but it can

also be a reflectin of the capitalist society where the artists grew up.
Furthermore, gangsta rap helps to understand violence and its consequences. The
proactive approach that gangsta rap uses to identify possible solutions for
situations, helps us to understand or anaybe way we feel in respect to many

aspects of lifeAlthough many of us think we prefer to read and watch positive

news, Trussler and Sorok&014)concluded afte an empirical experiment that we

FSSt FOGGNIOGSR G2 O0FR ySgaT WLYRADARIZ f &
TN YSas S@OSy 6KSy 2 G(R&ddr antBolokay2014,1p))S | G A
CKAa atdzReé fAyla dzJ gAGK GKS yS3IlLGAGAGER
principle, which we call negativity bias, is that in most situations, negative events

are more salient, ptent, dominant in combinations, and generally efficacious than

L2 & A G A @ $Rozth @sdyRbyzrde@, 2001, p.200Cpnsidering that weise

negative events as a learning resource, young people use the negativity from rap

lyrics to understand their reality, even when positive events happen around them.

1d ¢S GSYR (2 3IAOS Y2NB AYLRNIFyOS (2 Wo
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with someone that has gone through a difficult situation. This theory explains why
teenagers use gangsta rap as an educational tool. On the other hand, parents are
also more aware of this form of negativity as it poses a danger to more standard

family values.

Popular music has been the focus of interest for many politicians and members of
GKS O2YYdzyAGe & | NBadzZ ( ege8)d fotkand{ LINA y 3 F
roll, gospel and rhythm and blues suffered different levels of censorship, one of
the most intense campaigns against gangsta rap happened in 1995. U.S Senator
Bob Dole, did not approve the message of the [E380s ealy 1990s gangsta rap
artists for their misogynistic and violent lyrics. As commentedonth, Popular
Culture and Moral Panicgiangsta rap groups gained recognition and became a
big player in the rap industry. This growth attracted the attention of thedia as

well as politicians as it was not a music style for the American ghettos but from
the ghettos to the rest of AmericéSprindpall, 1998)similarly to the Trickle Up
theory (McRobbie, 1992where an upper class is influenced by a product

originated by a lower class.

Regarding the violent lyrics, SpringHa®98)believes that some kind of extreme
violent lyrics should be condemned; howeyé&enator Dole as well as other
members of the black community did not condemn the lyrics against gay people
for example. This denotes that some of them tried to use the gangsta rap debate
to make political gains, which did not contribute to a fairer stciln a debate

between gangsta rapper Ice T and Reverend Butts in thell@88s, Reverend
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positive approach, nevertheless lce BWWRSNBR AT . dziidQa O2y OSNY
he weas using it to make a political campai@vicDaniels and Martin, 1993puring

the interview mentioned before, Ice T commented that he plays different
characters when making music as well as acting, but he received most of the
criticism towards his music. As an example, the media or American politicians did

not try to censorTrespas$1992) a movie directed by Walter Hill in which Ice T

plays the role of King James, the head of a gang that kills and extort enemies. The

movie, directed by a white artist, was seen as a fictional story and it was not

treated as a menace to young people. On tlieer hand, when Ice T released the

song Cop Kille1992) which was based in a fictional character (as well as the

movie), it was massively repudiated by the American society. It indicates that the

origin of the artist did influence the perception of the public.

COP KILLER, better you than me

COP KILLER, fuck police brutality!

COP KILLER, I know your family's grievin' ... FUCK 'EM!
COP KILLER, but tonight we get even.

(Body Count (1992)

Hansen(1995) contrasted a few different experiments where young white and
Afro-American teenagers were exposed to violent music videos in order to see the
behavioural effects of gangsta rap on them. Hanasad gangsta rap music for

the experiment as lyrics often show antisocial, violent and sexist content to
determine if it is true that the music can affect the behaviour of American
G§SSYylF3aISNA® CANIKSNX¥Y2NBZ |a 3Jly3ayl NF L

parents, politicians and different members of the commun(iyansen, 1995,
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p.43) it was the perfect challenge to either reassure or dismiss the bold
statements they made. Hansen suggeét995, p.48)that gangsta rap music
videos can help white teenagers to sympathize with Afroerican culture and at
the same time, it can take time away from more extremist white supremacist
ideologies. In addition, Zillman et al. commented on one of the experiments that
he conducted, where white and Affdmerican teenagers that watched a
collection of gangsta rap music videos were interviewed altoatsubject area,

ddz3aSadAy3a GKI G 3y 3 aAnericaNyouth andkpoténtiaffyz S F F S (

(s}

O2dzft R 0SS O0SYSFAOAIET F2NJLINBY2GAyYy3 | GGAGdz

(Hansen, 1995, p.48)

Members from the mainstream media as well as Afrmerican community
considered gangsta rap asnegative form of music. Although there are some
indications that gangsta rap was one of the most popular music genres for young
Afro-Americans within the poorer communities, there ig eaough evidence that

this music has influenced people to commitrame. Hansen argues in her paper
(1995)the case of the North Carolrhousing project shooting, where a firearm
used to kill a police officer had the letters N.W.A written (Niggas With Attitude) on
the side. This unfortunate event triggered one more time the debate about the
freedom of speeclin music and art. This research focuses on gangsta rap and the
social pressure that some artists suffered to restrict the thematic of their songs.
However, it is worth mentioning that research suggdstansen, 1995, p.4%5hat

other music genressuchas rock, suffered the same type of politicaldasocial

pressure for different reasons.
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corporations to generate profit, however, gangsta rap was not the first black

American art to be exploiteqWatkins, 1998)for example,R&B and soul. The

industry will always try to sell a product that is easy to consume and that can

satisfy the needs of the target. This is the perception of many black asttiist

consider gangsta rap music as a negative music genre that diminishesudtack

andONBI GSa | yS3IrdAgS @GAS¢ 2F Aud LG Aa
American record companies are white and male. Gangsta rap artopign

general have beedescribed sometimes as a movement, but movements normally

have political aimgWatkins, 1998and rap music is more about the individual. If

gangsta rap has an ecomic or ideological philosophy it would be a capitalist one,

as itis the system that provides them with wealth when they succeed, but it is also

the system that oppresses them when they come from the ghettos of America.
Furthermore, previous investigatisn suggested that some businesses took

advantage of the criminalization of black communities in different ways, from the
entertainment industry (including cinema and music) and the real estate industry,

with the creation of prisons and security companiescdrding to The National

Association for the Advancement of Coloured Peppild 2 Rl € 3 G KS | yAUSRK
YF1Sa dzLJ Fo2dzi p» 2F (GKS $2NI RQa LJ2 LJdz |
LINKARE2YSNEBE YR a! TNRAOIY ' YSNAOIFYyA | NB Ay
of ¢ KNAACR,®815As an example of life in prison and gangsta rap, the

famous rap duo Capone and Noreaga met in prison during the 1990s and their first
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album was partially recorded with one of them (Caposid) serving his sentence

(Reeves, 207). Their lyrics were a clear reflection of their lifestyle:

I'm outside on the streets, just holdin it down

(I'm in jail pumpin iron son, and readin books)

I'm in the studio, droppin sixteen's wit hooks

(I'min the yard in the cypha, just smokin stycks)

I'm in Queens Coliseum, just coppin new kicks

(I hit the law library, hope to come home soon)

| just finished up the album, fin' ta drop in June

(Yeah, yeah, yeah)

(CaponeN-Noreaga, 2000)
The 1980s and 1990s were two important decades for urban culture, having a
positive impact in rock and rap music with dedicated channels as MTV, but also
there was an excessive media coverage about-Afrerican crime that damaged
the perception of black youth in America. The crack cocaine prolWatkins,
1998)was seenasan Ao YSNRA OF yaAQ FldzZ & yR GKAA LISNJ
other art forms. Hip hop and gangsta rap were not, at least initially, a movement
as it did not represent aatlective but individuals. When gangsta rap became
identifiable, it was able to succeed in the industry. Adimerican people have
suffered from the same issues for decades, but after the 1980s the media gave
them a voice. For many lower class teenagerd young adults, gangsta rap was
the best way to communicate with the rest of the nation. Moreover, research
suggests that popular music and black cinema (between other disciplines) helped
to create understanding between cultures in America and it dimirdstaecism

(Watkins, 1998)Professional Afréd\merican athletes and artists have been role

models for many American teenagers across the nation, so at this early gtage,

70



become a powerful tool against preconceived ideas about black people, urban

myths, etc. along with musicians.

From the late 1980gjangsta rap had a similar version in cinema; this genre was

soOlf f SR WK22RQ FAfYao ¢/edity-ldaeyaMbtold | a LI N
stories about gang violence, police corruption and offered a nihilistic view of the

life in the ghetto. Hood movies, as gangsta rap, suffered from some creative
repression during the 1980s and 1990s. Hollywood producers thoughtithena

films about the Afrd YSNRA OF'y adGNHZA3IES O2dzxZ R LR ISYGAl
for the white audiencgWatkins, 1998)However, black cinemdirectors had to

develop some strategies to see their films released. As an example, some drama

movies (as most of these films contained dramatic stories) were tagged as
comedies, and some directors as Spike Lee refused to shopyatthe movie to

the producers until it was finished. A film that was particularly relevant for-Afro

American cinema (and for American cinema in general) B@she Right Thing

(1989a) Paramount Pictures was too afraid about the possible consequences of

the movie as it could potentially incite black people to riot. Research sugfgest,

1989b)that a part of AfreAmerican artists felt tat the American rightving was

using the media to justify the censorship of black artists vilifjtegn.

Hood films likeDo the Right ThinfLee, 19893) 2 8 I Wy (Bingléod, 1992 2 R
andNew Jack CitfPeebles, 199Wyere very popular during the ®s with a high
demand from people who were already listening to gangsta rap. Although the

revenue generated was significant, the criticism was high. This research finds that
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part of the audience that consumes these type of films, also listen to gangsta ra
and hip hop music in general, however, there is no evidence that youth watching
these movies would commit a crime or become more violent influenced by the

images or narratives showitansen, 1995, p.48)

Gangsta rap music and Riwp music in general never had an easy access to the
industry. Oneof the more relevant cases was the censorship that rap music
suffered by he Music Television Chann®ITV decided to not include rap music
artists for two reasons: firstly, they did not want to lose the rock audieace
secondly according to Watking1998) they did not want to include noewhite
musicians. It was not in their plans to include groups like N.W.A, Ice T or Public
Enemy on their daily playlistdlthough some rap music groups gained importance

in the music industry in terms of commercial success, MTV opted for primary white
rock groups and excluded black groups with the excuse that they would not match
0KS 02y a dAanatkids,A998) Afteria $ime, rap music became a giant in
the industry, especially for white Americgauthwho wanted to learn more about

the American ghetto culture and the lower clasxiety, so MTV started to include

rap groups as they were sharing the same target. It is also believed that, apart
from the commercial success of gangsta rap, the decision to include black artists
in MTV was also influenced by the popularity of some #fneerican artists in
popular culture(Watkins, 1998p ¢ KS FANERG NI LI GARS2 Ay Of dz

was the singldkapture(1980)by the white pop artist Blondie.
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Many white and AfreAmerican educators and politicians understood gangsta rap
as a lack of moral values from the perspectitéhe artists and they attacked it to
protect the HuthentiAmerican ethics. They were never interested in the voices
of the young male artists who represented the historical moment that the people
from the ghettos were livingWatkins, 1998) Although the music was directly
inspired by everyday events of the segregated and deindustrialised American
ghettos, gangsta rap artists were criticised for their negative influence over
teenagers, women, etc. Gangsta rap music was ntloa@ just lyrics about the

rage and the struggle of young Affomericans. Its sound, which was different to
other related genres (e.g. Soul, Funk and Jazz), represented the conversion to
electronic music and its presence annoyed more conservative pardrasagre

not used to their approach. As an example of the huge influence that gangsta rap
had on the music industry, the first N.W.A alb&fi4Zaggir(Niggaz4Lifef1991)

was the number one allm inrecord chart ranking magazine listirgjllboard 200
during the second week of its deb(Brow, 2016)It is believed that young &tk
teenagers who lived in dislocated areas would use gangsta rap as a way to have a
job and also to obtain social and economic recognition. However, Watka$8)
believed that politicians looking for an easy target to boost their careers would

pick on these artists as they were less likely to obtain protection and legal advice.

In the academic area, there are some scholars partially opposed to the freedom of
speech in gangsta rap ,oat least, they do not see any benefits of this type of
music. One of its detractors is Heaggans who attackéidypand gangsta rap for

failing to do what he expects from them: to contribute to a social and political
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movement tha works on behalf of the Afrdmerican societf2009) Heaggans

also sees a relation between Himp music videos and old racist American
minstrel entertainment in which white actors covered their facgith black paint

to play different AfreAmerican stereotypes. Although it is true that gangsta rap
music videos use constantly images of women and men in a sexual, consumerist
or violent context, it is understood by its detractors that they (gangsta esgp

only show the negative side of Aflamerican people and it is detrimental to the
perception of them as a community. Another common aspect amongst rap music
RSGNI OG2NR Aa (GKS oflYS FT2NJe2dzy3a LIS2 LI S¢
will imitate the gangsta rapper attitudes from the videos and that they can take it
to real life not realizing the damage it can produce. Detractors often avoid
comparing this music to cinema industry and other art forms as gangsta rap is seen
as reality(Heaggans, 2009)or the same reason, female rappers are sulject
criticism from both sides (Aferdmerican community and white conservatives)

when they rap about their lifestyle and sexual life:

| used to be scaredfaohe dick, now I throw lips to the shit
Handle it like a real bitch

Heather Hunter, Janet Jacme

Take it in the butt, yah, yazz wha

| got land in Switzerland, even got sand in the Marylands
Bahamas in the spring, baby, it's a-Bigmma thing

Can't tell bythe diamonds in my rings

That's how many times | wanna cum, twestye

And another one, and another one, and another one.

(Lil Kim, 1996)

hyS 2% GKS froSfta dzaSR o6& | SF33Frya G2 OF
hip-hop, as if there were another conscious or political-hgp that works on
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behalf of the AfreAmerican community(2009) His speech shows some
contradictions, as he believes that 1990s rappers do not realize the advantages
they have in society and therefore they should be grateful for what they have.
Heaggans does not approve of fiipp when it is about the personal achevents

of the gangsta rapper. Furthermore, several detractors agree that young people
should make profit using their intellectual skills, however they see as almost as
Wegalihe way some gangsta rappers achieved wealth by being creative and using
their position within the music industry. Moreover, detractors consider that
gangsta rap artists do not need the use of intellectual skills to construct their lyrics,
dismissing the complexity of the music, direction of the music videos and the
audience tastgHeaggans, 2009) Another contradiction thatvas found within

some detractor§speeches is that they blame gangsta rappers for not giviHeaf)
description of what being black means or how living in thieo/American
community looks like, however, they would ignore two fundamental factors: the
creative freedom of the artists to represent imaginary or real scenarios and the
experience of some gangsta rappers expressed through their lyrics in first person.
Furthermore, detractors understand that the commercialisation of-hgp music
disrupted their social consciousnessid white managers from record companies
would push artists to stop talking about social equality and similar things in their

lyrics.

If gangsta rap is changing somehow the perception of blackness, it is because of
the audience not considering that the artists are creating a fictional space for the
f @NAOad wl LILISNAE | NBdzLIENBIAK/SA N2t & NF2Q & NBa dzii
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not know how the rapper behaves during their private life. As previously
mentioned in this text, rappers are generally treated differently than cinema
directors. Although it has been suggested that record companies are pushing rap
artists to look more violent itheir lyrics and performance, we have to consider
that many of them are just using this style and sound as a concept to engage with
0KS f AadulSy-Sdpkrdsts naylbg achieiing lwealth but not using their
influence to wield political power for afl f | @Glg¢aggans, 2009, p.33Vhen a
person coming from a minority or a poor backgrousdcceeds(e.g. artists,
athletes, entertainers among others), it is socially expecteat there will be a
payback to the community. Sometimes this payback can be in form of cash, social
or political actions. Some politicians as well as some educators would like gangsta
rappers to change their lyrics or the concept of their music to conteilia their
community. One of the bases of music and art in general is the freedom of the
artist to be true to their artistic concepts. Traditionally speaking, we cannot expect
from an artist to change the direction of his/her artwork after the succesheaif
previous art, as it would damage the relationship between the artists and the
audience. If political himop has been criticized for creating tension between
different sections of the societfHeaggans, 2009, p.3dangsta rap has been also
used by people interested in climbing the political staircase. Gangsta rap artists
often blame parents for allowinghildrento purchase their albums as it is not
allowed the sale of thee albums to minors in the U.S. For some authors
(Heaggans, 2009, p.3G¢enagers just accept gangsta rap videos as a reality and
act according to what was represented on thetwaork, however, research

suggests that people even at a young age, can differentiate between what is real
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and what is a representation for artistic purposes, and that other factors such as
drug use, family issues and mental health problems, can be mariside than
music for children and teenagers to act violently:
Children who are already at risk for suicide or violence may increase their
risk by heavy use of music extolling those themes. However, for children
without pre-existing risk factors, or forhbse who have a number of
protective factors, music with themes of suicide or violence is likely to have
little short-term effect.
(Roberts, Christenson and Gia, 2003, p.16Q)
To conclude, the current chapter found that the creation of gangsta rap was linked
to its political and social context. Furthermore, the posiustrial decline of the
Unite States had a negative impact on urban areas, especiakg thopulated by
minorities. Black people have been in clear disadvantage compared to other
ethnicities. It can thus be suggested that Akmerican youth started using this
music during the 1980s as a tool to demonstrate their valuediwiduals, as it
helped them to create an identity. Rap music was sometimes a reflection of their

reality and personal circumstancdsut for someothers, it was just completely

fictional.

Gangsta rap music is considered the most violent style witienhip-hop genre,

however, it is also the most successful in economic terms. For that reason,
international record labels were interested in commodifying certain aspects of the

Afrol YSNAOLY fAFTSP® CAINIKSNX¥2NB>X (GKS wmdopyna
Afro-American celebrities (athletes, entertainers, artists, etc.), however, one of

the issues that emerges from these findings is that the black community suffered
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from an excessive media coverage of the crack cocaine problem, having a negative

impact in theperception of the whole black American youth.

The current study, also based on previous reseafobnd that gangsta rap
exposes the reality that young people experience in the American ghettos, where
being a victim is not an option for a teenageho wishes to be integrated with
his/her peers, therefore ghetto teenagers can obtain social recognition by
breaking social rules. At some point in {mipp history, race became something
less important than class, so white rappers were also perceived as awdlifehty

are honest with their background and context. Hipp can diminish racism and
help to deconstruct preconceived ideas about black people. On the other hand,
some scholars blame gangsta rap for creating a negative perception of the black
community.The subgenre has its pros and cons as people can see as negative the
use of derogatory and misogynistic lyribsit at the same time, it provides young
people with intellectual tools to express themselves. Furthermore, Ice Cube and
other gangsta rappershink that their music helped them to show some of their

community problems such as racial discrimination and police brutality.

After analysing gangsta rap and its background and historical context, no direct
evidence was found on the association betwegangsta rap and youth violence,
however, in some occasions rigiing politicians and some conservative
members of the communitypressurserap artists to censor the content of their
lyrics, making more difficult for gangsta rap artists to represent oeanaginary

scenarios as they will be judged. Therefore, when an-Afreerican artist reaches
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fame, it is expected that there will be some sort of payback to the community,

which might include acting as a role model for the younger generations. Empirical
research suggests that rap music videos do not make white or black people more
A2t Sylio® h@SNIffx GKSasS NBadzZ G6a Ay RAOIGS
& 0 NHzO G dzNJ f  I(KyidRin, 2085a,dzI361L)He yhbst @bvious finding to

emerge from this chapter is that music and art do not have the same level of

impact of isolation and social exclusion.

More research is needed to detmine if gangsta rap artists find themselves

limited when creating rap lyrics and music videos, as previous historical events

show the possible negative impact that it may have had on their careers and lives.
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Chapter TwoGangsta Rapan AutoethnographicAccount

The aim of this chapter is to demonstrate that the secidtural context has a
great impact on the decision making of young people in terms of leisure time,
hobbies, tastes and interests as well as socialNiignerous papergArnett, 1991;
Zillmann et al., 1995; Laiho, 2004ave investigated the relationships between
urban music (as well as TV, heavy metal and other genres) and young people from
different perspectives. The categorical bold conclusions of sonperpaoften
suggest that there is important information missing. The missing information can
0S NBfFGISR (G2 GUKS AYRAQGARdAzZ ft Qa tAQAyYy3
tendencies and the list can continue, as human behaviour is a complicateaisubje
As an example, previous investigations of this music and its relationship with
young people often suggested that popular music and television are social
determinants of physical and mental health as well as behaviour. This
ethnographic studywill chalenge those studies that position the influence of
music on human behaviour above formal education, parental guidance or the
sociacultural environment. An example of a previous investigation that this thesis
challenges is a project conducted by Wingoodaktduring a 1Znonth period
where a group of young people from poor American areas shared the number of
hours they spent watching rap music videos and their social and sexual habits.

Based on the data they collected, thesearchers determined that
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Campared with adolescents who had less exposure to rap music videos,
adolescents who had greater exposure to rap music videos were 3 times
more likely to have hit a teacher; more than 2.5 times as likely to have been
arrested; 2 times as likely to have hadiltiple sexual partners; and more
than 1.5 times as likely to have acquired a new sexually transmitted
disease, used drugs, and used alcohol over thendBth follow-up period
(Wingood et al., 2003)

Although it is difficult to say which is 'the chicken or the egg’, ethnographers collect

data from the subjects to investigate human living conditions as a result of the

social context where they live, the politics that dictate their living conditions and

equally important, the life experiences that take people to one place or another.

During the early phase of this thesis, it was planned to interview international rap
artists and create different case studies in order to understand why rap artists
choosethis music to express themselves and what is the connection between the
music and their political and social background. During the time | was writing the
sociocultural context of the thesis | found two issues. The first issue was that | was
doing a pradte-led investigation, and that the case studies should reflect on the
practice | was making (music, illustrations, etc.) and vice versa, therefore, the most
appropriate sample for the case study was me. Secoritly,responses from
previous music intervievs and paperssuggest that many artists may not be
suitable for this academic research as their answers could be heavily conditioned
for the status they have to maintain as artists. As discugsethe previous
chapter, authenticity, which ig highly coneésted work in popular music studias,
AYLRNIEFYyG FT2N) O2yadzYSNEX Fa AdG OFy NBLNE
representation of life in poor black urbareighbourhoods (Wright, 2010, p. 10)

as well as how much the artist relates to the storles or sheis telling. By
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interviewingprestigious artists, their redife experiences sometimes can benefit
their reputation but sometimes can contradict the content of their lyrics, having a
negative impact on the perception of their fans. Authenticity cannot be
guarantea through autoethnaraphy either as we use memories and experiences
that can be subject to our perceptions, however, those memories can be analysed
from multiple points as we also have access to the surrounding circumstances and
historical context. | qualify as a good sulbjier investigation as | have participated

in this culture as a rap artist, | have an extensive discography, and | also come from

a sociepolitical background that is relevant for this research.

In 2017 | had the opportunity to meet in person one of thestnrelevant artists

that participated in the creation of rap music, Lawrence "Kris" Parker (KRS One).
After my conversation with KRS One, | thought about the impact that a highly
influential artist like him could have on my research, however, after our
conversation | quickly noticed that KRS One has had the attention from the media
and the research community for over the last three decades. His opinions have
been published multiple times through the different channels, he has published
his own books and ptcipated in numerous documentariesherefore nothing

new would be contributed to this research if his comments were included.here
One of the aims of this chapter is to help other young artists through my own
experiences, and as a relatively unknown ergtound rapper, this research will
have a greater impact on this research category and bring more original data for

further analysis.
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Background Growing Up in the 1980s

L gta 02Ny Ay {S@OAffS A dictaershpmi just&itgr & S NE&
seven years of the first national elections of the current democracy. The country

was in the same recovery process that many other countries were going through

by that time, and the middle class did not have many of the priegeqy freedoms

that we now have.

L 3INBg dzLJ Ay Y& 3INIYRLINByi(laQ K2dzAaS gAl
grandparents on the tenth floor of a flat tower of the outskirts of the capital, a
similar place to what Americans call proje(@@&ump, 2002)I do not have many
memories of me playing with otherhildrenduring the preschool time, as my
grandparents did not allow me to play outside, as there was a high number of drug
dealers as well of drug users in the area. The needles on the floor and the stories
about robberies and fights made them feel insecure about the area where | was
living. When | was a baby, my mother was raped in the lift of our building, and
even though my family did not want me know about what happened, children are
curious by nature and | more or less knew about it at some point by overhearing
their conversations. This everas well as many others, made me feel that | was
living in constant danger, and made me perceive the world as gnemdly place

to live in.Young peopleare extremely sensitive and although you do not know
what a sexual assault is, you can perceive tiegative effects of those events.
According to my family, the man who attacked my mother was caught by the

police sometime after abusing other women in our neighbourhddg. family
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discovered thathe last victim of this man was the wife of a policeadfithat lived

in our area, which could lead to a more intense police search. One of the thoughts
that | had many times during my childhood was that what would have happened
if the guy who attacked my mother and other women did not attack the wife of a
police office?Would he still be free? Did the police back in the 1980s take all cases
with the same degree of intensity or interest? My mother commented me that
when they attended the trial there were numerous victims waiting to testify, so |
still wonder f the police could have done more to prevent the serial attaGkss

was a formative time in terms ohy concerns about social justice

When | was five years old, | joinedCatholic school close to the city centre. My
family thought that as they were m@ble to move out, this would bring a good
opportunity for me to meet otherchildrenand have a better education. | was
commuting every day from the area where | was living to the school, and it felt
that | did not belong to any of those two places. Oredrand, | was not feeling
attached to my neighbourhood, as there was nothing there for me apart from my
family; on the other hand, the school | attended had a mixtureclildrenfrom
different parts of the city but mainly from the city centre, which wasisidered

one of the richest partsThe school continued some of the traditions that were
ONBI SR RdzNRA y 3 C Nlchilddeh fadl to Rikeniilitary 2allie& A LJ
[Figure 1] and participate in religious celebrations that were traditionally
associated with higher righwing communities.Sooner than later, social class
became a part of the discussions betwgarpils and the values fronhe better

positioned families clashed with the workiotass onesOne of the moments |
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realised that the place where | was living was a-desirable area was when the

school teacher asked us for our home address, just to double check that he had

the right information. When | said mine, sonwhildrenjoked about it and asked

me if my family were criminals, which made me feel ashamed but also made me

reject the place where | was from. Later on in my second year of school, | invited

some peers to my birthdayJ- Nlie > gKAOK ¢l a dGF{1Ay3 LI} IO
house, however, some of them were not allowed to come. | never knew their

reasons, but my family speculated about their parents not wanting them to come

to our neighbourhood.

If America had incredibly nsh conditions during the Reag@ush era(Kelley,
1996) the living conditions in Spain were not much better. The lack of
manufacturing jobs whin the less educated areas of the city created a wider class
distinction, not to mention the devastating effect of the crack cocaine and heroin
problem across pretty much all the western countries including Sfiaamella,
1997) Growing up around this problem madeemeject drugs as | could see its
deleterious effects. Every day, drug users knocked on our doors asking for money
or food, and many times my family recognised thenyasngsterswho grew up

in our areas. As | mentioned before, my family lived on the g fof the building,
which was the 10th floor, and | spent a good part of my childhood avoiding the
lifts and using the stairs, as drug users used to use them to consume their drugs.
My family and the others increased their contribution to the servicergaaand

finally paid for outside bars in order to keep drug users outside of the property,
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making it feel like a prison. Drugs had a negative impact on my perception of the

world from the very beginning.

My parents, who were living separately as my dabwtill living with his previous
family, used to meet during the weekends to do social activities, some of which
often included high levels of alcohol consumption. My mother, who also had
psychological problems, was affecting our lives due to her lilesy a child, |
never knew in what mood was my mother going to be on the same day, so when
| was old enough to be outside on my own, | used to avoid being at home for too
long so | would not have to listen to my parents arguing, etc. Movies and music
were my refuge point to avoid my parents when they were together. As a child, |
remember feeling angry, and based on my own experience, those situations
affected my selesteem and my perception of the world, the family and anything
else. One can argue thatdhharsh living conditions within poorer areas could
decrease the selfonfidence of my young friends andyself during that time.
Furthermore, psychological issues were a stigma associated with failure, so my
mother never sought professional help, whicld leo more sedmedication and

fewer job opportunities, etc.

During my primary school years, | spent a lot of time watching action and violent

movies where the main character was a hypermasculine man, using physical force

to be respected. As an examptme of my favourite movies waambo(Kotcheff

et al., 1982) According to Sweeneyd wl Yo 2 Y2@AS&a | NB FTAff SR

American myth, and character representation that, consciously or not, appealed
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appealing as it represented everything that | wanted to dgeaceful mamwho
would do anything that the situation required to keep myself, my family and
friends safe. If my perception of the world was conditioned by the place where |
wasliving, | wanted to have a role model to make me believe that | could be safe
if | found the right way. AfteRambqg other movies and video games had the same

subject matter, and they inspired my childhood in different ways.

Experience as a Teen

When lwas twelve, | was aware that those movie characters that | used to watch
were not real and | started looking up to other people as boxers, basketball
players, graffiti and hihop artists. All of them had something in common: they
generally came from a pta like mine (or worse) and they were able to succeed.
They were not people who had an expensive education, or access to training
facilities to practice some higtlass sportsthey were just regular people, and
they were proud of it. The first Americanrggsta rap album that | had w&siminal
Mindedby Boogie Down Productioii$987)and | thought that for one time, to be

the outsiderwas positive. Rap music was the product of hard living conditions and
gave people from this class the opportunity to belong to something that mattered
for them. Rap music united youth from around the world and was the soundtrack
of basketball games, gratifidocumentaries and one of my passions, boxing. |
remember Tupac Shakur and Mike Tyson before and after the fights together as

they belonged to the same urban culture. They were also fighting together against
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the establishment and earning large amountsney being themselves. Those
images of rappers and boxers in Las Vegas made me think that waotkssy
people had to be proud of themselves and their environment to have a chance to
succeedln 1998 [Figure 2], | started painting graffiti with a coupldriends and

| remember feeling very proud of myself coming back from school to my

neighbourhood, looking at my own graffiti around some factory walls.

As rap music popularity greweligious organizationgied to stop teenagergrom
listening to this music from different places. As an example, our school did not
allow us to play these songs during the mergilated modules and tedto dismiss

it in multiple ways. We can arguably think that this censorship attempt probably
encouraged even mongeople like myself to listen to this musieemember using
almostany occasion [Figure 3] to show my passion for this music and to express
myself but it had a personal cost as it would make me an easy target for teachers
and other authority figuresespecially in schoolvhich wastrying to mute other
traditions outside of Catholic religion, and popular mainstream traditions.
Attending a Catholic school, | did not have any kind of support to express my
feelings or to talk about what was going on around. | started using this music
privately to connect with myself and to feel that | had a voice. It is important to
1y26 GKIG a2yYyS /FGK2t A0 adkKz22fa yR 02YY
dictatorship (as it was a fasci€atholic dictatorship) and tlyawere not supportive

of new nontraditional life style{Mar del Pozo Andrés and Braster, 2006)
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Knowing that our schdowas not supportiveof our new music passion, a few

school friendsand Isecretly exchangedhusic cassettéapes every week and as

we did not understand the lyrics, we used to translate what they said using the

English dictionary. It was a challenge tooknthe meaning of some of the

American lyrics, as some of the words were not officially translated. As an
SEIYLX S Al G221 dz& GAYS (2 dzyROSM@#E Gl yR G f
Goes Bang@1987)but the sound and the delivery of the music was often enough

to connect with and understand the content.

Me knew a crack dealer by the name of Peter

Had to buck him down with my@illimeter

He said | had his girl, | said "Now what are you? Stupid?"

But he tried to play me out and Ki#e knew it

He reached for his pistol but it was just a waste

Cos my 9 millimeter was up against his face

He pulled his pistol anyway and | filled Hiufi of lead

But just before he fell to the ground this is what | said...

(Productions, KRSne and La Rock, 1987)
whk L) Ydza A OQa& LJ2LJdzf F NA G & 3 NBIgsosbuhecilf f & & 2 NI
during the earlyl990s (Kubrin, 2005) when | wayaungster and youth from all
different backgrounds and colours empathised with the stories that those African
American and Latino artists were telling. Similar aspects of the lifestyle in the
American ghettos had their correlation on the other side of the Atlantic. Rap music
(as well as many other music genres and artistic disciplines) promotes a form of
informal education between teenagers, as it can address many different subjects

such as identy, sex and violence (Kubrin, 2005, p. 434). These subjects were not

taught in Catholic schools and therefore we had to find the information
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somewhere else. Sex was discussed from time to time only in religion class (which

was taught by a priest) and theformation was vague and often misleading.

Some artists do not use an appropriate language or theme for young audiences,
as it can lead young people to misinterpretations of the contents, therefore
validatingthe necessary use of parental advisory lgticand age category on the

front cover of music albums. Copying the music from tape to tape did not allow
our parents to know what music we were playing in our Walkmans. After Boogie
Down Productions, many other hipp groups, documentaries and hood fdm
arrived in the latel 990s and we were obsessed about the music genre, the fashion
and lifestyle. | felt that this part of the American popular culture was more
connected to my reality than most of the Spanish music and cinema that my family
used to consme. Even though my friend and | were not black, we felt that social
class was the equivalent to race in our living conditions and therefore we wanted
to be able to combat it. The fill@o the Right Thinf(l.ee, 1989aaddressed many

of the questions that we asked as teenagers and Spike Lee gave us something that
we could relate to. A positive caritbution that rap music gave me was the sense

of belonging, not just to the music genre, but also to my own living conditions.
When | started secondary education (when | was 12 years old), | started feeling
proud of my neighbourhood, as | felt that workiotpss people were the toughest

and the most decent community. In addition, coming from the place where | was
FTNRY: 3L @S YS | wadl ddzaQ dKIFdG L O2dzZ R dza:
in high schoold ! y 2 (1 KS NJ LINE @ I-HoBatthentidi@ isi ddigeséncetd K A LJ
GaliNBSliée¢ OFtdzSad /2yaSldsSyidfesr NBLNBaSydi.
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a commitment to street values, often including hustling and any other activity that

can be explained by the a@tho-O2 YY2y LIKNIF &S a1 SStedtoy Q A G NJ
O2y OSLIi A2y a @llians 200K $.9\hénOwas I&sténing to rappers

from the Bronx or Compton, | thought of my neighbourhood asghme type of

territory.

An event that marked my adolescence was my first (truly) violent experience when

| was thirteen years old. A friend and | went for a walk to look at some graffiti walls
in his neighbourhood after schqas we used to do evepther day [Figure 4]As

| was a highop fan, | was always wearing a thin gold chain that my family bought
me when | did my First Communion. The chain was very special for me for different
reasonsfirstly, it had a Jesus cross that | thought of as prategtand secondly it

had a small gold Sevilla Football Club medallion next to it to show everyone that |
was a Sevilla fan. During the walk, we noticed that one adult man was chasing us,
so we decided to go through different streets to leave the personirmthand

when we reached a tranquil open space, the person found us. | recognised him
quickly as he was the mature friend of an older boy of my school, and he said that
he wanted to talk to meAfew seconds of silence later, the man, who was likely
to be over 18 years old, let my friend go, beat me physically and stole the chain
from me. The fact that a person was able to hurt me and steal from me the way
he did made me feel very vulnerable, and looking at other® LI | NI A aidaQ f
and interviews, | uderstood that although people from the poorer areas are
perceived as dangerous to other people, they are the first victims of their own

living conditions. Unfortunately, this was only the first of many other similar

91



experiences that | had growing up in thete 1990s. Some researche(King,
1988) also mentioned inTook and Weiss, 19943uggested that urban music
styles are not the main influence for teenagers to consume drugs or act negatively
however, it is also mentioned that it can contribute to the behaviour. Based on my
own experience, situations like the one | just mentioned had a deeper impact on
my perception of the world than any other music or cinema that | could consume.
Music did mt change the way | was acting as much as real events. The negative
experiences that | had because of the sociocultural context where | was living
promoted more antisocial behaviour or disfranchisement than music, graffiti or
popular culture. Even thougHip-hop songs make references to drugs and alcohol
(Primack et al., 2008) never made me feel interested in drugs as | had a negative
perception of them beforehand However, after some negative eventsl
remember feeling anger and rebelliousness against the establishment that |

expressed with music and not drinking or smoking.

Even though everyone producing rap song was part of thehbp community,
gangsta rap was considered a micro scene at thenmagg of its creation, as the
ideology, aesthetic and attitudes were different to the larger-hgp scene
(Harkness, 2013Jurthermore, rappers used their gangs as a powerful network to
promote their art practice. It has never been clear if gangsta rapperscizated

Ay 3lFy3 Od#Z GdzNBExX 2N 2y (GKS O2y (NI NEBZ
experiences through their music as sensitive individuals who were able to express
their thoughts in a musical way. According to Harkr{@843) gang members also

provided security and support during the music events. Graffiti artists also joined
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some of the gangs in exchange for protection, paying the membership by tagging
GKS yIFYS 2F (KS ONI}YYR ONRaa GKSANI ySAIK
gangsta rap wasreexcuse to connect our music to our living conditions and to be
able to produce art without using the more accepted mainstream channels.
Considering that we attended a Catholic school, most of the workshops they
offered in after school provision were rgjion-orientated (Mar del Pozo Andrés

and Braster, 2006, p.114and gangsta rap was aboute)s consumerism,
rebelliousness and violence, which was much more appealing for us as teenagers.
It was also important to do something that contradicts the people that we
considered to be in power, such as school teachers, priests, family, etc. It fdlt goo
to differentiate ourselves from othechildrenwho followed the paths that the
school was creating for them. As we did not have the conditions that better

positioned families had, we wanted to be as different as possible.

At some point during our adolesnce my friends and | wanted to be perceived as

dangerous because somewhat contradictorily, we rejected violence, and we

thought that if we could project the appearance of a gang, maybe we could get

away without getting involved in real violence or stréights;
' ySOR2(0Ftf S@OARSYOS &adaA3sSada GKIG @&2dzy:
be inspired by the desire to emulate the lifestyles of Americanhioip
musicians, the s® f t SR a3 y3adlt NI LLISNEEI 6K?
material wealth and are often assiated with weapons.
(Fitch, 2009, p.14)

We adopted some elements, in terms of fashion and attitudes, of gamggta

gangs|[Figure 5].Hagerdon(2008)also commented byHarkness (2013, p. 152)

considers that gangs influenced the creation of gangsta rap at the beginning, but
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at this current moment that we are living in, gangsta rappers and urban artists
have a greater influence on gang members, especially in terms of aesthetic. As an
example, he perception that we have of a gang member has been given to us
through rap music and films. Rappers like The Game or Easy E have influenced the
aesthetic of real criminals that also wanted to be perceived as authentic or
dangerous. In an interview betwadHarknes$2013, p. 153and Black Soldier, the
interviewee mentioned that AfrdAmerican gang members use the music as form

of expression, to release the pain that they experience living on those hard
conditions, so this priection of toughness and masculinity can be also understood

as a lack of selisteem. In my case, we used fashion as a way to claim our social

class, cultural preferences and ideology.

The Danger of Being Misunderstood.

Scholars such as Martiné¥997)and Kubrin(2005a)described highop as a left

wing inspired music genre that tries to heal thévidion between the black

community and the people in power but also a music genre that creates lyrics

against women, gays and other minorities. Growing up listening to this music, |

was able to differentiate between real violence and a creative expression

however, | always felt that rap music should have been used to fight oppression

2NJ G2 O2YLSGS F3rAyald 2ySQa LISSNA® L ySg
against women or homosexual people, as it felt unfair and unnecessary, however,

during my wholechildhood | remember how some words were adopted to express

negativity (Lalor and Rendi8hort, 2007, p.148As an exéd L S (G KS g2 NR ¢
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was used to express disappointment or rejection. If a friend was wearing a shoe

that onedo not like, theroneg 2 dzf R dza S G KS | R2SOdwedS Q3 &
grew up, we stopped using certain derogatory words or using wordsrogdéeory

ways as we focused our rebelliousness against the establishment and not the

people around us. As a teenage gangsta rap fan, | was able to pick the positive
outcomes of the music and the good messages that some artists where offering

and rejected hose that | perceived as simply bullying.

During the late 1990s | thought that even if | was not a violent person and | did not
ddzLILI2 NI WNBIf Q @A2t Sy OS becauseaslif thereSwiré A 1 f SR
some unwritten rules to belong to the hipop culture, | met all the requirements

FLI NI FNRY o6SAy3 o6fl 01 L YFERS Y& TFANRGDG
house, and | remember having a difficult time trying to rap my lyrics as his mother

was around and | did not want to give her a bad impr@s. Rap music was not as

popular as other music genres, however MTV and Viva were broadcasting gangsta

rap and heavy metal videos daily and the older generations perceived those styles

as dangerous and negativieor that reason, | felt judged when makingp music

and wearing rap style clothes during the 1a@0s. When | recorded my first song

on a tape called’he Harecore Mastey | made a few copies of the tape and | gave

them to my friends. Soon after, | had a mixture of opinions about my musice Som

people thought that making music was a positive activity and they liked what | was

doing, however, some other people felt that | was not entitled to make this type

of music as | was not a gangster or an Adraerican malel remember dressing

95



as my favoute rappers whenever | had a chance [Figure 6], sometimes as an

adolescent joke, but some others to feel different and noticed.

My first lyrics were not edgy or violent; they were just rhymes about my talent as
a rap artist and about me claiming mysatid friends as successful people. The
music was so heavily associated with violence and gun culture that some people
(family, teachers, etc.) felt that | should not express myself using that style. The
same opposition and censorship that rap music hadnmerica during the early
1990s (Kubrin, 2005b, p. 433)as also present in some countries in Europe,
showing their aversion to lyrics reflecting on certain aspects of society such as
poverty or workingclass disfranchisement. As an example, the school where | was
studying had strong links with the right wing and their traditional values, and they
would deem as negativaJmostany form of expression that questions traditional

family values.

As a teenage | was living in a society full of contradictions; on one hand, Spanish

television was full of nudes and sexism, but at the same time, music should not be

used to talk about sex or fantasies. After the dictatorship in Spain, there were two

period of times, a G NI YAAOAsY RBWIONI G ¥AlF & REMGPONI OA |
(Alonso, 2011)when cinema makers featured multiple scenes of sex and nudity

as they were not creating in a politically repressed context moye. However,

although music included political messages, it was difficult to find lyrics about sex

and violence during this time.r@ of the most iconic groups that we used to play

in orderto break dance was 2 Life Cremhich also was quite rare to find in record
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stores. The groupwhich was takento court under obscenity charges for

performing songs with sexual lyrifdcFadden, 1990were later on cleared of all

chargesAs Nasy as They Wanna B&989)sold 1.7 million albums whilas Clean

as They Wanna B@989) sold only 200.000 copi€owell, 1991Wwhich clearly

showed what veri®n of the album was more appealing for youngsters. According

to Johnson et a[1995)and Sheman and DominickLl986) by the mid1980s more

than 20 million families had the Music Television Channel in their house, and
LROGSYyGdArtte I @FrAflFofS F2NJ GKSANI OKAf RNBY
with images of behaviour such as rebellion against parentdkl K2 NA G & 0 X0 2
0SKI @A2dzNBE &aSSY RS A& Pohihsor, JacksoydRd GagoY199,y LI | O $

p. 28)

Rap music lyrics have been used on numerous occagiStsinmetz and
Henderson, 2012without considering the contexbr the creative approach,
generating a negative image around the artist, which might affect their individual
experiences. As an example, Lil Jojo was a famous gangsta rapper from Chicago.
When he was assassinated, police investigated his lyrics as vtheasrappers

from his area looking for evidendglarkness, 2013, p. 152furthermore, the

result of the investigation included videos from YouTube, and social media posts,
as they(rap artists)were using these platforms to chaitheir territory and their
influence in the music business. One can argue that, althongéome occasions
social media posts or even lyrics can help the police to resolve a case, rap music
lyrics have often been used to criticise the lifestyle of a perddost gangsta

NI} LILISNBQ F OKAS@SYSyia KIS 06SSy oStAlGiftS
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and a good example of this was the criticism against rapper Common for visiting
the White House, as critics considered that he represented a negative kfestyl
ignoring the most remarkable part of his career where positive lyrics have been
more frequent(Steinmetz and Henderson, 2012, p. 1683a young persori felt

that society would never value my achievements as a music artist or illustrator (my
illustrations were also linked to rap music themes) as the genre that | chose was
linked to a poor working class. Being creative under these conditiall require
more peer support and will widen the gap between rap music artists and

mainstream channels.

Artists have been always linked to the areas of the cities where they come from,

and sometimes it helps them to be perceived as authentic. Mydisand lused

to go to areas of our neighbourhood that were not necessarily dangerous but

looked like the images that we used to see in American gangsta rap music videos

for inspiration. These surroundings promoted our imagination and inspired us to

create our lyrics. According to Harkness (2013), rappers from L.A have benefited

from this association as pioneer gangsta rappers were also gang members.

I OO2NRAY3I G2 I FNjJySaa (KSe dzaSR YdzaAO G2
in the ghetto, which lar on was reflected ins®@F £ § SR WKPI)RIdDMEFA L Ya 0
researchers suchas Bowman (1992, p. 36and also mentioned inJohnson,

Jackson and Gatto (1995uggest that listening to gangsta rap may influence black

people to kill police officers or act violently to sort problems out. According to

these researgers, the influence of rap music seems to be more decisive for
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committing a violent crime than police brutality, racism, bullying, discrimination

and ultimately the space where they lived.

| remember growing up watching the news with my family. | usegedeive

criminals as poor people, and they used to look like the people from my
neighbourhood. Altheide and Sno{&991) mentioned that after being exposed

during a large period of time to violent news, we expect criminals to look in a

certain way. Furthermore, societies have been teaching to their members what to

worry about for a long time; it could be through retigi popular culture and more

recently through media. The content we watch on the news is actually affecting

the relationship that we have with our world, and therefore, we act according to

that perception. According to Altheidd997) because of the exposure to violent

news, we are misperceiving the reality. As an example, some of the safest
neighbourhoods in America are also the most armed. Research dtauer,

1987)that the perception of danger can also change the lifestyle of some people,

pushing them to isolate in their houses where they are safe and getting worse as

the media will reinforce these ideas of fear and vulnerability. As | mentioned

before, rap musicdashion generated this rejection from my teachers, and older

people around me. It also affected the way we were treated when we attended

concerts and exhibitiong§Figure 7]but more importantly, how the police or
aSOdzNRG& GNBI 4GSR dzaimthecunrbElanded iedvy MetaBandd S a4 S S
NI LJ INRdzLJA | NB YSNBf& O0SKIGA2dNE | 882 0AL

(Took and Weiss, 1994, p. 620)
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The Beginningsf an Artistic Practice

There have always been two main scenes withirhop: one that is socially and
politically aware and the other one that is nihilistic and negative. As a teenager, |
felt more attracted for the negative one as it spoke about isstinat | experienced

with my family but also gave me that sense of belonging that as a teenager | was
looking for. The content of the lyrics and the negative portraits described in rap
music did not lower my confidence or the seffteem of teenagers frorpoorer
communities(Allen, 2001)s it is commonly believeonrad, Dixon and Zhang,
2009) The criticism against gangsta rap also existed within thehbpp
community, and often, other rappes criticised us not only for our lyrics (which
never were against minorities or women but competitive against other rappers)
but also for our fashion and the way we dressed as it was inspired by Afro
American highop culture. We understood that as artistse would receive some
criticism as every other artist in history has received eventually, however, we felt
that making rap music would put us in a vulnerable position as the public would
be more willing to scrutinise our lyrics. When | made my firstgengs, | felt that
some people did not realize that | was performing dhdt therefore my lyrics
should not be taken as real statements. As an example, after six or severofears
making music, | produced my first music videaal es tu problemihnat translates

as2 KI G Qa @& 2 da00s)LJWe sohgIecedved attention nationally as there
were not many Spanish rappers producing videos at this particular point. The song

was an attempft creating a stereotyped gangsta rap party song that talks about
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flirting with women, driving expensive cars and wearing branded clothes,

however, it received criticism from different perspectives

¢KS a2y3a gt+a AYUuUNRRdAzZOSR o0& | RA&AG2NISR O

Sunshine

| need a lady in the streets batfreak in the sheets (xl.il Flip, 2004

After the voice, it was followed by the heavy bass of the instrumental, and my first
part which translates as:
2 KFiQa @2dzNJ LINPOfSY DK L FY F Kdzadft SNJ
You copy my clothes, while | am making money
I moveslowly but no one can stop me
¢tKS RAFTFSNBYOS 0S0sSSy e2dz FyR YS Aa (K
That goodlooking girl calls me daddy,
In the club they never run away from me,
My dirty south style got me here,
Come on baby, | played my cards right and \@oX 0
The music video was published on social media (MySpace was the main
distribution channel), and the main Spanish-higp websites published it allowing
people to leave comments. The video received positive comments in regards of
the music productiorand delivery of the lyrigand negative comments about the
contents as well as the aesthetics used. Some users commented thatlaige-
Spanish person, | was not entitled to produce a song in the same manner and style
that Afro-Americans d¢Figure 8] Moreover, they criticised that the lifestyle that

| was representing on my lyrics was not part of the everyday of a Spanish person,

and therefore that | was giving a false representation of my life. After reading the
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positive and negative comments | had timpression that | was being criticised
for being a rapper, or for showing the neighbourhood that | was from and not
really for the music itself. | thought that using a different approach to express
myself (through painting or traditional filmmaking) | wdlhave received a more
positive response from regular people. Some people also thought that even
though the lyrics were notlirectly violent, the aesthetic of the video and the
delivery would be not appropriate for certain audiences, which limited the

projection of our group and opportunities to playr music at some events.

At the early staggrap artists used to stand against the commercialization of rap
music (Lena, 2006, p. 487)however, the criticism from rap artistdosvly
decreased for different reasons. One was that fans perceived economic success as
a form of authenticity (if authenticity was required to be a successful rapper,
having a successful career in economic terms would reinforce that perception and
help to create the imagery through expensive music videos, clothes, cars, etc.).
Furthermore, rap music artists stood against the a#iablishment concept,
which was trying to take livelihood from them. In our case, my friends and |
thought that unless you hava record deal, paid events and funding to produce
the music and the videos you would not be perceived as authentic, therefore, we
understood that to be a successful rapper there was no need to be a criminal but
to use intelligence to enter in the music unstry;

Authenticity is invoked around a range of topics that include hip hop music,

racial identification, the music industry, and social location. Profanity and

slang are often used to support claims of authenticity
(McLeod, 1999; Wright, 2010)
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We always tried to produce the videos and the songs to a high standard in order
to be recognisd as authenticand as some other rappers did, we introduced some
other music elementssuchas rock or heavy metain some projects to reach a

wider audience [Figure 9].

As | recently mentioned, a discussion that was always takeonisideration when
making music was the idea of authenticiBased on my own experiences over the
last ten yearsand alongside the growth of social media platforms, music labels
and managers have started to pay the same attention to music and aesth&sic

an example, in 2009 we sent some music to an international labe(A&iRts and
repertoire) manager, who after listening very briefly to our music, became more
interested in having a good body of artwork and pictures [Figure 10] and gibups
names, et. than the actual music and lyrid&eing authenticor being perceived

as authenticwould almost guarantee a successful career as rapper, which can be
as a localinderground artist or as an international rapper. Jay Z is an example of
a successful entpreneurwho tried to maintain a balance across his lyrics and
lifestyle to be perceived as authenti§kold and Rehn, 20073ome critis from

the black community criticised Jay Z and other rappers for providing white
youngsterswith ghetto black experience as it can reinforce their preconceived
ideas. When | started making my first music project, | wanted to be perceived as
authentic(Harrison, 2008, p.1794) that | was one more person from “the hood”
but also | wanted to be perceived as intelligent and capable of acting, singing and
creating stories. As | mentioned before, rap music was théepecandidate for

criticism, as it can be “too real” for some, it can be a form of cultural appropriation
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for others and of course an attempt against traditional family values. Based on my
own experience, these critics limited my creative freedom, asl Ihdt want the

music to affect my personal life or my relationship with others. As an example, a
rapper can make a song and a music video about speeding in a car or doing a
wheelie on a motorcycle, and the video will be online forever. My perception as a
musician is that potential employers or colleagues can potentially judge a rapper
for the actions in the music videos as if they were taking place in real life. Making
a song about something @s not reflect 2 y Spg@r&onal taste or behaviour;
however, everytime that | make aong,| feel that if | was using a different music
style, the content of the music would not be linked to my real persavteereas it

is if performed as rap.

Hip-hop represented a section of the society that felt marginalized. For many
decades in America, minorities have been affected negatively by criminal justice
policies with higher incarceration rates for those living within those communities
(Steinmetz and Henderson, 2012, p. 157hose experiences have been widely
addressed in hihnop music, unlike the mainstream media that has historically
used the crime between minorities to generate revenue. These experiences can
relate to the living conditions of many other countries, therefore the creation of
the urban evolution of dancehall in the Caribbean islands or grime in the U.K. Many
researchers have been so focusedrying to find the negativéeffect<bf gangsta

rap on young groups thathey have ignored important factors as the political,
social and economic context of the young people they used for their research.

Took and Weisl994)were very sensite in one of their studies as they suggested
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than will nonheavy metalandnoiNJ LJ f Aa 0 SYSNER¢X KSI @& YSiOl |
0S ada2dzald I y2 i KSNI AAMW4/ p. B1E)Tookadd WeEsx8llgdl (1 dzNJIY
GLINBOALIKGFGAY3I FFOU2NRe (K2aS OGKIFG OFy |

for music, related to the family anditural context where those subjects live.

According to Altheid€1997, p. 648)mages of criminal acts have been part of
popular media for a long time and those images have distorted the perception of
social life within the population. As Devijikmowledgeg1996) fear has become
somehow the driving force of western countries,thgey have created a lifestyle

in order to protect their investments, their integrity, their culture, etc. Looking at
the existing literature assessing the negative repercussions of gangsta rap and the
suggestions (many of them from the black communityattiyangsta rappers
should be contributing to the improvement of their community, one can argue
that black people as well as lower class communities are going to be more
observed, judged and potentially censored when making art. On the contrary,
critics seen to understand that cinema directors, writers, painters and any other
visual artists should be separated from their creation and look at these art pieces
as representations and not reality. As an example of this dichotomy, many horror
movies go unnotice@s the cinemas normally allow viewers from a specific age
(usually 16 or 18), however, if a gangsta rapper created the same story in a song,

it could be treated as irresponsible or as a negative for the community.
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¢KS GRSAANB T2NJ ¢SIfdKe (@009, p.a3sparrbad & Odza &4 S|
found not only in rap music lyrics but in American and western culture in general.

This glamorization of sex and power is employed by the gangsta rapper to tell the
A02NE FTNRBY GKS @At fdpdey @@membdseing d&c@sedfad S @ | &
being socially insensitive and censored for making a music style that could be
arguably ugly for some, but not against any groups in particular. Even some
researchers avoid looking at rappers as artists intelligently and artistically

look for a reaction from the listener. My lyrics were not explicitly violent, but the

delivery of the music as well as the aesthetic led people to think the opposite. Anti

rap music authorssuchasBork (1997)also discussed irena (2006)see gangsta

rap music aspointles€and as an easy way for the music industry to generate

revenue. This research, however, finds that gaagap is not the easiest vehicle

to generate money in the music industry, as there are many other pressures that

gangsta rap artists suffer in their real lives. | also argue that there is a lack of
SOARSYOS Ay . 2NJ Qa NXa&S lontheKrusid genre§ ®KSNBE A &
terms of sales, revenue or fandom. This research argues that rap music is not
necessarily easier to sell than other music genres as artists are exposed to other

political pressuregherefore some venues and music labels are motaatant to

get involved in this type of music. As a recent example, in 20fPeraGiggs

launched his debut album in the UK. When the artist and record label were

prepared for his tour
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police argued that the tour posed a risk to public order and public safety
0SOldzaS 2F GKS | dZRASYyOS AlG sl a tA]Sfte
counselled against the tour; it was reported that they even rang record
companies, discouraging thefrom signing him
(Street, 2012, p.580)

Usingrapper Giggs as an example, making gangsta rap can lead to higher levels of

censorshiprather than cinema or theatre (as they majsoinclude subjects as

violence, sex, etc.), am@+ y KIF @S + yS3AFGIAGS AYLI Ol 2y

even political entities suggest the connection of this music with real life events.

Being a Rapper and an Educator

When | started this autoethnographic journey, | was aware of itsdistiosure
elements. Once again, | establish the question of why cinema directors or writers
can discuss certain themes without being hugely criticized, but making a rap song
about sex or violence can change the perception they haemeas a person. My
practice does not involve misogynistic lyrics or explicit violence, however | include
references to sex and powgihat due to the association with other artists from

the same genre, may be deemed as part of the same group. One can aejue t
due to the heavy association between this music genre and its connection with a
lower social class, it is infrequent to read academic papers made by practitioners
therefore this is where the originality in this thesis liés this section | include

several examples of how other artists have been previously accused

Why do some people feel attracted to gangsta rap? If we link this research to

previous investigations about news and fear
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First, there is an absence of the ordinary; second is the openoésn
adventure, outside the boundaries of routine behaviour; third, the
audience member is willing to suspend disbelief
(Altheide, 1997, p. 652)
Young people are often criticisedrftheir hobbies, fashion or personal choices.
When hiphop was criticised for its violent and misogynistic ly(Bteinmetz and
Henderson, 202, p. 156)many consumers of this music ignored the negative

message against their groups and continued listening to the mussitas one can

watch horror movies, or read violent stories in books.

Childrenand even teenagers do not have the necessayeriences to understand
how certain aspects of adult life work (including sex, love, violence, corruption,
etc.), therefore, rap music as well as heavy metal records are labelled with a
parental advisory warningMariea and Andrews, 2006, p.128)order to prevent
children from listening to this music without supervision. This issue has created a
great amount of stres$or rap artists, as they have been accused of influencing
children negatively (tese accusations include the testimorof highly influential
people suchas AmericanPresident Reagan) even when those records were
intended for adult audience@inder, 1993, p.762)When | decided to conduct this
research, | was aware that Rippp is a music attending to adult themes. Although
this investigation appreciates the benefits of publicati@xaminingthe possible
effects of this music on underage people, this research tries to deconstruct
preconceived ideas that people and artists have and their implications within the

social and political context.
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Scholars like Steinmetz and Henders(#012) consider that hiphop lyrics
contributed to an increased acceptance of misogynistic attitude towards women.
Furthermore, through the vieing of music videos, youth had developed a major

tolerance to violence and negative stereotypes. When scholars argue about rap

YdzAAO YR &2dziK @A2fSyOS> AdG A& AYLERNIIlY

acceptance, commission and willingness to commiit2vt S (Bt@idvetz and
Henderson, 2012, p. 159Reading a discussion about misogyny in rap music,
Conrad(2009)used the songNasty Girland its music video as an example of when

rap music changes from violerd misogynistic. Part of the lyrics can be considered
sexist in that they speak about women as less intelligent or independent than men,
K26 SOSNE [/ 2yNIR YSyGaAz2ya bSftfeQa LI NI
understand the lyrics as sexually expllwiit not as negative towards women as
other rappers collaborating in this project.

Ok ma what's your preference

Nice and slow

Or fast and breathless

Pull your hair girl, bite your necklace

Let me show you what a nigga from Louis blessed with
Hey, I'm exprained to leave

When I'm done [ flip the mattress

Change the sheet (Gotta change them)

I'm like a radical one

| vibrate a little more than your mechanical one

(From youir titties to youhong)

Either way mama I'm a make you do it or do it

(Girl I'm about to make you come)

Guaranteed when you fuckin with me

('Cause | go on and on and on, on and on and on, on and on and)
Ladies if you feel me

Grab them Thangs fo Biggie

(The Notorious B.1.G. featuring Diddy, 2005)
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research suggesthat other art forms suchas cinema or theatrevould not have

their content linked to real life issues as they try to create a creative environment

for their stories, fantasies, etc. Regardithe video, some authorsuchas Kubrin

(2005b) commented on the relationship between gangsta rap and women.

Research found that other genres also poytvéomen as less intelligent or capable

than men. Furthermore, Kubrin ee three major influences or motivations for

I y3adlt NILWSNAER (2 dzaS RSNR3IAFG2NE feNRO
AYRdAzZaGUNEBZ FyR 20t (20056 B EOTRedeNICRIalso O2 y RA

influence the other subjects' areas, suahhyper masculinity and gang affiliation.

There is a shared responsibility for misogynistic and violent lyrics as the music
industry has been more willing to sign record deals with gangsta rappers who
portray a hardcore stereotype(Krims, 2000}han other rappersvho aremore

focused on social and political problems. As discussed by (1&83%) the music

can affect the perceptio that white people have of black people, poor and other
minorities, however, one can wonder if politics and education are not more
relevant in terms of social and class relationships. Johnson quotes\Neovaweek

GKFEG AdG Aa ay2g¢ Yebebeeh thd afd cd 15w 84 td diedo f | O
from homicide than it was for a U.S. solider to be killed on a tour of duty in

+ A S (0 {Berke£1995, p. 33Music and art sometimes are treated with the same

severityasreal violence anghoverty-related issues.
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Some authorsd dzOK | a ! f i KSARSXT 4SS -geRefatiny | & a
Y| OK X19H ép. 647)as they generate content in a negative way instead of
looking for solutions or a wider view of the issue. Sometimes the media can
generate a problem that maybe is not as important as other social or political
events, however if it increases the number of viewefsey will use these
problems and even prolong ¢éhduration of the coverage. Kubri2005a)also
believes that rap artists want to please the industry with provocative lyrics as they
help to promote their albums. Its known in popular culture that artists get
exposure and visibility by getting involved in controversies. In rap music in
particular, some cases were used during the 1990s by record labels to generate
income. The best example was when Slick Rick wastadefor attempted
homicide and Def Jam used the images to promote his al{@BennardDonals,
1994) However, later on we have seen companies using the same strhteggy

using smaller offences.

Young rap artists are takg a risk when making music,ths perceptionsof people

will change and therefore it will affect their lives. Rudman and(R882)came to

the conclusion that after listening and watching rap music videos, people are more
likely to identify black people and other minorities in a more negative way than
white people. This exposure triggered some of the underlying perceptions that we
may have about black people and other minorities and that | perceived as a young
urban artist. Rudman and Lee use as an example how an employer could have
been listening to rap music before a job interview ahdt this therefore might

affect their perception ofa black applican{2002, p. 134) These underlying
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perceptions make rap music a difficult genre togedas we can watch a violent
movie without our friends thinking that we are violent people, however even rap

YdzZAA O Flya asSSy G2 FR2LI az2vysS 2F (GKS NI LJ

Rap musicand more specifically gangsta rap, can be understood as a music tha

mainly focuses on materialism and misogyny. Some autf@osirad, Dixon and

Zhang, 2009, p.13§E LSOOG 62YSYy Ay NI L) YdzaA O OARS24
2F aSEdzZa tAleéd CAdNIKSNY2NBSZ /2yNIRQa NB3
simple portrayal but a promoter of negative behawi. On 29 September 2009,

CBS news interviewed horrorcore rapper Mars, in relation to a multiple homicide
committed by a teenager fan. During the interview, Mars was asked several times

if he took any responsibility for the criminal offence, but Mars canited that

his music is just entertainment, and as well as Stephen King and other horror
authors, he was trying to shock his audience, but not to materialise his lyrics. He

also commented that he was being treated differently than other artists for being

arapper of this subgenr@Miller, 2009)

Lena(2006)cited McAdamg1991)to emphasize the existing discomfort between
anti-rap scholars and the record industry. McAdams argues that record labels put
ethics on the side in order to generate sales, however there is no criticism towards
the white middleclass teenagers who buy the records. There is very little
conversation from antrap scholars about the relationship between gangsta rap
and the American film industry or their political context, and how they (rappers)

relate to a cultural frane that promotes capitalism, individualism and gun
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ownership. Len&2006)describes the music industry as an oligopoly, where a few
multinationals control the music that we listen to and also decide what is trendy
and what is not. Is there a sharedsponsibility between the rappers and the
record companies? According to Ro4®94) companies like Def Jam alsc re
shaped some young artists to meehet product that young people eve
consuming: rap music with a more violent approgitterefore this theoretical and

practical work aim$o address some of these gaps.

To conclude, ecording to Quinr(2005b)and Kubrin(2005b)rap music listeners
(many of them white and young) are looking for the authentic black experience,
and actually, they end up consuming a stereotype of the black experiartbe i
ghetto. Based on our own experiences, young people growing within poor and
working-class communities can relate to some of the lyrics and experiences that
gangsta rappers express in their songs and use this music to express ourselves.
Gangsta rap atsworked as an informal source of information, where one can
discuss topics such as sex, class division and violence. Although many scholars
objected that the use of misogynist and violent lyrics were unneceggatwana,

1994; Kelley, 1996; Kubrin, 2005k)e have to consider the possibility that many

rap music fans may be able to ignore these negative messages arntausore
positive attributes that this music brings them. As Alridge ard@685) andalso
mentioned by (Steinmetz ad Henderson, 2012)gangsta rap has served the
community as a way of communication whether more socially accepted forms

have been deniedherefore, gangsta rap is a complicated subject.
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After the 1950s rock and roll music, heavy metal and rapeHasen the most

criticised music style€look and Weiss, 1998y religious groups, politicians and

parents organizations. Different aspects of these types of music have attracted
criticism,in terms ofthe lyrics and the political ideologies to the aesthetic and

attitude towards the mainstream. Attending @atholic school after a long

dictatorship in Spain, this type of music as well as many other types of cinema

were not well received in myoaintry. As an example of the large international

impact of this music in popular culture we can mention that in 1995, Wis$A

Democratic SenatorJoe Libermanjoined other politicians and educators to

protest against Gangsta rg¢pena, 2006, p.480)s they thought it was a negative

form of entertainment, especially for the younger ones. The political actions

against rap music affected its perception worldwide as international labels were
generating a large part of the revenuethre U.S. According to previous research

(Jones, 1991, p.79] Sy I 12 NJ W2S [AOSNXIY FY2y3a 20GKSE
I NBsQa NBO2NR alfSa RdNAy3a GKA& GAYSE | a
appealing to youngsters. It has been suggested that the parental advisory
disclaimer sticker on record label can also contribute to more revei981,

p.78) However, based on our own experience young artists, this censorship

attempt made it more difficult for young underground artists to get access to

venues or funding to play this music.

This chapter presents data that reopens the discussion on whether rap music
artistsCbehaviour is the radt of exposure to the music, af life experiences and

the environments where the person has been raised. After the writing of this
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chapter, | come to the conclusion that although it is true that our hobbies and
interests can reshape our personalities énnfluence our decision making, life
experiences given by the political and economic context, family and formal
education has a much greater influence on the subject as it starts from an early
stage and continues during the most vulnerable years of theelbgpment of the
personality(Reich et al., 1997)urthermore, popular culture traditions linked to
poor people and minorities have been censored and belittled more frequently
than other forms of expressions dealing with similar subjects, in order to develop
political agendas.On many occasions, #se censorship attempts have not only
oppressed people that are already oppressed bave also contributed to the

marginalization of youth.
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Chapter ThreePracticeLed Research

One of the aims of this research is to identify factors impacting on the creative
freedom of rap artists and if it is affected by sogqalitical pressure or excessive
criticism from some sectors of the society. Furthermore, I look for responses as to
why are gangsta rappers more likely to be criticised than artists from different
genres and races. This research finds poverty as a common issue across developed
countries in Europe and especially North America (the cradle of gangsta rap) and
therefore exploes the experience of being a gangsta rap artist from a working
class background as a global experience more than a circumstance attached to a

certain location.

As a rap artist, music video director and illustrator, it was relevant to use myself
as a casetudy as | have been making music for over the last two decades and
have seen my creative freedom affected due to external factors. For this practice
led part of the research, | have created several artworks from different disciplines
(music, performanceand illustration), in order to create a dialogue between my

practice and my personal experience.

One of the first conclusions that | came across through my practice and research
was that rap music is treated differently tinema, theatre or other musgenres.
As a rap artissvho works in the education sector, | started to interrupt my

practice, although | wanted to continue it, fearing that it would be somehow
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contradictory to my roleof working with young people and started to feel

uncomfortable publiing songs and music videos.

Sex, money and power are recurrent themes in popular culture, however when
they are treated in rap music, from the public view it seems that the artists adopt
those themes into their real life unlike white cinema directordioe artists. My
previous research i@hapters One andTwo suggest that this association is due

to social class and race more than the content of the lyrics or the artwork. Certain
races and certain economic backgrounds make the audience feel more eocgid
that the artist is capable of doing an intellectual exercise when creating stories,
however rap music artists are more likely to be perceived as violent or sexist as
they generally come from a poorer and more violent environment. The following
practice deals with some of the themes mentioned before, bringing a new
contribution to the field where it shows how | deal with the pressures associated

with the practice.

Hoodzilla(5x Exhibitiors).

Hoodzilla[Figure 13]is a digital illustration created for the group exhibitién

Liverpool BestiaryMy Liverpool John Moores University colleague, Neil Morris,

who curated the exhibitions alongside Hannah Fray, described the bestiary as a
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Medieval collection of stories providing physical and allegorical
descriptions of real or imaginary animals, along with an interpretation of
the moral significance each animal is thought to embody. Whether the
beasts o stories are familiar or exotic, these creations usuallyssmabolic

of human beings or of human traits.

(Morris, 2018)

Hoodzilla(2018),the piece | created for this collection, has been exhibjt&dure

12]in the following galleries:

- Santos (Hoodzilla A Liverpool Bestiary, ATINER 9, Annual International
Conference on Visual and Performing ArtslblJune 2018, Athens,
Greece ISBN 97805981990, sponsored by th&thens Journal of
Humanities & Arts
- Santos (Hoodzilla A Liverpool Bestiary, Impact X&Encuentro, Santander,
Spain I 9 September 2018.
. Santos (Hoodzilla® . ANXYAY3IAKIY / AGeé& DFffSNEBR Fa LINIL 27
[ 2t €t SO0A2yaQs umaid hOlU HAmy®
- Santos (Hoodzilla The Williamson Gallery Liverpool as part of the symposium
W ¢ Rhidgs thatliveUndertheSi F ANB QX MpUK b2@SYOSNI HAMy @
- Santos GHoodzillab WeAKES 5N 6 Q> 2 Ff 1 SNJ ! NI DIFftSNES [ A
2018.

- Santos (Hoodzilla 500x Gallery, Texas, Dallas. USA, March 2019.

This artwork was created after a research visit to New York in 2017. During the
visit, | performed a number of observationsdiiferent parts of the city in order

to identify different aspects of the living condition of minorities and their potential
relationship with rap music and my personal background as a rap artist and as a

working-class youngster. As this research is @sauteethnographic account, |
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was looking for similarities between the living conditions in worlglags
American neighbourhoods and my personal experiences growing up as a child. |
quickly discovered that in the US the economiedigtribution from thehigher

class to the poor is more limited than in Continental Western Eur@yesina,
Glaeser and Glaeser, 20GH)d that poverty, social class and segregation have a

similar look across the western wor{lflacDonald and Marsh, 2005)

The first experience that | had in New York was right at the airport before
collecting our bags. My partner (who is also Spanish) and | took a Wighia
British airline from Manchester to JFK. Once we arrived at the airport, all of us
were queuing to get our passports checked. Most of the people coming from
Manchester with us were white and British, and pretty much all of them went
through securitywithout a problem however, when the person in the security
control noticed that our passport was from Spain, they started to ask questions
and took our passports to a different room. We had to wait for a few minutes to
get in a different room, which hadhather three families waiting to be interviewed

by border police officers. | was surprised to see that we were the only white people
in the room (although we are Spanish and surely, we could enter in avhde
category for their system) and we felt thdiey separated us from the group of
passengers only because of our names and nationalities. The officers conducting
the interview were mostly black and friendly and treated us with respect, although
it does not change the fact that | felt undermined for mace and nationality.
Shattell (2008) attributes an underlayer of racism behind the police actions.

Although these policiesk I @S 0SSy 2dzadAFASR dzy RSNJ (KS
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(2008, p.542) felt like a secondlass citizepwhich is something that fortunately

| had not experienced for a long time.

Once we arrived at the city, | started to look for the plaosesvhichl wanted to
conduct my observations and the first area that | visited was East H§ifigure

24]. Before going to New York, | read some research articles on demographics
(Tripp, 2007and crime in New YorlSampson et al., 19985 well as some of New

L 2N] NI LI Ydza A O (RricelirA2805)8n@ | feit esPegcialNiBtetasted

in this reighbourhood, as it is located in an area heavily populated byincame
Afro-American and Latino familieassociated with crime and Hip Hop culture. As

an example, one of the most representative rap music groups of this area during
the late 1990s was pPset(Bisnoff, 2014, p.7)a group created by Cam'ron and Jim
Jones. As an example of their commercial success and impact on American popular
Odzft G dzZNB = / IPdrléliazeasiertiiids gs2)0ldbdy the RIAA (Recording
LYRdzZAGNE ! 3a20AFGA2Y 2F 1 YSNARAOFOD hy
criminalised for his lyrics and the potential negative impact on American youth.

I F YQNRY KIF&a 06SSy | al SR Ydzs &f hisJfri& andioY S a
avoid discussing certain themes. Furthermore, some television programmes
condemned some of his music videos as dancers can be seen performing as
strippers, in a similar way that some Hollywood films use them as an environment
fortheAG2NAS&Ed CNRY | GSOKYAOIf LRAYyOG 27
similar in terms of themes and execution to many films that we have seen before,

as we can compar€asino(Scorsese, Pileggi and De Fina, 196%)is famous

music videdNhat Means The World To Y&rom the award winning aloum S.D.E
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(Arafat Payne, 2008, p.139n his music albunex Drugs and Entertainment
/' YONRY YR 2G0KSNJ I NIiAadGa SELX LAY K26 aj
products of poverty and disfranchisement. Yetome critics understand that
I'FYONRY Qa f &@NKRO& I NB (JohminfiJacksbreaidh Gaktd) | (G A 2 v

1995)

Another factor that | found relevant prior to the observation of East Harlem was

GKS FFOG GKFG GdKA& IINBF Aa OKFy3IAay3a | & Lk
to be considered as a netfesirable area for middielass families, now seems to

be a good location for housing investme(Brueckner and &senthal, 2009,

p.725) Through observations of the social housing and short interactions with

local people, | wanted to experiment with what it is like to walk around the area

and if it has really changed in comparison to its old reputationdahgerous

during the 1980s and 1990s.

Hoodzilla the artwork that | created following this observation, represented the
unknown beast that the media has insisted to shape as a Black or Latino and that
can destroy not only the welfare system but also thgersonal safety of most
citizens[Figure 11] Inspired by the filnGGodzilla(1954), | created a character that
looks tough and dangerous, and as with most beasts, it shares some animal
features. This illustration looks for a response from the public, aid laas been
exhibited in different countries, | was hoping to deconstruct these complex ideas
of danger linked to certain communities (as the ones for Harlem for example) by

exposing the character to the public.
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Hoodzilladoes not only look like the steotype of an AfreAmerican gangsta

rapper but also a boxer. As previously discusséthaptersOne andTwo, rappers

and athletes have represented minorities in the United States for a long time, and

boxers have been sometimes the real worktigss heres. Oscar de la Hoya
represented for Mexicans in East L.A. the same values that Mike Tyson (at the
beginning of his career) represented for black people:iselief and ambitionand

therefore this explainsi KS dza S 2F o02EAy 3 Jfoe@&a TF2NJ
primarily motivated by the intrinsic enjoyment that they gain from the activity, we

would expect that they would be evenly distributed throughout all the

a2 O0A 2 S 02y 2(Dikoq) 2001, p.228h&elote, the sport is associed with

poorer communities looking for economic opportunities.

The technique selected for this artwork is a digital print produced in Adobe
lllustrator and printed on Arches Moulin Du Gue Paper, 15% linen, 85% cotton

white.

Untitled (2x Exhibitions)

In May 2019 | was invited to participate in an exhibition organized by Dr. Emma
Roberts[Figure 14}o celebrate the partnership between two Universities, LIMU
and SUES Shanghai. The idea behind this exhibition was to show artwork related
to academicaesearch from two different cultural backgrounds. After my visit to

New York a year beforfgigure 25] | had multiple photographs and notes about
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gangsta rap in western culture, and | was ready to challenge the public by creating

a stereotype of a gangstapper using a database of images | credteédure 17]

Racial and social stereotypes have been part of this society for a long time. As an
example, the high rate of incarceration of people of colour in Ame(tiarwitz

and Peffley, 1997, p.37@nd the excessive media coverage of black and Latino
crime (Entman, 1992K I S KIF R F yS3FdA GBS AYLI O
minorities. One othe perceptions that the public may have is that workiigss

youth making rap music (as they are mostly black or Latino) are more likely to act
like criminals, or that young women making this music or performing in the music
videos are hypesexual(Weekes, 2002, p.251By adopting these preconceived
ideas, we would be ignoring their freedom of speech and the right of everyone to
be creative in a free world. Ihere is not a direct association between white film
directors and the characters they create for their movies, why should young
rappers be associated with crime and antisocial behaviour? Are they not able to
create fictional scenarios to express their ideaithout acting as their character

in real life? As an example after several criics O 2 Y 6 Spiké Bee for his film

Do the Right Thin(l989a)k S NB &4 L2 Y RSR (2 a2YS 27F KA
we to conclude that only whites are intellectually and morally endowed to tackle

an issue as complex as race relations in New Yark GLée, 1989b, p.6)

The peception that black youth participating in music (through fashion, attending
events, or making music) are likely to be involved in real violence is a global

perception, not just in the U.S. As an example, a report created in England in 2018
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showed that thepolice created a database hoping to stop youth from participating

Ay 3JlLy3 OGAGAGASEAD ! f (K 2gratkrs af kidse SOARSY
convicted of youth violence were white; nine out of 10 individuals on the
Manchester gangs list were black or @ilNA (G & (Slarke y2818Xhis report

suggests that young people involved in urban music (Grime music would be the
equivalent in the U.K.) are likely to be seen as criminals, although they are
performing in a music video. On the contrary, aceogdo Clarkethree quarters

of those who committed a crime were white but did not enter in the database

before committing the crime, which suggests that our society and the law
enforcement did not see them as criminals, possibly for race association as
familiarisation. As | mentioned before, this issue is global, even in the way we use
language to refer to young black and Latino people. As previously mentioned by
{YAfSe G¢KS dzaS 2F GUKS GSN¥Y GiKdzZa¢ o6& t NJ
word'suset® K N} OGSNAT S LINARYI NARf & A yBmileyA Rdzl f a
and Fakunle, 2016, p.35fferring to an altercation when a group of black males

looted a supermarket after the death of a black male (Freddie Gray) in police

custody in Baltimore, U.S.

To create the stereotype of a gangsta rapffagurel5], | created a database with

the portraits of over 100 commercial rap artists in the form of a photographic
contact sheet, to use their features, tattoos and fashion accessories to develop my
characters. Some of the rappers that | used for the creatibtJtitied have
committed a crime in the past, for example Gucci Mane, but many of the other

rappers have not. As it happened in the U.S during the 1980s and 1990s, police in
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Los Angeles created a database called CalGang, where they could add individuals
who are likely to commit a gancelated offence. However, the large number of
young people added to the list suggests that police were likely to add someone to
this list based on what they look like and where they are from. As an example, in
2017,LA Timeseleased an articl¢Chabria, 201%o tell the story of Brian Allen,

a dance instructor from Sacramento who was added to CalGang for being in a car
with a local rapper, who had aiminal record, in his own neighbourhood, which
was seen as a gang territory. | found this event to be relevant for my research and
practice, as loweclass people suffer these associations in different countries. |
remember as a teenager being treated amfy for being from a workinglass poor
neighbourhood and not for my actions. As an artist, | findifficult to express
these social contradictions through my illustrations without using text, which is
why my characters challenge the audience withaagkerous look that remind us

of boxers, TV criminals and rappers.

Hypermasculinity is also open to discussion in this composition as the character
refuses to adopt any attributes that could be deemed as a sign of weakness.
According to Spencer
In response to chronic sources of fear, individuals may cope by adopting
psychological postures that diminish the possibility of being victimized. For
males, these coping strategies include maladaptive aggressive and
hypermasculine behaviors
(2004, p.237)
Lasty, | wanted b give to the character ikntitled a proud look[Figure 16] as

people from lower class often choose to embrace their communities and give

value to the straggle of their living conditions, looking at themselves as werking
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class heroes. The titlgntitled reflects the injustice that some young black and
Latino people must face for what they look like or where they are from and not

for who they are.

L.O.V.E and Number Or{&ongs and Music Videos)

| made my first rap song when | was 13 years old. As mentioned previously in
Chapter Two, | used music as a tool to express my idaad rebelliousness
associated with the age, but also to feel empowered in a society that was denying
opportunities to us costantly. As an example, the school that | attended used to
decide for their students the educational path that they should follow after
secondary school. The school used to encourage students from wealthy families
to continue their education towardsiniversity, but | remember our teachers
asking the poorer students, a majority from workidgss families and
neighbourhoods, to enrol in a motthanualourse that would allow us to jump
straight into work after secondary school. They offered me to enra iinee
welding course, which | rejected in my mind automatically for two reasons: |
wanted to be an art student if | had the funding, and because my father was a
welder. | remember my father coming to see me with woekated injuries almost
every week. Fidhermore, money was always an issue in my family, so | could not
see how doing a welding course was going to be beneficial for my personal

development, considering my interests and personal circumstances at that time.
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Outside school, sports had their own ways to segregate young people, as some
clubs required a subscription fee and sometimes a reference letter from a current
member. Although many othearhildrenin school practed tennis, martial arts, or
attended a langage school, | could only relate to football players or boxers, as
they were our workineclass heroes. Once | developed a taste for music, the
selection process was similar: due to our similarities, | could relate more to rappers
than other musicians, acbuld identify myself in their lyrics and did not feel that

| had the same access to formal music education as other peers did. When | started
producing my own songs and lyrics, | used it to claim my place in society and feel
empowered. In a similar wayta boxer, | was trying to obtain respect and social
recognition without ignoring or denying my roots. As | started to feel more
confident about myself, | was also able to deconstruct how the society works in
terms of opportunities, and | decided that | sagoing to challenge my
schoolteachers (they represented the authority to me at that particular moment)
and continue my education in two different ways: the official one, through an art
school and university and at the same time using music and persdatbreships

with other artists.

Since 1999, | have produced more than ten rap and RnB albums for different
artists, and produced two solo alburres well as two albums and two singles with
my group Beautiful Brokerfurthermore, | became a music videoettor in 2012

and all these experiences provided me with some of the skills that | use in my
current job as an educator. The group, Beautiful Brokers, was founded in Spain in

2003 alongside Inda when | attended the Art School in my hometown. | was 18
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andl had my own homeecording studio equipment, which allowed me to create

music in an independent way under my own rules. Most successful rappers

Of FAYSR (GKS AYLEZNIIYOS 2F W{SSLAYy3a Al |
themselves and being independent, we did not approach any record labels at

that particular time and organizkall the concerts and the music production on

our own.

During the time | was completing my university studies in Granada (Spain), | was

also very active as a music practitionendacontinued playing in venues and

recording songs in the studio. Most of my songs were shared online and my peers

had immediate access to my music, which | also enjoyed. As an art student, | felt

much respected as a musician as people around me knewnmgiahusic was just

a performance and that not everything that | said on my lyrics or music videos
should have been taken seriously. As an example, | made multiple love songs
talking about some imaginary woman, although | had a partner, and all my friends
understood that it was just a song. However, when | completed my art degree and

gl a R2AYy3I Yeé aladSNRa Ay 9RdzOIF GA2yX GKS
art student any more, and | was being trained to teach young people, there was

an extended beliethat as a teachemne should be a role model tthe students,

and rap music as well as other forms of expressions from woidiags
O2YYdzyAliASa RAR y2i aSSyYy (2 FAGO® L NBYSY
asking me about my rap lyrics and thattifvould be somehow contradictory to

continue my practice if | decided to teach.
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When | startedmy jobin the School of Art and Desighwasonce moreworking

with other art practitioners, and again, | felt that | wanted to continue my music
career, howeer | started to be afraid about what students would think about me
as a professional if they knew that | was a rapper or if they knew about my
background, so | started to feel less interested in making music. | did not want to
be seen as a criminal for kiag rap music, and | did not want to offend anyone in
the workplace for something | could say in my lyrics, although | knew that my lyrics

are not edgy or negative generally.

When | started my research about gangsta rap and how young people are often
criminalised for making this music, | decided to produce two songs and two music
videos with my groupBeautiful Brokers. As this research is an ethnographic
account, | thought that maybe | would feel differently about making music for a
research purposel.QV.E as well adlNumber Ongdeal with issues of identity,
social class and rebelliousness. During the recording experience, | felt very self
conscious and inhibited, however, | tried to be as bold as possible as in my previous

rap lyrics. As an example ynshorus irL..O.V.EBays:

| got Jesus on my neck
Inda got my back

LQY | LlzofAO SySvye
L R2y Qi 3IAGS | FX
0L R2y QO 3IABS | FX0

| control the game

From Spain to England
She drops it like it hot
Blowing up the Kingdom
(Blowing up the Kingdom)
(Beautiful Brokers, 2016)
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My chorus relates to different aspects of my traditions as well as my passion for
GKAA GeLsS 2F YdzaAO® L FF3ANBS gA0GK [dal yS
alienated, frustrated and rebellious black youth who recognise their vulnerability

and margnality in postA y R dza (0 NR& K(1993,! p¥ B Ashn@htiéned before,

religion played an important role during my childhood, and | expressed how the

use of icons (such as the Christian cross) could be used for protection. Inda, who

is the female #ist singing with me in this song, is also included in this part of the

song as support. | express that | am a Public Enemy for two different reasons: the

first one is how society has treated young people from wordlags communities

and minorities formany years, and how they have been deemed as dangerous
becauseaap music started to succeed and enter every home due to its commercial
success. Furthermore, it pays tribute to Public Enemy, a group that has been
surrounded by controversy since their origifor their political lyrics against the
establishmentbut at the same time, to their contribution to the black and Latino

pride of some communities that have suffered during many years. The real
importance of Public Enemy was in the way they used rapgavassan alternative
ONRIFROFAGSNI F2NJ LI22NBN) O2YYdzyAGASad dat dzo
Believe the Hype," "911 Is a Joke," "Can't Truss It," and "More News at 11," express

the group's desire to broadcast news and information to their hip hop
condi A idzSyOe y20 NBIFIRAt& I @FAfl o@&keey | YR I
1993, p. 61)My lyrics show rebelliousness in that they do not look for mainstream
approval. Although my lyrics are thought of as just lyrics and made for a song, |

find difficult to curse or express some messages, as | expect the social scrutiny that

they go through, and coming from a workkstass family, | am hyperconscious
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that it is important to be socially accepted to be able to compete in terms of career

opportunities, etc.

Number Onethe second song and music video, which shares many of the
attributes ofL.O.V.Ehad fewer accents of Caribbean music, and a bigger influence
of American R&B music and musiciasischas R. Kelly andHain amongsbthers.

The lyrics focus more on love, sex and relationshpging to increase the self
esteem of the listener. One of the benefits of rap music is that it is a music genre
that allows discussion about any subject, including love, and other kind ofriafo

relationships. As an example, the main chorus says:

Baby you and me,

[ SGQa 3ISG 2dzi G2y A3aKGX

You can be my lover,

You can be my number one,

L 2dzaid ¢glyd G2 aSS &2dz2NJ 62Re& RNRBLILIAYQ

You know what | want,

(You know, you know) what | wan

2 Kl 1 Q& dzLJH

(Beautiful Brokers, 2016)
There are three main inspirations in the instrumental part of my sobh@30s hip
hop, Rhythm and Blues (R&B) and Dance Hall. As mentioned in Chapt&890s
Hip-Hop provided me with a platform to express my liegs, something that it
was constantly denied in other areas. Although-Higp is and was a product of
the black community, it shared many positive values with other commun&gigsh

as Latino, Hispanic, and nowadays, communities from everywhere in diie w

(e.g. Cambodian rappers in Los Angeles, etc.). As explored by (B09&3
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Rap in the early days was »a street thing«. That is the consensus phrase
which emerges from conversations with some of tRelerto Rican

LI NGAOALI yia 2F GKFEG GAYS o0X0d 2KSyY
marked off not so much racially but in terms of class, geography, age and,
though they tend to make little reference to it, of course gender

(Flores, 1997)

Although I am not black nor grew up in a black neighbourhood, the experiences
that | went through as a workinglass Hispanic child were similar to what some
Afro-American rappers have experienced in their lives, therefore, rap music was

always a naturallannel to express my feelings.

In terms of music production, rap music has been an accessibleiméali poorer
communities as it does not require a large investment. Nowadays young people
can produce a commercially successful aloum with just a laptopamdrophone,
although it is knowr(Blair, 2004hat large record companies play a crucial part

in the marketing and exposure of rap artists, and in most cases a professionally
produced album is not enough to be part of this industry. For the production of
L.O.V.Eand Number Ond used a Korg Tritonelboard and some of the classic
instruments from the Roland T808 drum machine, which is one, if not the most
used drum machine in hipop music since its first famous use by Africa
Bambaataa and the Soul Sonic Fai€baapman, 2008, p.164As a highop artist,

it is important to me that the music | produce can be recognised as part of a music
gerre or movement, therefore the instrumentalsafull of connections with other
artists from the urban genre. F&rO.V.H used a classic Jamaican dancehall beat
structure, combined with layers of synths and arpeggiators. On one hand, the
instrumental is heavily influenced by American prodyd@émbaland| agree with
YAYy3IQa RSAONARLIIAZ2Y 2F ¢AYOolLfLKyRQa YdzaAal |
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2Kl 0Qa Y2ad &aGNARLAY3I | 062 dgdlyrh§thmieo I £ | Y RQ
flr@8SNAYy3I 2F KAA& RNHzY GNXOl® 6X0 . SOI dz
of percussionhis music is very much focused around the power of the beat

(always in relation to grooye

(2001, p. 432)

So, as Chapman commented about traditional-hgp and R&B production,

Gf 22LIAyYy 3 2F 0 NBI | odSbulirécording® (Wasmlemppeoact¥ dzy { |
that characterized most hipop produced between the late 1980s and the mid

M ¢ dp (2DBB£p.156)As | wanted to differentiate myself from other producers, |

played all the instruments for my own songs. Starting from the beat, and having

the Caribbean accents of dancehall music, the rest of the instruments and voice

will adapt to the beat in ordeto complete the song as it is reflected in most of

CAYOlIflYRQa LINPRdAZOGAZ2Y A D

In terms of music videos, an@@ording to Bryant
Critics, clergy, parents, and concerned citizens believe the imagery and
lyrics in rap videos have negative influences on yo&pecifically, the
negative images in rap videos may adversely affect attitudes toward-male
female relationships among youth
(2008, p359)
Based on some of the preconceived ideas that we may have around rap music
videos, | decided to produce two music videos for the two different sdngsV.E
music video[Figure 18]explores the maldemale relationships that have been
under criticism for rore than two decades, empowering both artists without
denying its highop aesthetics. Ak.O.V.Es a song that is directly inspired from
Caribbean dancehall music andpp, | directed and produced the video, almost

entirely in the studio environmenfs rap music as well as any other music genres

are a creative representation, the use of chroma key and green screen
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technologies would allow me to create a virtual environment to create this
imagery. During the entire video, | combine the use mfmary-coloured
backgrounds with drone footage images of Los Angeles, in order to create a similar
experience to what we expect from Dancehall videos. As we recorded the music
video in Liverpool, the weather would not had been as good as to emulate the
lights of @rtain countries; therefore, the green screen provided us with the extra

creative freedom.

b dzY 6 S NJohog fardhe music video was different t0O.V.En that it aims

for an urban look, using lights in a ldwey environment instead of the clean and

steady result that music video directors obtain in the studio. The camera
movement and the performance become darker fdumber Oneand scenes

change following the rhythms of the beat. Gangsta rappers, such as Wacka Flocka
CftlYSZT o0dzi I fBag geirg Grimk Snspjreth dz9 © § NJdahkic S Q &

video [Figure 19] Hiphop is arguably the music genre of the oppressed and
marginalised youth, and their music videos represent an inhospitable part of the

city where the rules are made differently. Gangstp rausic videos (alumber

Ong@ are often inspired by gangster films and use the city and its lights to transmit

these tensions to the public. If we compare rap videos to gangster films,
GX3IFYIEAGSN FAEYaS LINBaASYyld GKSficiddestsa G SNI |
ONRdzZAKG 2y o0& | LINARYLFf f 2@&(SHatnén, 2065, G KS .
p.49) Although Shannon refers to Irigkmercan gangsters in particular in his

article, all types of communities have represented this sense of belonging to a

particular place in films and music videos, from Italfenericans to Afro
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Americars and Latinos. Rap music has done the same but has béem afcused

of glorification of violencéRo, 1996)

During this phase of the research, the gmeduction, direction and editing of the

musicvideos provide me with an inside look of the personal benefits of music

making, but as | mentioned before, when | was producing the songs, | felt-hyper
conscious of the criticism that rap music can be exposed to sometimes, which

limited my enjoyment and aistic freedom. | have been a rapper since | was a

teenager, and rap music was my way to escape social and family issues and it was

one of the healthiest ways available to feel empowered and increase my self

esteem. On the contrary, since | work in acadeerand read conversations about

music and issues related to social class daily, | have become more conscious about

the negative scrutiny that this music goes through. | felt that | could be judged for

making music, as sometimes this genre represearggative attitudes towards

women or other people. | find this situation the greatest contradiction that | face

as a practitioner, as rap music has represented to me an opportunity to be heard,

but | also sympathised with some sectors of the society that have been
undermined for many years and unfortunately have been targets of some rap

lyrics in the past (as minorities, LGEEminist groupsamongstothers). Rap music

was not the creation of weba i 60 f AAKSR NBO2NR flFoSta od
from the streetsof inner-city neighbourhoods as a genuine reflection of the hopes,

O2y OSN¥yaz | yR | &LANI GAPpweld, 19T p.dspndr y . £ | C
therefore it should be treated as a response oifeefion to social issues and not

the creation of them.
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Is there a Heaven 4 a Gangst@xhibition)

Is there a Heaven 4 a Gangst@p19)[Figure 21]Jis an illustration created for a
group exhibition that was rejected for an unknown reason after being invited

the Atkinson Gallery Millfield School, Somerset. For this exhibition, | created a
composition where a stereotype of a gangsta rapper can be sedmeaven,
wearing some of the fashion accessories that normally are associated with gangsta
rappers (as facial tattoos, designer clothes, jewellery, etc.). Below the character, a
coffin questions if there is a possibility for the character to accessdreawif, on

the contrary, his actions will not allow him to access a peaceful rest. | applied to
be part of this exhibition after they sent the invitation to my Director of Studies.
Although | knew that this gallery had a long tradition of commercial @I
wanted to test if gangsta rap music (or a representation of it) would be allowed to

be next to more traditional artwork.

The inspiration for this illustration comes from an interview produced by CNN in
1996 featuring Master fFigure 20]in whicha group of young males carry a coffin
with the dead body of a friend into a local bar for a last drink. The person in the
coffin was another young male associated with drug dealing and gang culture from
the Calliope Projects, whichccording to Whiting2014) was one of the poorest
FNBlFa f20FGSR Ay GKS a@YdzZNRSNJ OF LIAGI f
that the young males carry the coffin from the local church to the bar, they could

be heard singing one of the most iconic songs of local rappéreatrepreneur
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Master P s there a Heaven 4 a Gangstéithe lyrics, we can listen to Master P

saying the following:

The ghetto got me crazy, | smell daisies

But | can't die tonight my old lady's pregnant with a baby

Tupac said there's a heaven foe a G

But | wonder if there's a restin place for killers and gangsta niggaz like me

(Master P, 1996)
Some of the elements shown in the interview vidas well as my illustratign
connect with the Catholic traditions that we learn in workiclgss
neighbourhads, where a supreme god will ultimately judge our actions. On the
coffin, | added a Catholic cross and the face of the rapper has a Catholic tattoo on
the forehead. Although it can be seen as a contradiction by an outsider, the fact
that a gangsta rappeis carrying images that remind us of an ethical code of
practice, they (gangsta rappers) will justify the use of religious imagery as a way of
seltprotection, partially based on religious beliefs, popular culture and ultimately,
fashion. During the reseeln phase prior to the execution of the artwork, |
explored some of the most famous Latino and American religious symbols in

popular culture and the cross, hands praying, Jesus and Madonna are amongst the

most popular choices.

In terms of the chareter, | decided to use for this exhibition a black young male
Fa A0 Aa AYALANBR o0& al aGSNJt QfFigiteizaA O OF |
22], which can be used as an example of why gangsta rappers create nihilistic lyrics

in their music:
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By icentifying the prevalence of racism, discrimination and nihilistic
behaviour in the African American community as a means to expose the
AYybdzSyOS 27F dzyRSNI @Ay3a LIRogSNI NBfFGAZ2Y
voice to those socially isolated individualbage voices have previously
been muted
(Stephens and Wright 11, 20003p).
Although AfreAmerican people have often used rap music to share their negative
experiences, Hispanics have also contributed to the development of this music and
imagery. My illustration questions if there is a moment in life for worldtasgs ra
artists, especially those coming from minority backgrounds,mthey can enjoy
their success in the music or cinema industry without questioning the social impact
of their artwork, the relationship of the individuals with gang culture, and

therefore thar criminalization. Heaven can be also understood as a point of

commercial and social success.

C2NJ 0KS OKIFNJ}OGSNRa Of20KSaz L RSOARSR i
shirt. The brand | selected for this composition was Louis Vuitton, as otfe of
most iconic clothing lines that rappers have been wearing for the last 10 years as
a sign of status and recognition. According to L¢204.3)
Fashion leaders continued to challenge staie@ress codes by adopting a
more sophisticated, tailored look that contrasted its urban roots but
signified the entrepreneurial success of some of -Kig LJQ & AO2YyAO
celebrities.
(2013, p.230)
As an example, a Louis Vuitton or Gucci top can cost from £350 to £900 according
to the official websites, so for a young rappeno comes from a poor background,

fashion is an easy way to demonstrate success and buyl sec@gnition. | have

memories from my childhood when even though most families could not afford
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branded trainers or shoes for thashildren wearing norbranded shoes to school

could result in bullying from othechildren Maintaining a certain social status,

even between people from the same economic area, seems to apply for all the
a20ALf OflaasSay awSLINBaSyual aAoSa 2F Ayaid.
construct a regime of stylistic conformity codified imgol rules, police profiling,

FYyR tS3axatlrdArzy GKI G o(Baytér andIMakina) 2068 | NJ & § ¢
p.103) therefore, rappers will use brands and clothes associated with upper

classes combined with elements of gang culture (e.g. tattoos, jewellery, etc.) to

express their values and somehow contradictorily, fight against the establishment.

One of the aims omy illustrations is to provoke a reaction in the spectator. Are
they going to accept that the portrait of a contemporary gangsta rapper must
feature a black person? Are certain aspects of fashion and weckasg youth
associated with gang culture? Angaction, including the lack of it, from the
audience will be appreciated as essentially the acceptance of my artwork means
in some way that the spectator is accepting the content as valid. Furthermore, |
try to break stereotypes associated with minoriti@sd poor youth by creating a
stereotype which is why for this illustration | created a black character and not a

Latino or white like myself.

Finally, one of the aspects that | want to reflect on my illustrations is the idea of
hypermasculinity that soiety has somehow embedded to some minorities and in
their cultural expressions. Most of the characters that | create are masculine,

athletic and challenginfrigure 23] Once again, this is part of the process to break
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the stereotype that has been heavigsociated with some minorities and social
classes. As an example, toughness has not been necessarily associated with Al
Pacino, the actor, although he has played some tough characters, however, it has
been suggested that black and Latino artists arerofteshed to be tough under

the influence of rap music and street cultu¢eried, 1999, p.705) remember
growing up in the 1980s, that hypenasculinity was not only prest in gangsta

rap, but also in sports, TV, fashion, school and often in religion. As a waiksg)
youngstetE L NBYSYOSNI 6SAy3a GFdAKG GKIFEG ol a
openness, vulnerability or emotional expressiveness (and that) a reashwand

0S (2dAKXI FF3IIANBEAAADSIT RI(INaEMGtE, 2003, R45K | F S
Unfortunately, for an unknown reason, my artwork was not shortlisted for this

exhibition,as | expected duto its theme and content.

RollindSong and Music Video)

Rolli)Figure 24]was a song and a music video created in 2012, just before |
started my job as an educator and before | enrolled in this doctoral programme. |
decided to incorporate this piece as a part of the discussion as it represents the

beginning of the end of my cage as a rap artist.

¢CKA& az2y3 gla ONBFGISR FFOUSNIL FAYA&AKSR
Inda, and my friend, Sergio. It was made a few years after the 2008 recession,
when Spain was still recovering, and youth unemployment was affecting ealmos

one in two people under thirty. My dream was still there: to become a successful
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rapper and make a living from my music, however, the lack of funding and job
opportunities made life conditions harder for most of us, making rap music the
perfect outlet toexpress my feelings and ambitions. Coming from a poor working
Ofaa ol Ol 3INRBdzyR a I OKAfRXEZ IyR KI@Ay3
feared that the economic recession could take us back to the same place where |

grew up where opportunities wereconstantly denied, as having less to share

meant fewer opportunities for workinglass communities. Once again, rap music

made me feel valuable, empowered and independent. Even during the hard times,

| still had a voice, and after finishing my album witida, World Money,we

decided to produce this music video and continue with our practice.

A few months after finishing the song and the music video, | moved back to
England (as | had previously been here as a student with a grant and making music
videos)tod NBE (2 YIF 1S dzaS 2F Yeé aladSNNna RS3IANI
started working as a graphic designer, and continued looking for jobs in the
education sector. | remember having the same interest in music during the first
few months, but as | was kieng more success in the creative industry, something
changed. As commented in Chaplevo, | saw rap music as a reflection of my poor
working-class background and | thought that somehow, it would make me an easy
target for criticism, so | started to fetdss and less free in making my lyrics and
music videos. In some way, it was difficult for me to imagirsei@essful career

for someone whose hobby is to make rap music, due to the associations between

the genre and certain social backgrounds and attiside
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Rollinwas a song that celebrated life, healthy relationships and made me feel good

as a person, but it was also the last time | felt free as a rap artist.

To conclude, & this project is partially based on my journey as an artist, this
chapter proviles some answers to the questions this thesis asked at the beginning
Are gangsta rap artists perceived as violent outside their artistry? Do gangsta rap
artists enjoy from the same creative freedom that other white cinema directors or
artists do? Are soal class and ethnicity playing a role in the violent perception of

gangsta rap artists?

First, rap music is a product of black culture. Although white and Latino rappers
have contributed to the development of the genre, Afonericans have been
heavily chrminalised in popular culture and media, as previously analysed by Oliver:
This analysis (on realistic portrayals of crime) revealed that the majority of
white characters in the programs (61.6%) were portrayed as police officers
rather than suspects, buthait the majority of black (77.0%) and Latino
(85.9%) characters were portrayed as suspects rather than police officers.
(Oliver, 2003, p.7)
The same treatment that black people have received for years, has also expanded
to other minorities as Latino and ultimately workiotpss from poorer
communities(Cervantes and Menjivar, 2018, p.188} there is a common belief
that perceives black people or Latinos as dangerous, someone from these
communities making lyrics about violence will be perceived as violent too. This
relationship has not affecttmost white cinema directors, actors or artists, as they

seem capable of making something up for the stage and then be able to conduct

themselves in a different manner in real life.
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As a practitioner, | feel I am in the middle of two worlds. | come fadowincome
working-class family from a deprived area of Spain, but through hard work and
RSRAOFGA2Yy>X L O2YLX SGSR I . I OKSf 2NDa
educator helping young people to fulfil their potiead. When | make rap music or
illustrations, | expect my artwork to be analysed and create a positive discussion
around it, but | do not want to be associated with negative attitudes in the same
way that the media creates these relationships between some artists and their
creative outpus (songs, music videos, interviews, etc.). Aispanicap artist, |

find it very challenging to be creative as | am hyperconscious of the potential
criticism that sometimes the media or even art institutions create around rap
music. When | look at cobgues and other artists from other disciplines as
painting, photography or performance, they seem to find it to be more acceptable
to discuss certain themes, which suggests that their media outlets are associated

with mainstream/intellectual white culture.

The rejection of rap music from the media also denies the existence of racism,
racial segregation and social inequality in our society, and although some
behaviours shown in rap music videos should not be played in front of children,
they often reflect a gcial reality instead of creating a new one as some detractors
have suggested, for example, the obscenity trial of the rap music group 2 Live Crew
(Binder, 1993)As an example, the tensions reflected in rap music videos between
minorities and different authorities have been blamed sometimes on the artists

instead of looking at this as a social istlu@ originated well before the creation

143

P

(0p))



of gangsta rap. This research suggests that rap music is more a reaction to social
issues, inequalitiesviolence, etc. than the originator of these factors. Based on
my own experience, rap music allowed me to express my feelings when no other
place allowed me to discuss certain topics. Urban culture helped me to develop
certain skills, that later on in mijffe, allowed me to make friends, get a job but
most importantly accept who | was and where | come from. The practice
developed for this research has allowed me to question again how | feel about
making rap music at this stage of my life where | have othannels to express

my ideas and if | am willing to be criticised as a person for something that | perform

as an artist. Answers remain contradictory.
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Conclusion

The extensive comparisons @mapter One demonstrate that gangsta rap was a
product of its environment, as data shows how some ethnicities have &edear
disadvantage for decades. Black pegm@ad often Hispanic communitiebave

seen how job opportunities were taken away from them duritige
deindustrialisation of the US how the government allowed discriminatory
housing policies for years, as redlining and other racist policies that kept
neighbourhoods segregated, devaluating house prices making almost impossible
to sell their propertis and move to find a job, and how some minorities in

desperate need of police protection became victims of police brutality.

Gangsta rap originated in low income workiclgss neighbourhoods that often
received excessive media coverage on their drug,stgrgion and violent
incidents, which affected their global perception. After the creation of the music,
which addressed many of the issues they were facing as a community,
international record labels commodified th&uthentic black experien€2by
selling albums to white teenagers who would feel attracted to the rebelliousness
of this music, which brought the attention of conservative politicians who tried to
censor and mute the music genre, as it was seen as an attack to traditional family
values. The late1980s and earlylo%pna @oSNBE F2ff26SR- 08
American and Latino celebrities which helped to deconstruct racial stereotypes

linked to black and Hispanic people, however, as racial discrimination and police
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brutality practices contined, they triggered social responsesichas the Rodney

King Riotsand the subsequent gangsta rap songs against the establishment.

Although there have been multiple debates about the intellectual and personal
benefits of making rap music, there is ammoon belief that the use of violent,
derogatory and misogynistic lyrics and aesthetics can have a negative impact on
youth behaviour However, the results of this research support the idea that if
white directors and artists have been allowed to write,gsiand film about
(almost) any subject without being censored, this should be common ground for
rap artists too. Nonetheless, this research highlights the necessity for alnesgpel
system, to stop young people from accessing adult content, that often aatids

complex issues that may not be appropriate for underage people.

In Chapter Two, through a range of ethnographic methods, and after using myself

as a case study, this thesis has provided a deeper insight into the-cdtioal
environmentofrapat AAG& YR K2¢g Al R2S&a KIF@S 'y AY
style. The most obvious finding to emerge from this study is that rap music is more

a reaction to social issues, inequalities, or violence than the originator of these

factors. Asthe research explores deeply in Chapter Two, most difficult
circumstances appear before the person develops a musical taste, therefore it
challenges previous theories and often accusations from academics, politicians

and educators, suggesting that rap music createsatassues, and promotes

negative racial stereotypes.
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Another factor thathis thesisexploresis how minorities and lower socioeconomic
communities need to create new (or break old) f&tablished social rules to
generate opportunities. Isolated commities experience fewer benefits following
mainstream channels than other groups, as they are in clear disadvantage in terms
of education, job opportunities and health and safety (as an example, the disparity
AY AY Ol NOSNI GA2Yy NIslb®rardes,uid@héréfore répgess WK 2 2 R
gain social recognition by being authentic to themselves, representing the values
of the place where they come from, and using their art to report injustice.
Furthermore, the rapper often uses his/her lyrics to projeattésies, which can
relate to sex, money and power. An initial objective of the project was to identify
the benefits of producing this type of music, andveas discovered inChapter

Two, rap music can help to deconstruct the perception of some communities,
create awareness and improve racial harmony between listeners, but also provide
with a healthy support network for young people to develop new skills, improve

their relationship with other peers and embrace their culture and traditions.

The last sectionChapter Three, reflects on the practice that | developed as an
artist, and the barriers that | have faced during my journey. An initial objective for
this project was to identify if rap music artists enjoy from the same creative
freedom asdo other white artists. In the current study, comparing previous
examples of censorship in American and British gangsta rap followed by an
exploration of my own practice, | find that races well as social clags=an affect

the artist in terms of opportunities, gport, etc. As an example, | created a

number of illustrations for different national and international exhibitions, aiming
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to deconstruct preconceived ideas of identity and perception of gangsta rap
artists, however, one of themlq there a Heaven 4 a Ggsta?), was rejected for

an exhibition to which we were invited, despite that the artwork from other
colleagues being accepted having a similar media, but not sharing the same
theme. A possible explanation for this might be that considering the quoaitical
implications of this piece, the gallery decided to not take the risk and select other
less controversial pieces. However, although the exclusion of my artwork did
support some of my previous hypotheses, these results should be interpreted with

caution

Finally, the rap songs and music videos featured in this section highlight some of
the positive benefits that the music brought me personally. As an example, the
use of this music made me accept some of the negative experiences that | had
related to the aea where | was born and develop a pride and sense of belonging
as other rappers and professional athletes from similar backgrounds were able to
succeed coming from a similar place. Moreover, rap music gave me the
opportunity to be heard, and develop a ptge identity as well as an additional

set of skills that was required to produce this music. Living in a community where
manual jobs were the main option, the music provided me with some intellectual
tools to understand the social reality that | was expacing and empowered me

to continue fighting for my rights and my future.
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Afterword

¢KS dziK2NR& LISNBELISOGAGSS F2NY¥YSR FNRY (KS
an artist, designer and practising musician, has enabled a more complex
understandng of Gangsta Rap and its role and implications to be revealed. This

ongoing research will be continued by contributing to journal articles related to

urban youth, musiand criminology; by exhibiting original artwork, producing

music and engaging in publengagement activities to raise awareness on social

injustice inside and outside of the entertainment industityis worth noting that

authenticity within the gangsta rap music genre, has its limitations when it comes

to creating certain types axhibitions, books, publications, and events. This leads

G2 GKS WLI NYR2E 27F |dzZiKSyiAOAGeQd 1a (K¢
ostentatious image of the (commercially successful) gangsta rapper, producing

events to encourage young people to paigiEte or simply engage can prove

difficult as it is expected a certain standard from the audience. The paradox comes

as the genre used to be a part of every poor working class neighbourhood in North

America and many other places around the world, but néwsicommonly
LISNOSAGSR a WHdzZiKSYyiAaA0Q 6KSy Al A& LINEFR

within a certain location.

Furthermore, it is intended that the original findings of this thesis as manifested in
the body of practical work, songs, music videosl illustrations- alongside the
autoethnographic journey and theoretical discoverieswill benefit future

researchers in this emerging field.
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Appendix 1 Music Videog; Links to Online Content

Beautiful Brokers was a group formed by Carlos Santos Barea, founded in Spain

and produced a series oecording albums and music videos from 2003 to 2016.

The following links present three music videos produced as part of the practice

led research of this thesis.

Beautiful Brokers
w2 f ROL3f Q
Beautiful Brokers Records (Spain/U.K.)

https:/ljmu-
my.sharepoint.com/:v:/g/personal/lsacsant_ljmu_ac_uk/EQkhItFJ9INGmM2aPLOtyEKOBRa
uCkcbOYnz6EMf5EAexfQ?e=PR3Pq

Beautiful Brokers
L.O.V.E(2016)
Beautiful Brokers Records (Spain/U.K.)

https://limu-
my.sharepoint.com/:v:/g/personal/lsacsant_ljmu_ac_uk/EfAvIMI9GpFJhFrzh_QEAIgBhfO
ygmbNNXDIAoma -&yg?e=gKEA&C

Beautiful Brokers
Number 1(2016)
Beautiful Brokers Records (Spain/U.K.)

https://ljmu-

my.sharepoint.com/:v:/g/personal/lsacsant_ljmu_ac_uk/EQV9fjaJHodJufiigf3GVrYBuolf
gnfgtwwd-CrSz3rtuA?e=XDlbly
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https://ljmu-my.sharepoint.com/:v:/g/personal/lsacsant_ljmu_ac_uk/EQkhItFJ9JNGm2aPLOtyEk0BRauCkcbOYnz6EMf5EAexfQ?e=PD3Pq9
https://ljmu-my.sharepoint.com/:v:/g/personal/lsacsant_ljmu_ac_uk/EQkhItFJ9JNGm2aPLOtyEk0BRauCkcbOYnz6EMf5EAexfQ?e=PD3Pq9
https://ljmu-my.sharepoint.com/:v:/g/personal/lsacsant_ljmu_ac_uk/EfAvJMI9GpFJhFrzh_QEAIgBhf0ygmbNNXDlAoma_C-eyg?e=gKEAc6
https://ljmu-my.sharepoint.com/:v:/g/personal/lsacsant_ljmu_ac_uk/EfAvJMI9GpFJhFrzh_QEAIgBhf0ygmbNNXDlAoma_C-eyg?e=gKEAc6
https://ljmu-my.sharepoint.com/:v:/g/personal/lsacsant_ljmu_ac_uk/EfAvJMI9GpFJhFrzh_QEAIgBhf0ygmbNNXDlAoma_C-eyg?e=gKEAc6
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https://ljmu-my.sharepoint.com/:v:/g/personal/lsacsant_ljmu_ac_uk/EQV9fjaJHodJufiigf3GVrYBuo1fqnfgtwwd-CrSz3rtuA?e=XDblyH
https://ljmu-my.sharepoint.com/:v:/g/personal/lsacsant_ljmu_ac_uk/EQV9fjaJHodJufiigf3GVrYBuo1fqnfgtwwd-CrSz3rtuA?e=XDblyH
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Figure 18:

Carlos Santos

CNI YS&a FTNRY
Digital Collage

Private Collection
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Figure 19:

Carlos Santos

CN} YS& FTNRY
Digital Collage

Private Collectin
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Figure 24:

Carlos Santos

CNl YS&a FTNRY
Digital Collage

Private Collectin

. RdllinfZDR2)F dzt

.NB1SNBQ

178



Figure27:

Carlos Santos

CNI} YS&a FTNRY
Digital Collage

Private Collection
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Figure28:

Carlos Santos

CNI} YS&a FTNRY
Digital Collage

Private Collectin
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Figure29:

Carlos Santos

CNI} YS&a FTNRY
Digital Collage

Private Collectin
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Figure30:

Carlos Santos

CNI} YS&a FTNRY
Digital Collage

Private Collection
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Figure31:

Carlos Santos

CNI} YS&a FTNRY
Digital Collage

Private Collection
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Figure32:

Carlos Santos

CNI} YS&a FTNRY
Digital Collage

Private Collectin
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Figure33:

Carlos Santos

Frames from S| dzi A F dzt
Digital Collage

Private Collectin
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Figure34:

Carlos Santos

CNI} YS&a FTNRY
Digital Collage

Private Collection
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Figure35:

Carlos Santos

CNJ} YS& FTNRY . RdliniExtertledfversio® 1 S N& Q
Digital Collage

Private Collectin
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Figure36:

Carlos Santos

CNI YSa FNRY
Digital Collage

Private Colledbn
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Figure37:

Carlos Santos

CNI YSa FNRY
Digital Collage
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Figure38:

Carlos Santos

CNI YSa FNRY
Digital Collage

Private Collectin
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Appendix 3 Artworks
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Figure 11:

Carlos Santos

Preliminary Sketches for Hoodz{{#9018)
lllustration. Blue ink on white paper
Private Collection
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Figure 12:

Carlos Santos

Hoodzilla as part of A Liverpool Bestiary
Digitallllustration

500x Gallery, Texas, Dallas. USA, March 2019
Photo Courtesy of Hannah Fray
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Figure 13:

Carlos Santos

Hoodzilla(2018)

Digital Print 58 x 41 cm

Group ExhibitionA Liverpool Bestiary 2019
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Figurel4:

Carlos Santos

Untitled (2019)

Digital Illustratior68 x 41 cm

Group ExhibitionSUES at Liverpool John Moores University
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Figure 15:

Carlos Santos

Potential Portrait in process for Untitl¢gd019)
Digital Illustration

Private Collection
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Figure 16:

Carlos Santos

Colour Tests for Untitle@019)
Digital lllustration

Private Collectin
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Figure 17:

Carlos Santos

RapPortrait Database(2017)
DigitalCollage

Private Collectin
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Figure 20:

Master P

CNI YS FNRY al aisSthereta Beavey dasGar@s@dacR S 2
Music Video

No Limit Recats
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Figure 21:

Carlos Santos

Is there a Heaven 4 a GangstéZ019)
Digital lllustration

Private Collectio
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Figure 22:

Carlos Santos

Virtual test forls there a Heaven 4 a Gangsi{@®19)
Digital Illustration

Private Collection
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KNOwW you STRAPPED, BT you sTiLL A F¥X*ING BMCH NI
Ya TALKIN' BIMPKIN CAVSE TINOW you AIN'T SH*Y N~

AND iF You DON'T SHVT THE F™ K U, You'lL GET yiT N
AND WE'LL PUT SEVEN iN ook STOMACH THROWH Y0 HiLgi6eR

P C
s
q.//v/?( //1‘//’_’:’
WHEN L WROTE ABSowT PARTIES
SOMEODNE AlWAYS DI€D
We KEEP THEM NINE RMILLI'S oN My BLoCK , N¥¥¥p WHEN T TRIED T® WRITE mfpr

TRY To RUN OWN AnD you Gl CaTen K SWOT, NéHA YT uouw T LiED, T LiveD A LIFE OF CRIME

GOBRY SWMVRDH-

Figure 23:

Carlos Santos

Preliminary Sketches with Other Lyrics for the Exhib{#6h9)
Digital Illustrations

Private Collection

LKET
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Figure39:

Carlos Santos

Preliminary Sketches for Hoodz{#918)(Extended) 1
lllustration. Blue ink on white paper

Private Collection
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Figure40:

Carlos Santos

Preliminary Sketches for Hoodz{#918)(Extended) 2
lllustration. Blue ink on white paper

Private Collection
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Figure4l:

Carlos Santos

Preliminary Sketches for Hoodz{2918)(Extended) 3
lllustration. Blue ink on white paper

Private Collectio
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Appendix 4.lllustrations
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Figure 1:

Carlos Santos

In the Catholic School at the Age of 9 Giving a Military Salute During a Religious Celéb®8ddn
Photograph 10.6 x 15.24cm

Private Collection
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Figure 2:

Carlos Santos

At the Age of 13 Painting Graffifilose to my Neighbourho¢ti998)
Photograph 10.6 x 15.24cm

Private Collection
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Figure 3:

Carlos Santos

In the Middle of the School Pictuihowing offin Front of my Pee@000)
Photograph 10.6 x 15.24cm

Private Collectin
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Figure 4:

Carlos Santos

My Friend JesumdMe (on the rightPosing Next to ouBraffiti in 19981999 at the Age of 134 (19981999)
Photograph 8 x 15.24cm
Private Collectio
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Figure 5:

Carlos Santos

My friends and (19992000)
Photograph 10.6 x 15.24cm
Private Collectin
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Figure 6:

Carlos Santos

At the Age of 15 Dressed up for a Home P&600)
Photograph 10.6 x 15.24cm

Private Collection
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Figure 7:

Carlos Santos

Waiting to Rap Live in Front of an Audience for the First T20@0)
Photograph 15.24 x 10.Gfn

Private Collection
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Figure 8:

Carlos Santos

Photoshoot and recording of Huyendo de los Dra2898)
Digital Photograph

Private Collection
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Figure 9:

Carlos Santos

My First Rap MetaBroup,Old TracK2001)
Photograph 10.6 x 15.24cm

Private Collectin
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Figure 10:

Carlos Santos

With Inda, During a Promotional Photo Sesg2009)
Digital Photograph

Private Collection
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Figure 3:

Carlos Santos

E 106th St & 3rd Avan a Week Day
DigitalPhotograph

Private Collectin

217



Figure 3:

Carlos Santos

Hall of Fame in Harlem
DigitalPhotograph
Private Collectin

218



Appendix 5. Musidublications

The following section containg Catalogue Raisonnéf recorded works made
between 20042016.
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KB

Click Click2005)

Compact Disc

Beautiful Brokers Records
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All | need

Inda

All | Need2006)

Compact Disc

Beautiful Brokers Records
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KB

Huyendo de los Dram#2007)
Compact Disc
Beautiful Brokers Records
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Inda

Let Me Tell Yo(R008)
Compact Disc

Beautiful Brokers Records
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M VONEY

Beautiful Brokers

World Money(2011)
Compact Disc

Beautiful Brokers Records
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PARENTAL

ADVISORY

EXPLICIT CONTENT

Beautiful Brokers

w2 f @oLzf Q

Compact Disc

Beautiful Brokers Records
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IPARENTAL

T ADVISORY e

gEXPLICH CONTENT

£

Beautiful Brokers
L.O.V.E2016)

Compact Disc

Beautiful Brokers Records
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Beautiful Brokers

Number 1(2016)

Compact Disc

Beautiful Brokers Records
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