The punks, the web, local concerns and global appeal: Cultural hybridity in Turkish hardcore punk	Comment by shilpa: Please confirm the author names and their institutional affilation. Confirmed	Comment by wayl: 
Lyndon C. S. Way Izmir University of Economics and Dylan Wallace,, Izmir University of Economics Izmir University of Economics

Abstract
[bookmark: _GoBack]Turkish hardcore punk rock can easily be dismissed as an example of cultural imperialism due to heavy borrowing from the West. However, mapping the cultural flow of music globally is insufficient. Though the global flow of culture (including music) is characteriszed by an imbalance which favours the West, we prefer viewing cultural flows as ‘complex patterns of cross-fertilisation and cultural hybridity’ where semiotic resources from the local and the West produce new packages of semiotic meanings. This article outlines how punks are able to harness the power of western hardcore punk and western technology such as the Iİnternet to express real concern about Turkey for Turkish and international fans. Band members and fans of two hardcore bands are interviewed and lyrics and visuals of a typical video is analysed. This research reveals how bands use western resources to express opinions and views about life in Turkey for a local and international audience. In this sense, Turkish punk is not a case of cultural imperialism, but a cultural hybrid. Through internationaliszing punk using technology and a DIY approach common in punk, punk thrives in a place which is inhospitable to most things alternative, different and not easily controlled.
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Introduction
Hardcore punk rock (hereafter hardcore) in Turkey lurks in the shadows of mainstream youth culture, unseen and unheard for the most part. The bands are few, performances are rare with fans enthusiastic but rarely more than 100 in number and recordings in any format difficult to come by. When one is exposed to Turkish hardcore, it can easily be dismissed as not being very Turkish at all. Bands look, sound and act as hardcore bands anywhere. They dress similarilysimilarly, pose similarilysimilarly, sound similar and choose, for the most part, to sing in English and not Turkish. As such, it is easy to jump to the conclusion that this is yet another example of cultural imperialism. Cultural imperialism is a fear associated with globaliszation that is accused of not encouraging a two way balanced flow of culture between ‘the West and the rest’ but a ‘global mass culture’ to the detriment of ‘the rest’ (Hall 1992, 1991; Ang 1985: 2). Non-western countries are ‘attracted, pressured, forced, and sometimes bribed’ into shaping, corresponding to and promoting western values and structures at the expense of local ones (Schiller 1976: 910).	Comment by Lyndon Way: Please delete Hall 1991 from here
Popular music is one such area of culture that has experienced globaliszation (and some say cultural imperialism) more dramatically than other forms of mass communication. One reason cited for this is it is ‘less dependent for its comprehension upon language, education and the acquisition of a sophisticated body of knowledge’ than other media (Negus 1997: 271). Music’s globalization is evident in the spread of ‘global’ formats such as rock, punk and rap (Burton 2005: 158). Born and Hesmondhalgh (2003) find more evidence in the movement of music and instruments around the globe and the ‘spectacular inequality in the economic rewards and prestige’ of western pop products outside the West compared with non-western recordings in the West. But Frith (1988a: 6) notes that ‘the West’ is too broad a definition, because ‘Since the Beatles, the rock version of cultural imperialism has been directed by Britain as well as America’ while Negus (1997: 270) notes the same in a European context. 
However, cultural imperialism has been shown to be an inadequate explanation of pop music’s globaliszation. Stokes (2003: 301) notes it is an oversimplification to claim a ‘simple correlation’ between the global spread of some music and the activities of multinationals. Simply examining global sales of recordings ignores other aspects of music such as live music scenes and listeners’ use of music. Besides, multinationals do not entirely control music markets due to independent labels which also shape markets and multinationals have ‘real histories of time and place’ which shape their way of business (Stokes 2003: 301). ‘Globcaliszation’ is a useful concept here, used to describe how global goods and services are adopted to meet the needs and tastes of local markets. Sociologist Roland Robertson (1995) believes influences are selected, processed and consumed according to local cultures’ needs, tastes and social structures. These activities can be seen in global music flows, which may be characterized as ‘complex patterns of cross-fertilisation and cultural hybridity’ (Shepherd 2003: 75). For example, youth in Japan ‘took rock and did something with it, within their own musical sensibilities and needs for social resistance’ (Burton 2005: 158). Likewise, 1970s and 1980s punk in non-western countries has been used as a form of protest in ‘particularised local conditions and circumstances’ (Bennet 2001). In Turkey, scholars demonstrate how western sounds and influences are selected, processed, ‘localiszed’ and consumed by musicians and fans to express their own local concerns (Stokes 2003; Solomon 2005, 2009; Way 2015). These activities are noticeable in the Turkish hardcore scene, producing music which can be characteriszed as cultural mixes or ‘hybrids’. It is this hybridity that offers creative and political potential in Turkish hardcore. 
This article examines the case study of hardcore in Turkey. Here, we outline how punks are able to record, perform and distribute their music through Do It Yourself attitudes and the Iİnternet. Band members and fans of the hardcore punk bands One Against All (OAA) and Social Threat are interviewed, and we perform an analysis of lyrics and visuals. This research reveals how punks in Turkey see themselves not so much as part of a Turkish punk scene, but more as an international punk movement, transcending borders. Though international, this article reveals how the music is Turkish, expressing opinions and views about life in Turkey for a local and international audience. In this sense, Turkish punk is not a case of cultural imperialism, but a cultural hybrid. Through internationaliszing punk using technology and a DIY approach common in punk (Bestley 2012: 41; O’Brien 2012: 28), punk thrives in a place that is inhospitable to most things alternative, different and not easily controlled.

Technology and the Turkish situation
Many problems face musicians that are deemed to be subversive by Turkish authorities, more so than what is seen in most European countries. Subversive music has a long history in Turkey, including Leftist politics in 1970s Anadolu rock, cultural politics in Arabesk and Kurdish language music, identity and ethnicitiy politics in rap and anti-government politics in rock, folk and pop music in recent years (see Stokes 2003; Solomon 2005; Way 2016). Though not unique to punks, problems endured by punk bands include a lack of access to live performance opportunities, distribution and media exposure. Musicians deemed subversive face government control in the form of censorship (Bülent Ersoy, Ibrahim Tatlises), arrests (Grup Yorum) and exiles (Cem Karaca, Ahmet Kaya). Recently, modernist composer and pianist Fazıl Say has faced official censorship, charged and jailed in 2003 and again in 2013 while protest group Grup Yorum band member Seçkin Taygun Aydoğan was jailed for six years due to his involvement in a protest concert held in Istanbul (Sol 2013). In fact, concerts may not be granted permission by government authorities. When permission is granted, sometimes concerts are cancelled at the last minute causing chaos and financial hardship to musicians and fans. These actions are usually accompanied by band members being arrested for spreading ‘propaganda’. 
Recordings are also tightly controlled by the government. For a recording to be officially released, it must first get a ‘bandrol’ issued by the Turkish Ministry of Culture indicating the product’s manufacturer has paid the required tax. However, bandrol is also used to censor music. Reasons for withholding it 

may be language [is] objectionable to the government for its political content, such as song lyrics perceived to advocate violence, political views the government would rather not see expressed, such as advocating Kurdish cultural rights, or simply the presence of swear words. (Solomon 2005: 6)	Comment by Lyndon Way: This is the quote	Comment by shilpa: As per journal style, quotes with more than 40 words are to be set as display quotes. Hence, please confirm the change from text to display quote.

Furthermore, media is tightly controlled by government and big business, a situation which has been exasperated by the ruling Justice and Development Party (AKP). Since 2002, AKP has taken even more control over the media than its predecessors by putting pressure on existing media to become less critical whilst acquiring more of its own (Jenkins 2012; Sümer and Yaşlı 2010: 17). Though there are around 1100 private radio stations and fourteen state-run (TRT) stations and 24 national, sixteen regional and 215 local television stations, broadcasting is dominated by TRT and five private media conglomerates. These conglomerates ‘use the media to manipulate other economic or political interests’ resulting in a ‘notorious interlocking of interests between the media, politicians and the businesses’ (Özguneş and Terzis 2000: 414). These have a large say in the distribution of popular music. As Barış (2010) notes, ‘Kral TV and Number One TV are music channels which broadcast, rank and promote music-clips and in this way to a certain extent manipulate the music market in Turkey’. The resulting popular music mediascape is one which most certainly does not favour punk. 
Despite this tightly controlled mediascape, punk groups have found ways around this. Through DIY sound recording and video production, bands can produce music without the interference of the state. These videos and songs are distributed on YouTube and other social media on the Worldwide Hardcore platform ensuring a global hardcore punk audience. Using the web comes with its own set of problems. On the one hand, the Internet is seen as a place which has opened the public sphere, making it more democratic. Von Hippel (2005) believes networked media challenge centraliszed control of media production and distribution by traditional organiszations, whilst Jenkins (2006) claims these have reconfigured communicative power relations. On the other hand, numerous approaches have acknowledged the dubious democratic affordances of social media practice. These include the lack of access to technology and inequalities of technological literacy (Hargittai 2008) and the degradation of economy, culture and values due to the demarcation between professionals and amateurs (Keen 2007). Dean (2010) points to the way that forums tend to find people more oriented not to attending to new and fresh points of view but to falling back on what is known and comfortable. Nevertheless, in a place like Turkey, social media gives punks a chance to distribute their music commodities where otherwise this would be impossible.	Comment by shilpa: Jenkins (2006) has not been included in the Reference List, please supply complete publication details.	Comment by Lyndon Way: Here is the reference to be added to the reference list: Jenkins, Henry (2006). Fans, bloggers and gamers: Media consumers in a digital age. New York: New
York University Press.	Comment by shilpa: Dean (2010) has not been included in the Reference List, please supply complete publication details.	Comment by Lyndon Way: Reference added to reference list is: Dean, Jody (2010). Blog theory. Cambridge: Polity Press.

Hardcore in Turkey 
Punk may well have broke in 1977 in the United Kingdom (depending on whose history you read), but it would be another decade before it became a visible medium of expression in Turkey. Evolving as it did from the metal scene, punk bands began to appear in the late 1980s with the group named Headbangers who were recognized in 1987 as the first punk band to play live in Turkey. However, the status of punk as a marginal form of expression would continue until the release of Raşit’s Telaşa Mahal Yok which in 1999 became the first officalofficial Turkish punk album (Güldallı and Boynik 2007).
In the years between these landmark dates, the punk and hardcore scene in Turkey began to develop. In Istanbul this new subculture was centred around on two key places; Deniz Bookstore on the European side and the Akmar Passage, Kadiköy on the Asian side, where bands associated with these scenes started to attract attention.
Moribund Youth (later Turmoil) was perhaps the most influentalinfluential of these bands. Emre of Radical Noise (an influential punk band in its own right) cites Moribund Youth for giving him ‘both motivation and inspiration’ while Vedat of Ask It Why describes how after listening to their music he decided he would ‘do whatever it takes to get in a hardcore band’ (Güldallı and Boynik 2007: 47172). Although Taylan, founding member of both Moribund Youth and Turmoil, insists that he was never interested in being part of the Akmar scene and that his band was always an outsider (Güldallı and Boynik 2007:46768), their influence on the others is indisputable. In 1995, Radical Noise and Ask It Why would go on to release a joint album, Sevdasız Hayal (Life Without Love), which would be the first in Turkey to be labelled offically as hardcore. 
By 2004, Turkish punk had come full circle in the sense that it appeared to have become an accepted, even fashionable compontentcomponent of mainstream popular culture. Evidence of this is the public choice of Athena, who'swhose ska infused pop punk had already become a nationwide success story, to represent Turkey at that year’s Eurovison song contest. When asked about Athena today, members of Izmir's hardcore scene are unimpressed by their success. Instead they point towards the likes of Moribund Youth and Radical Noise, bands who they see as being authentic and true to the punk attitude.
The scene in Istanbul has been short lived and criticized for failing ‘to create a subculture that would ensure a permanent, communal living sphere where they could express themselves and produce according to the DIY ethic’ (Güldallı and Boynik 2007). Though there is definitely a wide range of political stances within the Turkish hardcore scene, some haveas been criticized for a lack of politics. For example, punk observer Halil Turhanli notes how Raşit ‘said that they didn’t make political music. What the hell is Punk without politics? It’s like beer without alcohol, coffee without caeffinecaffeine’ (cited in Güldallı and Boynik 2007: 550). Despite criticisms, band members from Radical Noise refuse to believe that their scene has ended completely. To scene members, music and friendship appear to have been and still are their main priority. According to Serdar and Sinan respectively from Radical Noise, ‘For me the musical side of Hardcore always came first. Then came the subculture and being part of that community’ and ‘The main reason that such a movement developed in Kadıköy back then was that we were all friends for real’ (Güldallı and Boynik 2007: 478). These comments ring true when it is suggested that the scene in Izmir may also be in danger of dying out. Instead the scene takes direct inspiration from this definitive period in Turkish hardcore.
What connects the current generation of hardcore bands in Izmir with their predecessors are the classic components often attributed to hardcore culture, the DIY approach and a sense of being part of a wider international community culture, in bringing people together through a shared love of music. Both scenes have their own milestones, myths and legends. Izmir Core Unity, an event that took place in 2010 is seen as being the key moment when different groups came together and began to build up their scene. That day brought together fans of hardcore, deathcore, metalcore, punk and a sizeable number from local skateboarder crews to listen to and celebrate their favourite music. Not long after this, bands were formed and the first Izmir Hardcore Shows were put together. OAA, formed out of members of Moshpit Project and Bengi the singer played at the first Izmir Hardcore Show in 2011 along with another hardcore band and a metal band. 
It is important to note the other scenes that play a part alongside the hardcore scene, in particular, skateboarders and metallers. Emre from Radical Noise noted how some metal fans were drawn towards listening to hardcore after attending their live shows (Güldallı and Boynik 2007: 479). For Ozan, a punk fan from Izmir, the lifestyle that best described skateboarding for him was punk.
The fluidity of connection between bands and scenes in Izmir points to the respect they hold for one another. Social Threat, who play anachro punk, play grindcore as Demoralized and have seen their band members play hardcore with OAA and metal with God Mode. Similarly, in Istanbul, Radical Noise, who play hardcore and sing in English made a distinction between themselves and Rashit, who played punk and sang in Turkish while at the same time valuing the different contributions each band brought to the Istanbul scene. 
Izmir fan Ozan when describing the next generation claims, 

they are just like us, out of skateboarding  such great kids  they have a band called Rotten Rules. We skate and hang out together. They play in English, deathcore/metalcore. They are on bandcamp. Their bass player is from Social Threat.	Comment by Lyndon Way: This is the quote	Comment by shilpa: As per journal style, quotes with more than 40 words are to be set as display quotes. Hence, please confirm the change from text to display quote.

This next generation is connected instantly on many levels both locally and internationally and it is clear that the use of English language is also a factor. 
Moribund Youth, the band most in the hardcore scene look up to, also sang in English and expressed a global political view. Taylan from the band observed, ‘we were singing in English but telling what the song was about in Turkish. Something like, this song is about the limitation of freedom’ (Güldallı and Boynik 2007: 466). 
By 1994 the Istanbul bands had begun to recieve receive recognition from abroad, with Radical Noise, Turmoil and Necrosis all having their first records produced outside of Turkey. Reflecting on the İnternet Internet age, Emre of Radical Noise talks about how it has 
compressed all the old connections, trades and stuff … into a single e-mail. It is almost free to form contacts. Back then, since you could only reach albums people and events through letters, cassettes and vinyl it cost both a lot and it took so long, I think it was the attraction of what is hard to get that tied us fanaticallyattracted us to this culture (Güldallı and Boynik 2007: 478).	Comment by Lyndon Way: Ths is the quote	Comment by shilpa: Please confirm the deletion of the closing quote.
Today’s bands have no such problems when it comes to contacting and gaining recognition from their international peers. While the methods of communication and distribution have changed in the intervening years, the motivations of both scenes remain the same, to produce music, play to an audience and be heard worldwide through the joint keystones of friendship built upon a love for the music itself.

Approach to analysis 
The researchers conducted in-depth interviews with two Izmir punk bands and a group of their fans. Later, both bands members and fans were contacted to clarify facts when needed. These interviews inform our analysis. Furthermore, lyrics and visuals from one of OAA’s videos isare examined. These sources of information are the basis for our analysis that demonstrates how band ideas, videos and fans’ perceptions all articulate discourses of cultural hybridity in Turkish hardcore punk and not simply cultural imperialism. 
Our approach to lyrical and visual analysis is based on Multimodal Critical Discourse Studies, where it is assumed linguistic and visual choices reveal broader discourses articulated in texts (Kress and van Leeuwen 2001). These discourses can be thought of as models of the world and project certain social values and ideas which contribute to the (re)production of social life. Simply put, we examine word, grammatical and visual choices made by bands, fans, songand song and video producers to reveal obvious and not so obvious discourses, in this case discourses of being Turkish but part of a global hardcore punk community. 

Analysing band comments
A ‘Do It Yourself’ mentality is at the heart of punk (Cherry and Mellins 2012: 22; O’Brien 2012: 28). Members of OAA represent themselves as authentic international hardcore punks by referencing their DIY credentials. Bengi, lead sing-songwriter for OAA makes this clear in all aspects of video productonproduction:

Yeah we’ve got some friends who capture videos about skateboarding and stuff so they are so familar with cameras and shoot our stuff….I’m good with skateboards ‘cos I work in a skateboarding shop. Yeah I work for a skateboarding company actually so that works, I do their designs and stuff, so I do our design stuff too.	Comment by Lyndon Way: This is correct	Comment by shilpa: Please confirm the display quote separation.

Here we see Bengi authenticate himself as being ‘good with skateboards’, one symbol of skateboard punk bands like NOFX, The Offspring, Millencolin and Blink 182. These feature in the videos. Furthermore, friends shoot their videos and Bengi himself ‘does the design stuff’ and edits the films at home. This DIY attitude adds credibility to his punk rock credentials.

Another discourse evident in band comments is they are different from the mainstream, another aspect of a punk mentality (Cherry and Mellins 2012: 6). One way this is done is through band members stressing how small their following is, unlike mainstream bands and bands that play mainstream covers in bars. Band members do not believe there is a big enough following in Turkey to create their own scene. They claim there are only about 90 people ‘in the scene’ in Izmir (their home town of three million), with only between two and four bands at any given time who are actively playing. This is evident in the concerts the researchers have attended over the past few years, where there is always a small but very enthusiaticenthusiastic crowd. In fact, the researchers have noted that the audience is made up of mostly friends, an idea shared by Bengi as he recounts the creation of the hardcore scene:
There was no scene here until about four or five years ago. We decided to meet up, so we built up a crew. Izmir Core United … we got to meet each other more and we started to hang out always, more than often, like everydayevery day and we started to share what we were listening to what we think about music and stuff ... we started to create a band with each other. 
There is a blurring of lines between ‘the crew’ and band members. This is evident in the interactions between fans and the band. Fans know most of the lyrics and sing along with the band during performances. Bengi and Ertan (plays for OAA and Social Threat) share their microphones with fans as they sing. The blurring between fan and band includes common concerns. Ozan Varlı is one of ‘the crew’. He is also pessimistic about the scene, blaming its lack of growth and popularity on bar owners:
They [bar owners] do not make money if 50 people turn up at our gig. If 500 people show up they do not care about the music because they make money. People only care about money.
With such a small following, of which ‘most don’t turn up’, shows are rare. They try to organisze the Izmir Hardcore Night once a year. There are also gigs organiszed with out of town and sometimes out of country bands. For example, Rumble Militia from Germany that is made up of Greek and Turkish immigrants headlined a gig with a few local bands. 
It is partly due to the lack of a local scene that OAA have put their energy into videos. Bengi claims his band produces videos and then puts them on the Iİnternet to ‘try and reach outside of Turkey’. Even when he composes and writes songs, he considers his audience outside of Turkey. He says: 

While I’m doing my music I’m not expecting many people in Turkey to listen to me that carefully, there are kind of bad vibes ... I kind of gave up on most Turkish people’s music taste and how they get that music in their minds.

OAA look beyond Turkey’s borders for their fans. And it is through the Iİnternet that the band achieves this. Hardcore Worldwide is a music channel that accepts hardcore band videos from around the World. It is here, they find fans and a sense of belonging. Ertan sees himself as part of an international hardcore punk scene via Hardcore Worldwide. Both he and Bengi emphasize that the website is ‘international’ with videos from ‘the United States, Europe, China even the Far East it doesn’t matter’. This appeals to their sense of being international. To add credence to their claims of being authentic and belonging to this international scene, Bengi adds ‘We didn’t find them, they found us’. 
Both bands sing in English, a trait common amongst many of the hardcore bands the researchers have seen. Both Bengi and Ertan agree this is done for aesthetic and audience reasons. They claim ‘Doing music in Turkish is not so good... It doesn’t sound so good’. But by writing and performing in English, their status as international hardcore punks is authenticated. Furthermore, their music will be accessible to a larger audience. As Bengi says, though he sings in English, the content of his songs are very Turkish:

Yeah, I’m trying to connect with other people. There are a lot of things that happen in Turkey and I wanna actually, there are things that happen in Turkey and I have got my own problems and stuff that I want to write about and I want to share it with the other side of the world, not in details or the maintenance of my problem but about Turkey and what Turkey does to me. So I want to share that feeling with the others so they can know what I feel.

Here we see how OAA harnesses the power of English as an ‘international’ language. It is not seen by OAA as simply an example of cultural hegemony, but using English allows him to communicate to those inside and outside of Turkey ‘about Turkey and what Turkey does to me’. Throughout the interviews, Bengi and Ertan acknowledge that their surroundings deeply affect what they write about. And it is Turkey’s social and political life which is reflected in their music. Typical of much protest music, there is a discourse of the band being in the know and analysing the political and social World correctly (Way 2016). Bengi says: 

Of course problems in Turkey affect me and my writing. Like the Turkish officalofficial problems they affect me to write. I’m writing my lyrics about how my country affects my life. I’ve been drawing from my education problems because education in Turkey they all push you in the same way. So that changed my life. They pushed me through another way and got me into trouble both with my family and school so that affected my teenage time.

Politics are vague and personal, a trait common in protest music and music in general (Street 1988; Frith 1988b; Way 2016). All the same, it is the idea that by utilizing the western genre of hardcore punk and using English lyrics, the band are able to express real Turkish concerns to a wider audience. Though Bengi admits OAA’s lyrics are more about the personal, Ertan believes his songs are there to raise awareness about political problems in Turkey to anyone who will listen. Ertan describes one of the topics of his songs: 	Comment by Lyndon Way: This is correct	Comment by shilpa: Please confirm the change made from Street (1986) to Street (1988) as per the reference list.

The government had like undercover people who would shoot and murder people and no-one knew about it. It was not in the news and if you search it you will find it but for the people who don’t search it they may not know about it their whole lives. The government has it’sits own mob now. AKP [Turkey’s current government] is doing it now with the police. They tell us their lies. We are anti fascism and the abuse of labour that the government did and is still doing. We sing about this.

Social Threat is much more direct in its political critique both here in the interview and in their lyrics. Here again we see how they use the power of western resources to communicate to a Turkish and western fan base very Turkish political and social concerns. Both bands, in their own styles, inform fans about problems in Turkey, whether these be personal problems expressed in the lyrics of OAA or the more direct political lyrics of Social Threat. In both cases, these are clear cases of the bands harnessing the power of hardcore punk music inspired by the West to communicate real Turkish concerns and values to fellow Turks in ‘the crew’ and those in the Worldwide Hardcore Iİnternet community. This illustrates how some punk groups in Turkey are far from victims of cultural imperialism. It is here now that we turn to one video and accompanying song. 

Video analysis
Out of the two bands interviewed, OAA is more successful in terms of number of concerts performed and recordings produced. The video chosen for analysis is OAA’s True Me found on https://www.youtube.com/watch?v=QuC8qy154Q8. We chose this video because out of the two videos the band has put on to the Hardcore WorldWide platform, this video has received more hits than the other at 9743. This was also chosen because it is a full-length video (2:40) which exemplifies clearly how the band integrates Turkish hardcore culture with western hardcore culture to produce a cultural hybrid. 

Images
For the most part, this video follows the conventions of a typical hardcore punk video. The choice of using black and white footage suggests grittiness, something we would not experience if this was in saturated colours commonly used in advertisements (Machin 2007). Symbols of hardcore punk the World over are evident (see Figure 1). Fans stage dive and mosh. The singer crouches over his microphone and sings aggressively, band members dress in trainers, sleeveless t-shirts, sport tattoos, smoke, drink, skateboard and hang out in dark streets. Most of the footage is taken from a ‘live’ gig. Like most genres of rock, live performance is valued and is an essential part of authenticating the band within the wider genre of rock (Machin 2010; Hibbett 2005; Frith 1981). It is a common staple of many videos within the rock genre. Gow (1992) idenitifies six genres of music video based on the representation of performance. The most common category, ’the enhanced performance’ is described as a blend of performance with other visual elements that are associated with the performance or used to enhance the narrative. This can be seen in this video and across a whole range of punk videos from older ones such as the Clash’s ‘London Calling’ to more commercial and recent work, such as Green Day’s ‘American Idiot’. Railton and Watson (2011: 4950) update this categorization of videos. The ‘pseudo-documentary music video’ is common, including not only performance, but representations of ‘recording and rehearsal studios, backstage, on the road, and into a range of working and “private” contexts’. In True me, we have access not only to a ‘live’ performance, but also ‘private’ contexts. It is these ‘private’ contexts we wish to turn to now to reveal how they not only represent the band as an authentic hardcore band, but also represent Turkish culture and concerns. 
[insert Figure 1 here]
Figure 1: Western hardcore imagery.
The opening scene lets fans know they are somewhere else, somewhere hot. Palm trees line a wide boulevard. Scattered throughout the video are symbols that place the band in Turkey, and specifically İzmir. For example, graffittigraffiti and writing on street signs are in Turkish and there are a number of shots where band members drink beer in a famous square in central Iİzmir. Figure 2 is the end of a sequence with the camera in the first person. It shows a street scene where the viewer is walked towards a tattoo parlour and stuck to the window is the poster. The same poster is shown later in the video, this time stuck to the window of Bengi’s skateboard shop. Interestingly, the shop windows legitimate OAA as an authentic punk band. Choosing to include the poster stuck to the windows of tattoo parlours and Bengi’s skateboard shop serves to unite three punk icons in a form of integration (Kress and van Leeuwen 2001), thereby legitimating OAA as part of the international hardcore scene. 	Comment by Lyndon Way: This is correct	Comment by shilpa: Please confirm the change made from Leeuwen (2001) to Kress and Leeuwen (2001).
The poster itself also legitimates OAA as a Turkish hardcore group. It takes up the whole shot, emphasizing its importance and salience (Kress and van Leeuwen 2001). Punk iconography dominates the figure in the poster with badges and a denim jacket. A knife and skull suggest danger. Written on the poster is the name Izmir and a list of Izmir hardcore punk bands. The name of the Turkish city ‘Izmir’ at the top of the poster in large font suggests importance (Machin 2007). Font further legitimates the band. Here sharp angles and bold lines suggest aggression and chaos (Machin 2007), trademark emotions associated with hardcore punk globally.
[Insert Figure 2 here] 
Figure 2: Poster,
As suggested by Bengi and Ertan in their interviews, their music speaks about real Turkish problems. Though most of the visuals seem to articulate a discourse of legitimating the band as authentic hardcore punk rockers, some visuals also suggest problems. As mentioned above, the video is shot in black and white suggesting grittiness and the truth. In the second scene of the video, the camera focusses in on a street wall with graffitti (see Figure 3). The graffitti reads ‘illa silahlanalım mı?’ or ‘Shall we get guns?’. According to band members, the graffitti is a veiled threat to the government asking them ‘Do you want a war?’. Band members claim this was spray painted on the wall in response to their feelings that the government is pushing them to their limits. Though band members were short of detail on how the government is doing this, the band’s feelings of frustration about living in Turkey are obvious. 
[Insert Figure 3 here]
Figure 3: Turkish concerns,

Lyrics
In this section, we consider the lyrics of True Me and how they not only authenticate the band as hardcore punk rockers, but also express concerns about life in Turkey. Like most music, lyrics are vague and personal (Way 2016). Nevertheless, we can identify three discourses within the lyrics, the first acknowledging that something is wrong in Turkish society. Consider the following lines:

Even if ills of the World keep pulling me back 
and
People are wrong 

In the first extract, negativity is suggested with the ‘ills of the World’ which interfere with the narrator, passivatingpacifying him by ‘pulling me back’. This grammatical structure emphasiszes the strength of ‘the World’ whilst emphasiszing the weakness of the narrator (van Leeuwen 1996). However, this strength is powerfully negative by interfering with people and being described as an ‘ill’. However, there are no details of what exactly are the illsthe ills are or how these interfere with the narrator. In the second extract, ‘people’ are identified as wrong. Though this sets up an ‘us and them’ scenario, who these two groups are is unclear. It is probable that ‘we’ are hardcore punk rockers and other victims of Turkey’s authoritarian society. Judging by band member interviews, the ‘people’ could be the Turkish education system, music fans who keep changing their minds or Turkish society as a whole. In any of these scenarios, the universal quality of being an ‘other’ is communicated and within the context of OAA’s ideas and visuals in the video, these can be related to a Turkish context.
Another discourse articulated in the lyrics is alienation. The narrator does not fit into mainstream Turkish society. Again, this is a common theme in punk and other genres of rock (Hebdige 1979). Consider the following lines:

Every wall has the same face 
and
I couldn’t find hope for sheep I walked among, I found myself in the cold

The first extract has two potential meanings. The first is a literal meaning where listeners are reminded of the multitude of posters, statues, and photographs of a very small number of politicians everywhere in Turkey. Though Turkey is highly polariszed politically, there are two images of politicians that adorn most spaces in Turkey. There are images of the founder of Turkey, Mustafa Kemal Atatürk literally on ‘every [official office] wall’, in most town squares, in school yards and in most public places. In recent years, there has also been a plethoria of images of Turkish president Recep Tayyip Erdoğan. These images again are seen more and more in offices and other institutions associated with the government. In the context of the song’s lyrics, images and sounds of aggression, listeners understand the narrator’s negativity towards these ‘faces’. 
This line may also be read metaphorically, referring to the relative monotony of Turkey’s social life. Turkey has been ruled by AKP since 2002. It has an aggressively conservative social and religious agenda. It has severely restricted when and where one can consume alcohol and actively promotes religious piety. It has also quashed alternative political and social voices, creating a society more monotonous than it may be. This line may refer to this. In either case, it is a criticism that Turkish fans can understand from their lives in Turkey. It may also chime with the lives of many of those in the hardcore worldwide fan-base whothat do not live in Turkey. 
The second extract again suggests difference, but also suggests an all-knowing attitude. The narrator is named three times as ‘I’ and he is activated, all strategies used to emphasisze and empower (van Leeuwen 1996). Alternatively, mainstream society is named as ‘sheep’ with connotations of following unthinkingly. Mainstream society is further represented negatively being collocated with ‘no hope’. The narrator, unlike sheep in mainstream society, finds himself ‘in the cold’, a metaphor for being lonely. It is this positive representation of himself and negative one of mainstream society that suggests the narrator is not only different from mainstream society, but better, a discourse we noted in the interview and one common in political music (Way 2016). 
A final discourse in the lyrics is one of anger. Fans do not have to look far to find this as a common attribute to hardcore punk. Negative Approach, Black Flag and Discharge come to mind along with a host of others. Consider these lines: 

I know now its nothing left more than hell to believe 
I was born to fight 
and
I’m ready to break 

Two strategies are evident from these lines that suggest power and anger. First, the narrator is represented at the beginning of each line. This emphasiszes the participant. Furthermore, he is activated in each line ‘knowing’, ‘ready’ and ‘was born’, a strategy which suggests power (van Leeuwen 1996). How he is activated suggests that he is not only powerful, but angry. He is at his limit, suggested in the metaphor ‘ready to break’. He is sad but also disappointed, represented as ‘nothing left other than hell’. Most obviously, he is represented as angry in his claim that ‘I was born to fight’. Together, these lines express anger, though like most of these lines and lyrics in general, these are abstract, lacking detail and circumstances. They suggest anger, but do not tell the listener what it is he is angry about and why. As such, this suggests authenticity, the band positioning itself amongst a host of other punk groups who express anger, but give few details to relate to the listener. 

Conclusion
Like many parts in the world, hardcore punk rock in Turkey faces economic, social and political obstacles, maybe more so than its counterparts in the West. It has a small but dedicated community of fans and bands. With the help of the Iİnternet, bands are able to expand this community to a virtual one where fans with a similar taste in music can share their music and videos. It is partly because of Iİnternet technology that the do-it-yourself spirit of punk is alive in Turkey, expanding the audience of hardcore punk rock bands.
However, this sharing across borders raises the spectre of cultural imperialism, where it is argued the West culturally dominates the rest. Though this article does not argue that the exchange of ideas between the West and the rest is by any way fair and equal, this article does argue that Turkish hardcore punk groups are a good example of cultural hybridity. Through interviews of two bands and a close reading of one of their videos, we have exposed how bands create a cultural hybrid. They harness the power of the western genre of hardcore punk, western instruments, images and attitudes. However, they use these to express real Turkish concerns and problems. Lyrics represent these in vague terms whilst suggesting authenticity through discourses of anger, being different and opposing the mainstream. Images also legitimisze the band as an authentic hardcore group. It does this through punk imagery and icons associated with punk seen all over the World such as tattoos, skateboarding, clothes and poses. Imagery also indicates that this is a Turkish punk group communicating Turkish issues with famous settings, the Turkish language and politically charged graffitti. Interviews reveal how the band seeband sees themselves as part of an international hardcore punk scene that expresses its problems and concerns about life in Turkey. It is through this close study of Turkish hardcore punk that we can claim that although cultural imperialism may be relevant in some instances, in terms of Turkish hardcore punk, it is a vast oversimplification.
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Appendix One
I know now its nothing left more than a hell to believe
Can’t give a chance to myself to hold someone new
True me is lost since I was born to fight
People are wrong, people are pawn to bound
It's all on me to survive

I'm turning corners step by step
Every wall has same face
They were too many to face the pain
I lost concept of being calm
Couldn’t find hope for sheeps I walked among
I found myself in being cold

Clear eyes, full heart, can’t lose the sight to survive!
Even If ills of the world keep pulling me back
All they will see true me
I'm ready to break

Clear eyes, full heart!
I can’t lose the sight to survive
All they will see true me
I’m ready to break

True me to break

Clear Eyes Full Heart
I can’t lose the sight
This is who I am
All kept within myself
Won’t stop moving forward till I die on my feet
Don’t care how much this life putssh me through
I’ll achieve this life I’ll hold myself


Clear eyes, full heart!
Can’t lose the sight to survive!
All they will see
True Me! I’m ready to break
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