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Abstract

This thesis examines the use of rgtandard language, more specifically +standard

vocabulary (i.e. slangyerlan colloquialisms, vulgarities, foreign borrowings, and
abbreviations), in a corpus of selected francophon&aaks in order both to quantify its

use and to investigate what determines its variation, focusing on the impact of diachronic,
diatopic, gender and diaphasic determinants. The methodology relies on a lexicographic
analysis to produce quantitative reswiisich are then analysed qualitatively by means

of extract analyses and sestructured interviews with francophone rappers. To answer
the research questions, the thesis is divided into five chapters. The first chapter presents
the aforementioned methodglp and the overall quantitative results from the thesis,
while also introducing the notion of variation, which is then tackled in the last four
chapters. The second chapter investigates diachronic determinants from two perspectives:
different generationsfeappers (1990/1991, 2001 and 2011) and one artist throughout his
career (Akhenaton in 1991, 2011 and 2011). The third chapter looks at diatopic
determinants, analysing the impact of ethnic and spatial origins. Three ethnic origins are
compared (rapperd &rench, Algerian and Senegalese origin), together with three cities
(Marseille, Paris and Brussels) and three departments fded@sine, SeineSaintDenis

and VaildeMarne). The fourth chapter focuses on gender determinants, with a
comparison of maleersus female rappers that also takes broader gender performativity
into account. Finally, the fifth chapter examines the impact of diaphasic determinants. It
analyses three rap genrgazg¢/poeticego tripandknowledgeap), which then form the
foundatian for qualitative discussions of the effect of aesthetics, figures of speech, themes
and performance. In conclusion, the contribution to knowledge of this work is the
observation that the main determinant of high use ofstandard vocabulary is the

perfaomance of modermgo trip. The other determinants do not impact +sdandard
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vocabulary to the same extent quantitatively or systematically, due to the complexity of

the contextual and fluid identity performances involved with these determinants.
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Introduction

1. Research guestions

Overthe last twentyfive years, French rap has enjoyed increasing success in France and
the Frenckspeaking world. For example, only four French rap albums were released in
1991 against 185 in 2014, two of which made it to thetéodst of the bestselling aloums

of the year(see Coantiec, 2014; Rap2france, 2014; and Rapgenius, 2Bt#)many
young Frenckspeaking people, rappers have a much more centcal pidaheir lives than
classicFrench literature. The impact of French rappers is especially strong on language
use. French rap artists use cryptic and vulgar words with influences from American rap
and various cultures. Such words sometimes cross over to the general populatioth and fin
their ways into movies, books and even conventional dictionaries (see e.g. Rey and Rey
Debove 2011,syv. breakdance, clash, D.J., rapample scratch smurf etc.).In this
context, Jeadacques Nattiez (in Martiz010a, [d5) remarkghat rap musican and in

f act Ifernhe sbjed of serious scientific research.

To this end, this thesis examines the use ofstandard languag@®SL) in a corpus of
selected francophone rap tracks in order both to quantify its use and to investigate what
determinesits variation, focusing on the impact of diachronic, diatopic, gender and
diaphasic determinant$he approach developed in this work is mostly sociolinguistic
with elements of lexicography and cultural studies, although other approaches will play

a rolein the various chapters when they are relevant, such as speech act theory, feminism

1 Black M was in fifth position and Maitre Gims in eighth lom Figara®d s -téndigt of the bestselling
albums of 2014. Black Mold 329000 copief his albumLes Yeuxplus gros quele mondeand Maitre
Grims 290,000 copiesof Sublimina] comparedo Stromaenho won by selling 688000 copiesof Racine
carrée(Coantiec2014).



or queer linguistics. This research is sociolinguistic in its focus on specificelgister
sociolects of French rap and on variation within these sociolects. Thene# weii
lexicography in its analysis of the vocabulary and its classification into different NSL
categories, which required semantic and etymological reséafictally, it belongs to
cultural studies as well because it takes into account the culturacpsaofiFrench rap

in their relationship to power and identity performance to see how these elements

determine NSL use in the corpus.

To be more precise, the approach that was selected for this study is based on a
lexicographic analysis of NSL in theorpus to produce quantitative data which will then

be analysed qualitatively by relying, among other methods, on extract analyses,
interviews and literature reviews in order to understand what determines NSL variation
in the corpus (see chapter 1 for tteamplete description of the methodology). Although

it would have beelinterestingto look at all levels of NSL use, such as +standard
grammar, syntax or pronunciation, it would not have been possible to discuss so many
different results within a singliesis. These other types of rstandard uses will still

play a role in the various chapters of the thesis but they did not form the basis of the
linguistic analysis. A decision was made to limit the research to vocabulary, since the
variety of words us# by rappers and their fluctuation enables a discussion of the

determinants of NSL variation.

At this point, it becomes clear that the
it is important to understand its meaning in the context of thisishdhe word
determinant can have several definitions. If pushed to its limits, it can refer to

deterministic views, such as biological determinism. According to this belief, genes are

2 In fact, the lexicographic analysis of the corpus could probably be the basis of a dictionary of French rap
due to the size of the database and the extensive semantic ankbgiyahavork.
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the determinants of our bodies and minds. They determine everythow abr
individuality, from physical traits to personality. In reality, it is never this extreme,
especially when it comes to culture. However, cultural phenomena are not random, they
come into being due to outside forces that help to shape them. If avethtakxample of

jazz, finding its determinants would mean tracing back the elements that contributed to

the emergence of that cultural form. This is what Alan Turley (1995, p.107) did regarding

the fisocial determinant swo©Ortlkeansdandar dii:
paraphrases his search for the determinant
about New Orleans, from any other city in the South, that led to the association and
standardization of | az 5, pp.l07108e We carskeetllan s ? 0
finding the determinants of a phenomenon amounts to studying the significant differences
about that phenomenon in a specific time and place that determined its present condition.

In the case of jazz in New Orleans, Turle99%, p.108) isolates the history and character

of the city, its ecological development, its varied racial communities, its past as a French

outpost, and its unique political make.

From this, we understand that determinants are more than simple éfffexysstructure

and set out patterns in a direct way for cultural forms to emerge. As such, they are present

in all cultural forms, which is apparefitom the number of papers looking at the
determinants of specific phenomena, such as Ya &l. (2012,p.421) who studied the
determinants of children and adol escent so
and Sebastian Weingartner (2015, p.43) who researched the determinants of public
cultural expenditure. It also applies to scientific fields. Faneple, Silke Schmidt and

Mick Power (2006, p.96) looked at the source of variation in determinants of health.
French rap is no exception to this decisive action of determinants. There must necessarily

be determinants that shaped language use in the cdiprispecific forms of NSL used



by these rappers could not emerge in just any culture or context. Researching the
determinants of NSL use in the corpus will therefore amount to answering the following
guestion: what are the cultural forces that set inanaind determine the patterns of NSL

use that we observe in the corpus?

As was mentioned earlier, the approach of this thesis contains both quantitative and
gualitative elements. Such reliance on a mixed methodology has become acideped

nowadays. Quantitative and qualitative approaches can in fact be complementawy, (Pozni

2015, p.113PenmarAguilar et al. 2014, p. 96) b etleepcast a onc
much wider net for capt ur i(Thgnhan, 2014,0pal)d s p e ¢
Indeed, when these two approaches work together, they strengthen each other and
prodwc ef iindi ngs that are greater than the sun
hel ps to form fAia complete and profound pi
and Fitzgerald, 2014, p.137). It could be argued that such a combination might
compronise both methodological paradigms, but this is not usually the case because each
approach focuses on different elements of the research (see Carroll and Rothe, 2010).
Even when this combination of methodologies leads to contradictions, some researchers
such as Johnsoetal.( 200 7, p.115) argue that such ou

explanationo.

In this research, the use of these two approaches was sequential, since the qualitative
analysis depends to a great extent on the quantitative data. As the quantitative data will
be analysed qualitatively, this study will not rely on statistical signiiedasts and null
hypotheses. The decision not to include such methods was taken early in the research
after much thoughtful consideration, not because these methods are criticised by some
researchers who believe their results to be unreliable or evdidi{see e.g. Trafimow,

2014: Trafimow and Rice, 2009:; Trafimow, 2006; Schmidt and Hunter 1997; Cohen
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1994; Carver 1993; Rozeboom, 196t because using such methods of analysis would
not have achieved what this study intended to accomplish. As tlaalespiestions will

show, the most important question of this researaiigsas opposed tahat To be able

to understand what determines NSL language use in a corpus, quantitative analyses that
rely on significance tests are far from sufficient in andheimselves. This is because

NSL use depends largely on complex and contextualised issues of identity performance
combined with many other factors, such as cultural heritage, aesthetics, gender or social
class, which are best addressed qualitatively. kKamele, if the quantitative data was to
reveal that rappers from one city use a specific type of NSL category more than their
counterparts from other cities, doing a statistical significance analysis would not explain
at all why this is the case. A much ragpromising approach would be to analyse the

cont ext of the track, the content of t he

Now that these broader intellectual issues have been discussed, we can turn to the actual
research questions of the thedike first research question concerns the methodology: to
what extent, if any, does a linguistic analysis of selected francophone rap tracks
complement or enhance other approaches and disciplines and to what extent is this
analysis dependent on these otlygproaches? Indeed, carrying out linguistic studies can

be interesting and revealing in and of itself but it has arguably a limited reach. Such
studies reveal their full potential once they cast light on previously answered or as yet
unanswered questioriom other disciplines and when other disciplines help to clarify
such linguistic findings. The literature review presented in the first part of this
introduction already offered a first glimpse of the important research questions and how

linguistics carcomplement them or be complemented by them.

The second research question is about the determinants of NSL in the corpus. More

specifically, how do diachronic, diatopic, gender and diaphasic determinants impact
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NSL? These four separate headings, whichfaitn four separate chapters in the thesis,

will cover most possible determinants, from the effect of time to the impact of ethnic
origins (for definitions of the determinants in relation to the corpus and the methodology,
see chapter 1). The only cruciadtdrmining factor that does not feature in this list is
social c¢class (i.e. diastrat iFJanowdakpoetsout na nt s
(2012, p.311), assigning social classes to people can be problematic, especially because
such notions dependmpletely on the society being studied. Social classes in France,
for instance, can scarcely be compared to those in India where castes played and continue
to play a crucial role. This issue is very relevant to the study of rap artists because it is
not dways possible to pinpoint their origins due to a lack of trustworthy biographical
information. Nevertheless, it is clear, from the little biographical information that is
available online and in their tracks, that a majority of French rappers appe#orig toe
somewhat lower class sections of the population. Therefore, it would be almost
impossible to create a corpus comparing leyiddle and upperclass rappers. Social

class will, however, be taken into account in the analysis, and especiallyptercha

The study of the role of determinants will rely on the investigation of a third research
guestion: to what extent do the rappers from the corpus use NSL, i.e. \salag,
colloquial words, wvulgar words, foreign borrowings, abbreviations, andr the
combinations (see the methodology in chapter 1 for a definition of NSL and of these
categories)? Indeed, to be able to measure variation in the corpus, it is necessary to have
first completed the analysis of the whole corpus. This third question galladlow us to

look at the form that this NSL takes in the corpus and how it is used by these rappers.
Lastly, this study will also try to see what the significance of this varying NSL use is in
terms of identity, recognition and aesthetics, because thesepts are fundamental for

the artists in rap music, as we will see on many occasions.
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2. Literature review

In order to carry out such research, one of the firgequisites is to understand the rich

and complex history of French rap, especially imtieh to American ghettos. Indeed,
although rap music originates in Jamaica, the main rap influenEseancehas always

been the United States, which illustrates how intricate the transatlantic cultural
relationships between these two countries can be. In 1976, new kinds of urban parties
became popular in the Bronx in New York: thiock parties(Cachin 1996, p.14).
Members of the community would close a street with barriers and security guards and
throw parties using electricity from street lights. This is how the fundamentals of rap
music were born: talking to a crowd using rhynagminsta musical backgroundfo
rhythmic beatsproduced by a DJ. One of the most influential people behind these block
parties was Afrika Bambaataa, who founded the Zulu Nation, a hiohganisation that

went on to have a major influence on the development of French rap (Ce@%irp.14).

Most of these early rappers were influeddy traditional black music, funk, soul and
even g@spel (Cachirt996, p20). The 1980s only saw this trend increase with the arrival

of many famous artists such as Grandmaster Flash, The Furious FivianDer Public
Enemy. By the end of the 1980s, the success of rap music was no longer limited to New
York and many famous rappers emerged from the west coast of the country. These artists
started a new trend that became aagnomicallyprofitable:gangsta rap(Cachin 1996,
pp.51-53). At a time when rap music started to be popular in France, artists like the
N.W.A. or Snoop Dogg began to use coarse language, violence and allusions to crime in

their aloums. The earliest albums of rap did contain coarsguage, in the form of the

3 Hip hop is a cultural movement that contains primarily four related disciplines: rap music, DJing, drawing
graffiti, and brealdancing. Rap music is therefore part of the wider hip hop movement.
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fidozens* for instance, with sometimes sexual or scatological themes (Ncinagsio,

n.p.), but they did not normally focus on criminality.

In France, Cachir1996,p.68) points out that it is through the media that modern rap

music became known, even though rap culture was also introduced by the Zulu Nation,
predominantly through breadkance (Prévqsl996, p715). Atfirst, DJand r aoeper s 0
was to accompany the dancers; they were considered to be secondary. From 1981
onwax ds, thanks t o Pr eslegdlisation of privateradio staiondi t t e
new French radio channelsuch as Radio Novatarted to broadcast American rap, as

we will see, but also shows likRapper Dapper Snappen Radio 7 oBen NY Shown

RDH (see Piolet, 2015, for more on this topic). Consequently, American rap was
increasingly imported throughout the decalspired bythese American tracks, some

rappers started to perform in Frendirst in Paris and then in the rest thie country

(Blondeay 2008,p.19).

At the time, rap music was not nearly as successful as it is today. It became popular only
with the creation of the television programiig Hop hosted by Sidney on TF1 in 1984
(Béthune,2003, p182). Cachin (19960.69) explains that this programme precipitated

the emergence of twlamousspacedor French rap music: the wasteland of La Chapelle
and, as mentioned earliethe radio channeRadio Nova The former proposed an
imitation of a New York party every Sundaytiwgraffers® breakdancers, rappers and

DJs, whileRadio Novawas the first radio channel to play rap music on the air. During

most of the 1980s, the influence of the Zulu Nation and its founder, Afrika Bambaataa,

4 A game of verbal insults, usually targgfin t he opponent s mot her.
® Graffers are people who write artistic messages, i.e. graffiti, on walls and other private properties, legally
or illegally.
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was strong on the genre. But this infige diminished progressively from 1987 (Prévos

1996,p.715).

In 1990, French rap experienced increased success with the release of the first rap
compilation album Rapattitude Later the same year, M6 created the television
programmeRapline,the purposef which was to prese the news aboukmerican and

French rap every night. Also in 1990, MC Solaar and IAM made their first appearance on

the French scene and theemmerciabuccess was nearly immediate. Perrier (201(5)

argues that MC Solaar, IAMid NTM can be cfoundng fhtherse da nads t |
e v e n piltarso®f mddern French rap. Theirtisticinfluence on the genre in the 1990s

was indeed widespread. Their success reached the whole country and in the early 1990s
French rap became agoninent music styleas can be attested by the 400 copies sold

of MC Sol &aiséinele &t Ecolmle temiptammou, 2009, p.4).

In the early 1990s, the two major French rap citvese Paris and Marseilleshich will
featurein chapter 4, but also Angers, Toulouse, Lyon, Strasbourg, Nice and Orléans
(Vicherat 2003, p24). Cachin(1996, p74) observes that a new gefagap music started

to emergaat the time This trend would become known in Franceagshardcore It is a

form of rap music that criticises leading institutions and political figures. The main
representative of thisap hardcoreat the time was NTM, but also Assassin, Ministére
A.M.E.R. and Democrate D. Yet, given the great diversity that emerged in Frenioh rap
the 1990s, it would be overly simplistic to divide bands betwwdcore and non

hardcore(Vicherat 2003,p.20).

6 By comparison, Myléne Farmer sold 1,800,000 copies of her albdma u tthatesa@me year, which
represents the third best sale in France ever (see Myléne.net, 2015). From this, we understand that MC
Sol aardés al bum was indeed a commercial success.
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Since the early 1990s, French rap has becaang commerciallysuccessful. Numerous

new French rappers emerged in the late 1990s ahd2840s. Nowadays, Dee Nasty

and MC Solaar are no longer leading the genre, although haMémanaged to maintain

their iconic status. The new rappers at the top of the industry are now artists such as Sinik,
Alibi Montana, Sefyu, 1995Youssoupha, Orelsa, S e Assanlltp Bodba, Rhoff, La
Fouine, Keny Arkana, and many others, mosivbbmare included in various sections

of the linguistic analysis of this thesis.

Given this widespreacdommerciakuccess, it should come as no surprise that French rap
is the source of a wide array of books and articles, ranging from sociology and
anthropology to musicology and literary analyses. Furthermuoesy sociolinguistic
articles were publisheabout the lp hop movement in other countries. These stusligs
feature in the rest of the thesis when they relate to the analysis. Irtstediterature
review that follows belowvill focus on accounts of the various approaches to French rap
music. Although the @proaches presented in this review will be treated as separate and
independent entities for clarity, the authors concerned often discuss many different
approaches within a same book or article and it is difficult to find a book that focuses on

a single apmach.

Out of all the different approaches to French rap, linguistics is arguably the most
important for this thesis. Yet, it is the approach for which the least material was available.
Most researchers focus on the sociological or historical aspectsmibement and only
briefly address linguistic questiordevertheless, some resdaecs have focused solely

on linguistics. Valéry Debov (2008) has written a dictionarywarlan in French rap
entitledCode verlanique du rap francais (sur la créativit&idéte dans le sociolecte des
jeunes des citésJo create this dictionary, he analysed a corpus of 113 French rap tracks

and offered a translation eérlanwordsinto standard Frenghogether with information
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about the frequency of their use and their common synonyms. This author is not the only

one to have focused exclusively werlanin French rap. Kelsey Westphal (1) p169)

has researched the useweflani n Par i sian rap withhsthe ai
reductionist view of the slang pracdei ce ar
verlanas a |l inguistic symptom of the O6soci al
coverage of riots and g Wihgthisgeahnamind,ohe r i n
interviewed various individuals, ranging from rappers and midiss youth to
employees and university professors. After analysing his interviews, he found three
essential uses oferlan in French rap and Parisiabanlieues a fAmedins of
representationo, fa means of discussing t

semantic and formal evoluti o2012jph68)o t he Fr e

One author in particular stood out in the literature review by her prolific writngse

linguistics of francophone rap: Mela SarKaee e.g. Lovet al, 2009; Sarkar, 20@8

Sarkar and Allen, 2007; Sarkair. al 2007; or Sarkar, 2006). Although her primary focus

is on Quebec francophone rap, which does not feature at all indkis,tbhe is a part of

this review because of the impact she has had on a topic that is so closely related to this
research. Only one of her papers will be presented in this introduction, since some of her
other major writings also feature in chapter 1 arahy of them focus on the same topic,

l.e. codeswitching. In her 200&urticle entitled "6 St i | I6P®e p Mi n Gent e 6:
Transformative Power of laguage Mi xi ng i nSaranredstgated Hi p H
codeswitching and its impact in Quebec rap. To this end, and similarly to the qualitative
approach developed in this thesis, she analysed interviews with Quebec rappers and
reviewed the academic literature bip hop, with a focus othe higory of hip hop in

Quebec and the United States. Some of her important conclusions will be mentioned

below:.
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In addition to these writings, ontywo more articls werefound that tackled language in

French rapn a more quantitative manndihe most recent one was written by Skye Paine

in 2012. In his study, he investigates the udearfcais(standard Frenghlangue du bled
(defined as Al anguage of the home country
than English)argot (Frenchslang)andslang(defined as English borrowings) a corpus

of 72 tracks from two Parisian bands (Supréme NTM and Afro Jazz) and two Marseille
bands (Freeman and Fonky Familypm 1997 to 1999 (Paine, 2012, p.5His

conclusion is that only 4% of his iquus is non standard (i.angage du blegargotand

slang. He observes that thefrancaisi s s omet i mes fdAver ypeinel egan
n e é poa |ubjunctives (p.52), that théangage du bleds either universal (shared by

all other artists) or specific (much less common borrowings) (p.57), thatatigeit is

Adeci dedl p.59) and thada Bnglishoborfowings are very common, making up

26% of all norstandard uses (p.62)le alsonoticed hat Marseille rappers tend to use

more Arabic, possibly due to the higher presencpeoiple of NortkAfrican originsin

the city, and almost neerlan, which is a very relevant observation in the context of this
research{Paine, 2012, pp.589). Next,Samra Hassa (2010) studigtie use of Arabic,

English andverlan in context to define their funicins in French rap. She analysad

corpus of four albums (57 tracks) by rappers who were nominated for th&/R@6iBes

de la Musique Some of her results ambnclusions will be presented in the upcoming

discussion of the linguistic features of French rap.

Although the number of papers that focus on the linguistics of French rap only is relatively
limited, many researchers have mentioned some of its lingdéstcresin their books

and articles. For example, Pecqué¢RB09,p.48) describes how, from the late 1980s until
around 1997, French rappers had a tendency to pronounce all the syllables, unlike their

American counterparts or any native speaker mornal conversational contexivhereas
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contemporary rappers do not usually do so. This insight is particularly imptotahis
research projecss it relates to the diachromind diaphasideterminants of nestandard
French. Martin(2010a, p45) adds thathe language of French rappers is not a simple
copy of the way young people speak in biamlieues It can be defined as a reinvention

of French, created with parts of many different types of French, such as the languages

from thebanlieues youthand the media, with often somerlan English or Arabic.

According to Martin(2010a,pp97-99), French rappers do not generally speak that
differentlyfrom t he gener als, fgr expmple,avhoiwasthe mdst famuods
female rapper in the early0Q0s, uses a very varied vocabulary that is mostly
characterised by standard and colloquial language. She also uses some abbreviations,
many of them being everyday acronyms like SMS, MMS or MSN. This tendency applies
to most rappers, as the linguistic cospof this thesis exemplifies, although it is very
common to come across truncations as wdlhreover, French rappers use vulgar
language in their lyrics too, sometimes in a ritualistic way (Boudi®€8, p178), like in

ego trip’ in which insulting theeompetition is part of the game and constitutes one of the
rituals of the genreNeverthelessMartin (20L0a, p98) argus that vulgar language is
typically limited, giving the example @ i asnmbo uses only two or three occurrences

per track on average.

Rappers use a lot of standard and colloquial wdrdsslang plays a significant role in
the vocabulary of the rappers as well. What is often unaieidue literature however, is
the cefinition of slang. On the one hariBloucher(1998, ppl73174) gives it a very broad

meaning, encompassing historical slang, the vocabulary specific banlieuesverlan

" In the ego triprap genre, artists try to present themselves as the most dalapigers, usually by
performing complex rhyming patterns with memorable punchlines and by insulting their competitors. This
rap genre will be more thoroughly defined in the methodology of chapter 1.
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and words borrowed from foreign languages. On the other hand, Pe¢8060x p48)

argues thiarappers borrow mostly from lorgstablishedlang ad regional slang but also
sometimes contribute to the appearance of newgslais u cobaisgreé (MMa f la Ko
Fry) or Ai(Romff). Bwenh etllis complexity, chapter 1 will provide a
comprehensive definition of slang the context of this research. Wigmore Boucher

(1998 pp.176:178) reports that the use of such slang can have several functions. The first
is cryptic: the rappers use slang so that only a specific audience will understand what they
say. The use of slangan also be seen aggame:rappersare constantly playing with

words to impress their audience. Another function is the affirmation of belonging to a
certain group. The use of a particular type of slang then becomes a marker of identity for

the artists, which is linked to a desioedistinguish oneself from the rest of the population.

One of the most famous types of slang used by rappers, the youthbainffeuesand

now even the general populationyerlan Hassg2010, p59) remarks thaterlanis not
equally used in all reghs of France and that it is most common around Pahiereas

Mar sei |l |l e r ap p,easvee sdwhearkieddny aBaine €012, tp.69) also
reported ThenFrench rapperasho use it do not do sandomly, they normally use it to
express certain sotieealities and their frustrations (Has&010, p60). Consequently,
verlan is generally used when referring to stories of Hamlieue unemployment,
delinquency or racial tensions. In such contexts, comveoanwords araveé (vie), du-

per (perdy, beuher (herbg or keufs(flics). Verlanbeing also a strong identity marker,

it is commonly used to reinforce links between members of a group who then call each
other refré/reuf ( f r r e ,) orordus (soeun, é s 0)s (Hassa @010, p60). It is
interesting to note that researchers have already focused on some of the determinants of

the use oferlan one of the research questions of this thesis.
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As far as foreign languages are concerned, researchers (e.g. Hassa, 2010; or Sarkar
200&/b and 2006) do not necessarily focus on the importance of one language over
others. What frequently interests sociolinguists is the relationship between languages
within one track or in a particular context. One of the phenomena that they analyse is
codeswitching, which must be distinguished from cemxing (Hassa 2010, p47).
Codeswitching refers to théinsertion of constituet s bet ween sentence
whereas codenixing is thefialternationot o des wi t hi n {(Hassa2818 me s en
p.47),which must also be differentiated from borrowingthough a borrowing can be
understood to be a word or expression inserted into another code, many researchers
ultimately believe that the two carinoecessarily be distinguished aihds typically in

terms of codeswitching that the impact of foreign languages on French rap is studied.

The two most influential languages in francophone rap are English and Arabic, but many
other languages are used. In her study, Sarkar &QG0B45) observed that Quebec
francophone rappers sometimes mix up to nine different languages in the same track.
English remains, however, the most important language by far, due to the influence of the
American origins of rap music. Has§2010, p49) confirms tis in the Metropolitan
French contexand argues that, despite the fact that most French pupils learn British
English at school, it is American English, and more precisely African American English,
that is used in rap music. Because of this influenceeoftiited States, French rap lyrics
typically contain many references to Hollywood, Harlem (e.g. French rapper Harlem) or
American TV shows (Hass2010, p56). Codeswitching into English can be seen as an
acknowledgement of the wider hip hop movement agidhe world, even though rappers
often try to localise it as well to emphasise their own suburban identities (I284€a

p.57). Similarly toverlan the use of English is not random and tends to be restricted to

certain concepts, such as violence, poavel the degradation of women, with words such
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ashbitch, fuck fucking kicker, shooter deador gang(Hassa 2010, p57). Hassg2010,
p.58) considers that using English allows the rappers to transcend common French taboos

by hiding offensive words behdrthe veil of a foreign language.

Most of the time, the Arabic used in French rap comes from Moroccan, Tunisian or
Algerian dialectal varieties (Hass2010, p49). In the analysis carried out by Hassa
(2010, p50), it was observed that all the rappeosrfiher corpus used at least some Arabic

in their tracks, which is rarely the case with other musical genres like pop music. In her
opinion, the use of Arabic by rappers reflects an identification with North Africa. She
goes on to say that it is not easyfital differences in the use of Arabic between artists
from Marseille and Paris (Hassa010, p51). Some artists from Marseille use many
Arabic borrowings while others from Paris do not and vice versa. Arabic is used the most
when talking about Islam anBluslim cultural practices, with common words being
hallal, ibliss (evil) andsheitangdevil) (Hassa2010, p52). However, Arabic is certainly

not limited to these contexts and its use varies between artists.

Much more than linguistics, researching th&dry of the movement is probably the most
common approach in the literature on French rap. Most books and essays written on rap
music focus at least partially on the historical account of its origins and development,
which was summarised earlier in thigroduction (see e.g. Perrier, 2010; Blum, 2009;
Hammou, 2009Boucher, 1998; Cachin, 1996; Prévos, 1996; etc.). These researchers
usually try to tell a complete and coherent story of the origins and the evolution of the rap
movement by looking at some itd earliest tracks, at biographies of prominent artists, at
interviewswith rappers, or at newspaper articles. This information is fundamental for this
research because it plays a central role in the diachronic linguistic analysis of this thesis.

For instance, it would be difficult to interpret the prevalence of English througheu
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corpus without understanding and acknowledging the central role of the United States in

the spread of hip hop culture around the world.

Tracing the precise origins of rap music is often the first task that such researchers try to
accomplish (see e.glum, 2009; Béthune, 2003; or Cachin, 1996). Even though the USA
plays a predominant role in the history of rap music, most researchers point to Jamaica as
the birth place of this genreontrary to popular beligsee e.g. Blum, 2009; Boucher,
1998; orCachin, 1996). Cachifl996, ppl6-18) shares this opinion and describes how
many of the early successful American rappers had Jamaican origins, such as
Grandmaster Flash or DJ Kool Herc. The practice of rappingoatcomes from the
Jamaican sound syshs, a type of mobile discotheque. As early as the 1960s, Jamaican
DJs performed with an MC, i.e.Master of Ceremonga term now synonymous with
rapper), in these sound systems and played vinyl 45s to entertain a crowd. Some of these
artists started recding their performances and this eventually ledHhe international

S U ¢ c e Gosaine ih myfBraiain 1976 ly the Jamaican artist Dillinger

After studying its Jamaican origins, many researchers focus on the role of the United
States in the developmieof rap music (see e.g. Béthune, 2003; Vicherat, 2003; Boucher,
1998; Cachin, 1996; or Prévos, 1996), which they unanimously consider to be essential.
However, since this research analyses language use in selected francophone rap tracks,
most of the liteature reviewed emphasised the history of rap in France, mostly in the
1990s (see e.g. Perrier, 2010; Hammou, 2009; Béthune, 2003; Vicherat, 2003; Boucher,
1998; Cachin, 1996; or Prévos, 1996). Indeed, very little work is available on the history
of Frenchrap since the 2000s. Among other topics, these researchers study the link
between the development of French rap and the spread of hip hop culture in France (e.g.
Prévos 1996, p715), the role of specialised radio stations, newspapers and websites (e.g.

Béthune 2003, p182), the emergence of French rap amid the importation of American
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rap (e.g. Blondea2008, p19; or Béthung2003, p182), the impact of the earliest French
rappers (Perrier2010, p15) or the rise of modern rap genres (e.g. Cad86,p.74).

Some researchers also try to trace the origins of French rap much further. For example,
Boucher(1998, pp7-98) asserts that it originates from the middle agespadadours

used to produce songs with a political overtone in tHeah? 1% centuries. Furthermore,
Prévoq1996, p715) studied word play and phonetic combinations in certain songs of the
late 14-century repertoire and found that they contained numerous alliterations,

onomatopoeia and linguistic jokes, similarly to modern Freaph

French rap is not only a linguistic and historical phenomenon, it also affects society and
social behaviours in various ways, from the impact of the rap bands themselves to the
illegal downloading of their tracks online (Martir2010a, B7). Consequdly,
sociological approaches are, according to Shé2@®2, p9), one of thethree main
approaches to French rap music, the other two being historical and morphological (text
and music). Indeed, since the introduction of rap music and the hip hop mavemen
France in the early 1980s, numerous authors have carried out sociological studies of

French rap (see e.g. Martin, 2010b; Pecqueux, 2007; Hammou, 2005; or Sberna, 2002).

The first researchers to show interest in the emerging French hip hop cultwe wer
Christian Bachmann and Luc Basier (1985) who wrote the first academic article on the
subject in French called AJunior sbéentra’
symbol i queo. I n their article, t hede two
linguistic interactions during a live breaancing performance by drawing on
ethnography and anthropology. Since then, as Pecqueux (2007, p.29) explains, many
researchers have continued their work and kept their focus on the evolution and on the

sociolagical meanings of the movement in France. The focus of these researchers is rarely
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limited to rap music and also includes hip hop culture. Tlaesgkors try to present a
nuanced depiction of the rappers and their audiendeed, nany books and articles

focus completely or partially on various common myths regarding French rap (see e.g.
Martin, 2010a; Molinero 2009; Pecqueux, 2009 and 2007; Boucher, 1998). By analysing
lyrics, carrying out biographical research and conducting interviews, such reseaschers t

to dispel these pervading myths, such as French rap should be regarded as commercial
music (Martin, 2010a, p.27), all rap artists come fromlheslieues(Molinero, 2009,

p.62), rappers use only vulgar words (Pecqueux, 2009, p.41), or rap artists talk about
hatred and themselves only (Pecqueux, 2009, p.67 and p.105). For example, Pecqueux
(2009, p.41) addresses the myth that French rappers use onlyandgacorrect French

by explaining how rap music has a lot in common with poetry. Pecqueux (2009, p.53)
compares this myth to another widespread, yet incorrect, belief that anyone could become
a rapper. In reality all rap tracks require practice and fokmalvledge of théeat the

flow and rhymes.

Many of these stereotypical beliefs can be traced to the fact that French rap originates
from disadvantaged mugthnic neighbourhoods. In this sense, asréaiuBéru puts it,

we c a rArt postségrégatiomux EtatsUnis, le rap est un art postcolonial en France
(Béru, 2009, p.61)ndeed, French rap is a product, chronologically, of colonialism, as a
large proportion of rappers, but certainly not all of théawve parents or grandparents
who immigrated toFrance from former French colonies (Béru, 2009, p.h6
Accordingly, French rgmers nowadays experiencie consequences of this colonial
history, such as racism, segregation or economic inequality, which are all legacies of that

era. This puts thesetats and their peers of immigrant ori§jim a situation where they

8Throughout the thesi s, willeased te refer tofadifts whaserpargntsaom t o r |
grandparents immigrated to France or who immigrated themselves to France, as children or adults.
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are firesidents and in many cases <citizens

majority population to bel ongl9% p.4)evhidher e 0
leads a lot of artists to denounce the injustices of which they are the victims. Many remind
their audience that, although they carry French passports, they are in many ways second

class citizens (Béru, 2009, pp-63).

What many rappers daot mention, however, is that they may be much more accepted
than other artists of immigrant origin in other cultural spheres. For instance, Alec
Hargreaves 4003 p.147) explains that writers from former French colonies have
struggled much more to be regozed in mainstream society. In reality, according to
Hargreavesd003 p. 147), fAthe barriers have been

and especially in French rap that is very mathinic compared to its American

(

counterpart. Hargreave2d03p . 153) descri bes how the fAspe

openness of younger audiences in France, compared with older generations, towards
transnat i on aHargrpates,2003nmelb3. dNevertheless, not all French
rappers enjoy the same level of acceptance. Laurent Béru (2009, p.63) observed how
many French r apper bonanomBlanesd t dnauvais poBlarc® | v e d
with the former supposedly & good because they spread positive messages of hope
for their peers ibanlieues whereas the latter are allegedly bad because they encourage

their peers to revolt.

The postcolonial legacy of Frenchp can also be seen ammuch more positive light.
Many rap artists grew up in contexts of cultural hybridity, which can have a positive
impact on their creativity and how they apprehend their art. This cultural hybridity
challenges in many ways the notion of fixed identities, as the manner in which ke arti

end up using their ethnicallyiverse backgrounds in their raps relates to issues of identity
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performance. Since identity plays such a crucial role in this music genre, many
researchers have focused on this aspect of the movement in some of th€segaelg.

Marc Martinez, 2011; Martin, 2010b; Pecqueux, 2007; Sberna, 2002; or Boucher, 1998)
AsMarcMart nez (2011, p.2) explains, identity
identity performance relates to how we try to resemble othedgferentiateourselves

from them Sberna, 2002, p.57; Boucher, 1998, p.191). As a result, identity performance

can be both individual and collective (Martin, 2010b, p.260; Boucher, 1998, p.31).

|l ndeed, identity <can be de subjeci dymbdlicalys At h
positions himself or heévarsMaltihez 20b1, pa2). kipeci f i
built around many different factors, such as physical appearance, common beliefs and
memories, aesthetics, ideologies, or semonomic positionNlarc Martinez 2011, p.2).

One very important factan the performance of identity in the cont@ftthis thesis is
musicaltastb ecause music ficontributes to the na

and cultural heritageMarc Martinez 2011, p2).

Given the importance of music in relation to identity, it makes sense to find that several
articlesfocus on this crucial topic. For example, Isabelle Marc Martinez (2011) tries to

see how the French rap movement contribut e
by analysing lyrics and taking into account the interaction between identity and music,
historical discourses and narratives, the production and reception of rap, and the relation
between rap, capitalism and mainstream culture, which are all issues underpinning this
research as welMarc Martinez (2011, pl) argues that rap artisiall over the world

develop strategies to subvert mainstream values and to replace them byloealided,
contesting identities via intermedial and
perform their identity by rebelling against the values of sg@etli embracing marginal,

and often immigrant, ideals (Sberr2®02, p57).
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B®atrice Sberna (2002) also addressed in h
while presenting a sociology of rap in Marseille and givargpcieeconomic and musical

history of the city. To draw her conclusions, she analysed interviews with 26 people who

were connected to the rap movement in Marseille, such as rap bands, impresarios,
rappersod relatives, o0rewswermestlytrecovdedylautshes er s .
also carried out a few written interviews, together with concert recordhgsng2002,

pp.68-69) describes how the ways in which rappers develop marginal behaviours can be
varied. They depend on a variety of socialtdas, which once combined, can create
dangerous, angocial and even criminal conducts. For example, two of these factors are
poverty and a lack of social mobility. This situation can tleaa toeducational failure,

often provoked by a sense of disiilusment with the educational system and a desire for
rebellion.ltish deed a ¢ o mmo n tracks & nhascrilbe mowrthepape eejected

by the rest of society, not allowed to get good jobs or equal educational opportunities

(Sberna2002, pp68-69).

Boucher(1998, p179) explains that these inequalities lead to collective and subversive
identity performances. A common strategy to subvert mainstream valudsgitidise

this rebellious identity performance is to use new historical discoursesaatives that

differ from the official ones Nlarc Martinez 2011, p5). Many rappers feel that the
commonlyaccept ed historical narratives i n F
socioeconomi c communi t MacdMartinbze2014, p2).aApp er s b
result, they base their identity on a new history which they recreate, allowing them to take
control of it, make it workio their advantage and appropriate it. Although this new

identity performance is often utopian and idealised (Boyd8€8, p306), rap artists still

work hard to spread their vision and they see music as a peddaimfor this purpose.

MarcMartinez(2011, p2)reportsthabe c aus e c o nt e m@ubburalproguctmu s i c¢
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and practice withysmb ol i ¢ and i d iaahhelp fo shape theiraderititg n t 0
Yet, the more success, fame and money that they acquire, the further they get from this
rebellious identity performance, sinttee temptation to sign with a major record company

and to become rich can often bring amature end to the defence of these ideals.

Denis-Constant Martin also focuses on concepts of identity in his book (201 Oaitetel

(2010b) that use notions of musicology, political sociology and literary analysis to study

Di amb6s 6 2Dadssmalaullelinuwrder to understand how rap lyrics should be
interpreted and what their social impact is. Through his textual analysis and interpretation

of lyrics, in relation to French value systems, the author suggests that rap should be seen

as a nsalcerad rretvleer t han a simple fexpres
new values and representations into public
(Martin, 2010b, @257). His research also shows h@p artists can define themselves by

the walues that they promote. Many of these values originate from the early hip hop
movement and the Zulu Nation. One such example is the emphasis on respect (Martin
2010b, p260). Thisrespect can be aimed at the people whom some artists believe they
represet) e.g. the inhabitants of poor neighbourhoods who have chaotic relationships

with school and few job opportunities, but aldheir parents or the place where they

come from. In addition, Marti(R010b, p260) mentions that work, equality and criticism

of far Right parties are shared values among French rappers. To this list, P€2§0&ux

p.111) adds the desire to spread the truth, which is accompanied {inpglfin this

effort always to be truthful, some artists even share their doubts anédaitymoring the

risks involvedin admitting their weaknesses publicly. What isrejdhese values are not
stable;they are in a constant state of slow but continuous change. N20tifb, p264)

explains that young pep | de nofithink they adhere to atiehpotch of irreconcilable

v al uiens of; a wiew theimselyes &is engaged in a process of value transformation,
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which amounts to rerganisingandres i gni f ying .val ue systemso

Martin (2010a, B 3 ) al so asserts that anot her I mp c
identity performances is their geographical origins, and more specificatig fagtement

or city from where they comé&rench rappers frequently refer to them in their tracks and

form alliances with their competitors based on these origins. This practice is especially
common amonglle-deFrance artists. The b and 1 Mg,fforanstakae, is
exclusively madeup of rappes from Valde-Marne (94). This is how many rappers
performthe identity of their bands and they constantly try to legitimise it by comparing

their city or départemento others. This tendey is not limited to the llele-France.

Brussels rappers, for exatapknow that people normally associate Frespbaking rap

with France and so they try hardtoprame t heir city, as in the

(Scylla, 2009)Jmmersion from our linguistic corpus.

This importance of the rappersd origins t
rap: authenticity. Authenticity is far from being a simple notion and its definition varies

from one discipline to another (Nuttall and Tinson, 2011, p.1009). In |sapidstics,

aut henticity has always played a cruci al r
| anguage, which can be defined as @Al anguang
s p e a KRucheslta, 2003, pp.39899). However, this definitio immediately faces
problems of essentialism because such aut
by reference to cultural and/or biological characteristics believed to be inherent to the
groupo (Bucholt z, 2003, psodpoioty outZ00Gp.6y, e al i t
such groups are Aimagined?o, as most group
their fellow members, especially in larger communities. Furthermore, language and

aut henticity can app e eouplandy 208, ep.41ld)mastthea | | y
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performance of language is deeply social and contextual. Indeedndividual may act
Aaut henticallyo in certain contexts and n

not an al | (9¥anLeauweneg200h,gp.3B06) O

Despite these shortcomings, sociolinguists have still used this concept of authenticity
usefully to carry out research by relying on more or less defined characteristics of an
Aaut hent i c speaker o. Accor di ngd07)t our Mar y
chamct eristics or Ai deol ogiesd can be dr av
i sol atreedmo vie.de .f riom and wunaffected by ot her
Secondly, the language being studied must seem unremarkable and common to the
speaker,with conversation often being considered to be the most authentic form of
language use (Bucholtz, 2003, pp.4d%). Thirdly, the linguist as observer constitutes

an obstacle to authenticity, as his or her mere presence represents an interference
(Bucholiz, 2003, pp.406). Finally, for a speaker to be authentic, there must necessarily be
an authoritative figure, usually the | in
recognises him or her as authentic (Van Leeuwen, 2001, p.393; see also see alsa Bucholtz

2003, pp.408107).

From these definitions, it becomes readily apparent that language in French rap would
not be considered authentic according to sociolinguistic standards because it is
predominantly an artistic performance. This raises the questiohather such an artistic
performance can be seen as the manifestation of authentic gp@acbeeuwen, 2001,

p.394). This may or may not be the case depending on whether the artist would speak in
the same manner in his daily life (Van Leeuwen, 2001, p.38®)ever, whether or not

such language use should be considered authentic does not prevent French rappers and
their audience from using the term meaningfultythe context of the rap movement,

being authentic can be understood as acting genuinely, teghgccording to who you
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are and your origins. In other words, for a rapper to be considered authentic, no contrast
must exist between the performance of his music and his real life. For example, it is
considered inappropriate by French rappers to dpesastbanlieusardf you do not come

from the banlieuesor to talk about taking part in crime and drug dealing if you have
always obeyed the law. Artists who do not follow this recommendation are often called
Afakedo by f ans temdemtywlhich bxerts a strang ipfeiencse ,on identity

performance and language use in the genre.

Furthermore, gnder plays an important role in identity performance in French rap, as
gender inequalitiesra very pronouncedlThe number ofvomen among commercially
successful rappers quite small: only around 5%. This is a figure found after retracing
the discography of French rap from 1989 until 2011. One out of tvedintyns in this

time periodwasperformed by avoman. This figure alone is revealing about théesté

the rap industry and the place of women. Although female rappers are the exception rather
than the rule in French rap, Mart2010a, p40) comments that women have always been

an integral part of hip hop culture even before Sylvia Robinscanisgdthe production

of Ra p s ®elight For example, Ms Melodie performed in the band Boogie Down
Productions in the late 1980s. From the beginning, women in rap music were motivated
by a desire to contest male domination, in the industry and in the general population, but
also to assert their femininity. For instance, Sbd@@2, p215) gives an ireresting
account of theurrentsituation in Marseille. She describes how no women in her study
were DJs or music designers. She also not
tend to play either the role of the mother or the enchantress. Asftanasand success

are concerned, only omarseillefemale rapper managed to becdimewnin the whole

country and beyondKeny Arkana, as opposed to many male solo rappers and bands,
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including 1AM, Fonky family, Psy4 de la Rime, or El Matadd@®iven the importance of
this topic, chapter 4 will be devoted to the link between language use and gender, with a
focus on the differences between male and female rappers in a context of broader gender

performance.

Although most of the research is focused on tharagts themselves, some authors write
about theaudienceas well as the social networks of French rap. When it comes to the
audience Stéphanie Molinero (2009) tried for instance to describe who listens to French
rap and why in her book.es publics duap: une enquéte sociologiquiey carrying out

a survey based on written questionnaires and live interwdttsspeople who listen to
French rap whom she met at concerts or in specialised sBbhpsnakes an interesting
remark which ties in with the prews topic: men constitute two thirds of the French rap
audience (Molinerp2009, pl14). She also observes that more than hathe listeners
(whether male ofemale) were younger than 24 years old, with one third being between
15 and 19. It could be tempg) to conclude that rap music is a genre that interests mostly
young peoplebut this would be forgetting that almost half of thediencds older than

25. Molinero (2009, pl5) adds that half of the listeners are students, which is quite
understandablgiven the previous remarks. When it comes to working people, she found
that most listeners are eitheavriersor employésin her conclusion, she explains that
the audienceof French rap is more masculinether young, and mostly comprising
studentsand indii dual s wi t h | iorlés$)and belbngtn@tod theosociall i B a ¢

categories obuvriersandemployés

As far as the social networks of French rap are concerned, Karim Hammou (2005) studied

% El Matadoris oneof the interviewees of this researéte isfrom Marseilleandstarted rapping in 1999.
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the correlations between the controyeasound the 199¥ictoires de la Musiqué and

the existence of saph. aTis awy) Beudiaiertfouo r Kk o
years of ethnographic research. He used analyses of newspaper articles ahkstadi

interviews with around twentwartists and ten professionals of the music industry,
including journalists and radio kts. In addition Hammou (2009, p77) proposedo
analyse the rappersodé soci al feawingstimFrénsh by | o
rap. T o s u mma rsifigliags, daciat and prafessional networks between French

rap artists started in the early 1990sfeaturingsand only became common after 1997.

This practice stabilised from 1997 until 2004 and has remained very influential in the
genre ever since. Inis concluding remarks, Hammou (&) p179) explainghat it is

most usefuto talk about micresocial networks in this context as opposed to big social
networks. Moreover, the social networks of French rap are part of wider social networks

within the mwsic industry in France and the rest of the world.

Boucher(1998, p245) also insists that French rap has a high social dimension. Many
famous and successful French rap bands started as groups of friends who used to rap as a
hobby. Slowly, after many indigual and collective pressures, these groups of friends
become actual bands and, after many more encouragements and interactions with local
crowds, they eventually gain natigvide fame. Bouchef1998, p245) adds that another
common way for artists to batroduced to French rap is by frequenting groups who are

involved with disciplines that relate to rap music, such as graffiti or ltaaking.

101n 1999, Manau won in the brand new rap/groove category, even though they were competing against
MC Solaar, Stomy Bugsy, Arsenik, and NTM. This led to controversy because many critics and rappers
did not consider Manau to be a rap band.
11 Featuring: when a rapper or a rap band invites another artist or band to perform in one of their tracks, a
very common phenomenon in rap music.
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Up to now, most of the approaches have focused on French rap artists or French rap as a
movement, but severa¢searchers also look more closely at the lyrics of French rap.
Some researchers analyse the content of these lyrics and investigate the sitineenes

t hat appe @racksisee elg.Bethurey2608; Vicherat, 2003; or Boucher, 1998).
For example,Béthune (208, p188) asserts that French rap artists tend to have a
conflicting relationship with school, which often features in their lyi@sthe one hand,

some rappers criticise it constantly and point out all of its weakne3se$e other hand,

others insist that their audience should neither leave school nor imitate their favourite
artists but instead pursue higher educatiothis context of Mtropolitan French rap and

the école laiquethese criticisms of the educational system are oftdedirto a wider
disapproval of the policies of the nation and political figures. Vicl{@€#i3, p87) argues

that rappers do not think that politicians properly represent the French population, and
even less so the inhabitants of tanlieues Sometimestheir apprehensions are caused

by real lack of empathy from politicians. For instance, the former French president,
Nicolas Sarkozy who was at the time Ministry of the Interior, dedlaon October 19

2005 that a particulacité needed to be cleaned withKdrcher? ( Afion va nettoy
K2 r ¢ h e r), whieh did mot help improve his popularity within those communities.
Béthune(2003, p197) adds thathe artists mainly focus on theaFRight parties, and

more specifically the Front National, since manypeg have immigrant origins.

Other researchers are more interested in the poetic elements of French rap (see e.g. Barret,
2008; Béthune, 2003; or Liu, 1997). For example, Liu (1997) studied what makes MC
Solaar 6s wor k p o edrfarming textudl analysesgand elying bry

biographical elements, while also carrying out comparigothsAmerican rap and taking

12° A brand of highpressure cleaner
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into account the genesis of rap and its connection to the city and technology. She describes

how French rap is closely relatedtopgeir by di scussing some of

Solaar has expanded the possibilities of rap and stretched the possibilities of
French syntax. He inherits from Public Enemy and Baudelaire at the same
time and his work allows us to see that in the poetipeptilar music, poetry

itself might be revitalized. (Liu, 199 p332)

This is an opinion shared by Béthune (2003, p.16) who adds that rap music struggles to
be assimilated to poetry because it transgresses traditional poetic features. He believes
that thereason why rap is not readily seen as poetry is because society classifies it as
entertainment and considers entertainment and poetry to be forever irreconcilable. In

reality, they are not mutually incompatible. Rap has very strong poetic components that

can be found both in the formal poetic techniques used and in the search for beautiful and
memorable word choices, which raises important questions about what the poetic and

aesthetic mean in the context of this cultural movement (see chapter 5 for nibesen

notions and the methodology in chapter 1 for a definitiopoeticrap).

In this regard, Julien Barret (2008) has writeevery completdoook on the topic of
rhymes and sound echoes in French rap. In his study, he tries to see how and to what
extent such rhymes and sound echoes are used in French rap, and espeeglyrip

tracks, howthey affect meaning and relate to one another, and how they borrow from
traditional French literature and oral poetry. He conducts this research by carrying out
thorough lyri@al analyses with terminology borrowed from poetry analysis and
musicology. Barre{2008, p44) explains that rap artists play with the French language
and shape iin many differentways A first example is the way in which they modify
spelling in their stage names and in the names of their tracks (E&0& p45),such as

the artists Joey Starr, B2ZOBA or ROH2F. One of the most famous examples of such word

play is thet i tLINMIAGCAEH T C K 7 2 K ByDMRCOSolaar (1994Prose Combat
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which is a seemingly meaningless combination of letters that actually reb@é@m@smi
acessédacht er ces c as fpe¢Bares20@Bepi6r Begomdvard play 6

rhymes constitute the way in which rappelsypwith language the most, they dfre

I mpl icit Ar ul eqg 2008f pid). R&ppers anose proieBtllemselees with

their ability to create the most outstanding rhymes, and this is particularly &ge tnp

rap in which rappers Il iteral |Quelgudsgautee nt |

suffisenfiBoxe avec | es motso).

Barret(2008, p93) goes on to say that French rappese of formal rhyme techniques is

in many ways identical to classical French poetry. For example, they like to produce
antanaclases. The principle of this practice is to take two homonyms or two identical
words and to assign two different meanings to tlwased orthe context, such as MC

Sol saf & mo Jdiaislle nmle etfia femelle fait ngIMC Solaar, 1994Prose
Combati S®quel | eso) . We can s e eaedammaldound e x am
nearly identical, they have two completely differeméanings. The opposite example
would be the syllepse, which is also a common stylistic device in French rap (Barret
2008, p96). Rappers take one noun and assign two possiblaeimgsato it, such as

S v i nk kdh leedfs ont des consignes, normal avetdewguils boivend (Svinkels,
1997,Police i Al coot est 0) .consignest &am sr efxeampt e, bot h
A d e p o Bhése aredbut two examples and a complete analysis of rhymes and figures of

speech in ration to NSLin the corpus wilbe presented in chapter 5.

This study of the petic elements of French rap canlinéed to broader discussions of

the aesthetics of the movement (see e.g. Béthune, 2004; or Béthune, 2003). In one of his
books (2004), Christian Béthune attempts to desdtie aesthetic experience of French

rap by tracing its history, comparing it to other musical genres, describing its musical

elements and common terminology, addressing its common myths, delimiting its usual
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themes, and researching its culture. He suggemt researchers focus too much on
sociological analyses of French rap and often disregard the aesthetic interest (Béthune
2004, p22). Just like any aesthetic phenomenon, French rap uses symbolism which
cannot be reduced tits sociological meaningWhen focusing solely on sociological
guestions, researchers do not do justice to this art, which goes beyond revelations of
chaotic social backgrounds. Focusing on aesthetics does not mean rejecting the social
realities that characterismany rap artists, Ui rather it acknowledges the fact that
sociological issuealone do not explain the wide success and creativity of French rap.
Béthune(2004, p23) adds that French rap brings aesthetics into question because of its

marginality.

The aesthetic marginalitgf French rap is especially present in its musical elements.
Béthune(2004, p62) argues thatap bridgesthe gap between music and noiseloAof

the common musicdaerminology like tonality or melody, cannot always be applied to

rap successfullywhich could lead to the conclusidhat rap is not musical. But this is
exactly where the new aesthetics of the genre begin. Rap artists define themselves by the
marginality of their music and many artists feature on the covers of their albums with
samples and other eleatnic equipment as a statementtioéir affiliation to this new
culture. Consequently, as you might expect, part of the literature on French rap focuses
on musical analyses. For example, Antoine Hennion (2005) carried out a comparative
andysis of rap music and techioHis aim was to see how all the elements of these two
music genres combine to produce a coherent whole, with an emphasis on the bodily,
musical, scenic and ideological elements. To achieve this goal, the author summarised
two different interventions at a conference, one on rap and the other one on techno, which

focused on textual and musical analyses based on live performances at the event, to

13 Techno can be described as a type of electronic dance music.
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summarise the most important elements of both performances. He concludes by

comparigy t he artistsodo tacit understanding of

Martin (2010a, p.65) also focused on the musical aspect of French rap and argues that it
is often underestimated, if not completely neglected. Yet, as Martin (2010a, p.65) adds,

there nust be an excellent relationship between music and text to create a successful track.
In the formal study of music in rap, some researchers (e.g. Rossi, 2012; or Fagyal, 2007)
focus on the technicalities and discuss how most French rap tracks are loudiragrito

a fourtime rhythm bar (music rhythmJ.he main and strongelseatis the first while the

third is less strong than the first but stronger than the second and fourth (Rossi, 2012,
p.116). This basic structure is usually repeated four timestfitabof sixteerbeatsper

line. Yet, this does not mean that each line contains sixteen syllables nor that the linguistic
line corresponds to the metric line. Indeed, rappers insert silences lsiatand do

not always begin to rap on the first stgameator end their sentences on the sixteenth

beat hence the varying lengths of the lines in most rap tracks (Rossi, 2012, p.118).

So far, the literature review has revealed that researchers have written about French rap
since its appearance France ad that most books and articles focus on historical,
sociological, linguistic, poetic, aesthetic and/or musical approaches, with linguistics
being one of the disciplines covered the least. An important purpose of this review was
to identify and analyse thmain research questions from the literature on French rap, to
seehow this research can relate to theat also how these disciplines can enhance this
thesis. When looking at the research questions and the conclusions from the linguistic
approaches, it m®mes evident that few studies offered a complete description of
language in French rap. Consequently, the analysis of language use in the corpus from

this study will clearly fill in this gap in knowledge from the literature.
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Furthermore, many authors fo& on the most common stereotypes and myths
surrounding French rap. One of those myths is that all rappers use a lot of slang,
vulgarities andverlan Most researcherprovided answers to this question based on
limited linguistic analyses. The linguistic approach of this thesis, since it relies on a very
wide corpus that takes diachronic, diatogienderand diaphasiacleterminant into
account, will provide a much more precisaanced and accurate answer to this question

that could then become the basis of further sociological interpretations.

Anot her fundament al sociological guesti ol
performances. Rappers can perform their identity mosimg certain styles of clothes,

rap genres or themes, to name a few, but also, and possibly more importantly, in the
conscious and unconscious uses of language. Most sociological descriptions of identity

in French rap take language into accoumit ther reports often rely on general,
sometimes stereotypical, explanatioAslinguistic analysis looking at French rap from

its beginnings would allowesearchers to gain invaluable information, which could lead

to newer understandings of identity performance

When trying to tell the history of French rap, researchers focus on important events in the
evolution of the genre but they often fail to look at the language changes that accompanied
them. A detailed analysis of the development of standard andtamtard languages

since the first albums of French rap could bring nuance into the historical accounts already
produced. An important factor in the history of French rap is its diffexwri from its
American countgrart. Most researchers agree that Fremghseparated itself in many
ways from American rap, but they fail to look in detail at the linguistic consequences of

this distanciatonHow has French rappersd use of (Af

14 They detemine how a language varies across time, geographic origins, genders, and styles/registers,
respectively.
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in the last twenty years? What meanings do thegmss such borrowings@an they be
attributed to conscious decisiotiaken bythe rappers? These three examples of questions
show how linguistics could contribute &mimproved historical understanding of the rap
movement. Furthermore, it can be obserfredh the historical summaries of French rap

that many of these accounts focus on the origins of French rap and do not develop it much
beyond the end of the 1990s. In consequence, the analyses of the diachronic determinants

of NSL could potentially contrilte to a more recent history of French rap.

These examples already begin to show how a linguistic study such as the one that will be
developed in this thesis can relate to other disciplines. Only a few research questions were
interpreted in this optic, buhis exercise can be repeated for nearly all of the important
research questions handled in the literature on French rap. In most instances, linguistics
is either lacking or only briefly mentioned, although it could really enter into dialogue

with these ther disciplines and offer additional insights.

3. Chapter outline

In order b answer theesearch questions, the thesis will be structured according to the
main sections of the corpus: diachronic, diatogarderand diaphasic variation, to which

an overview of the corpus as a whole will be added. This approach allows the researcher
to focus on one determinant at a time initially and then to bring all the results together in

a general conclusion. These five claptwill have the following content:

~

Chapter 1: A En nooadgeneral overmew of thye rcorpovel Ipresent

the global results frorthe whole corpus. It will start with a discussion of rgtandard
versus standard language in relation torsearch questions and language registers, in
addition to an examination of its research potential. The goal of this chapter is to present

the global quantitative results of the analysis and to define and describe NSL in the

41



corpus, as a form of generatrioduction to the linguistic determinants of the corpus. It
will present the complete methodology, which includes the selection of the artists and
their tracks, the definition of the categories of NSL, the process behind the analysis of the
corpus, the abice of reference materials, atfie description of the type of interviews
used in the researchihen the chapter will move to the quantitative results of the corpus
as a wholewith detailed results for all categories of NSL, foreign borrowings and
grammatical categorieas well as a qualitative discussion of NSL usealated around

track extracts and quotations from interviews.

Chapter 11: ANTM, So |l a a or,an dn#ysis of distheanit d e
determinantswill analyse differentgenerations of rappers and also a single artist
throughout his career. Internal and external determinants will be tackled to see if variation
in the corpus should be attributed to progressive generational changes or other external
factors, such as tempoyalinguistic fads. This will lead to discussions of the impact of

the beginnings of French rap, when this music genre was not yet accepted in France, in
comparison to the wide acceptance and success of French rap nowadays. The effect of
life experiences Wlialso be taken into consideration to observe how much vocabulary
can change throughout an indi vi d-ghangidgs | i
events. These discussions will be linked to the effects of strand weakties
relationships odanguage change as well as the impact of increasing fame, changes in

social class and the advent of the internet.

Chapter lll: i Ha tdé¢$e i n e, maj eur ¢ oran adaysisrof deatopic | a
determinantswill focus onthe impact ofethnic and geographic origins. Central to this
chapter will be the notions of identity performance and narratives, space, social relations,
and regional and glob#bws of people It will be important to see how individuals react

to these various diatapdeterminants, whether they embrace or reject them. This chapter
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will look at the variety of foreign borrowings used, especially in relation to multicultural
communities and, of course, immigration and flows of people. In addition to this, notions
of powe relations and authenticity will be essential in this discussion, in connection with
audiences. Furthermore, conflicts and differences between citiedéaadementsvill

be explored, in correlation with identity performance and various historical ang so
cultural determinants. Moreover, the analysis will try to differentiate ethnic from
geographical determinants, since it is not always possible, in the creation of the corpus,

to limit oneself to only one determinant.

Chapter IV:i Ce s s e z d eexdueaul sac ugl ueeru | 1ed omam analysis ofn e 0
genderdeterminantswill initially focus only on male versus female rappers but the
gualitative discussion will take more complex notions into account, such as gender
performativity, queer linguistics or androgyny. In this chapter, the extensive literature on
the differencedbetween men and women with regard to language use will be reviewed.
Universalistic and binary discourses will be dissected in contrast with individual
differences and other determinants like culture, geographical origins, age or social class.
Moreover, tle qualitative discussion will focus on unequal gender power relations in a
maledominated heterosexist industry, in which hypesculinity is often the norm. We

will observe how male and female artistsactto and perpetuatéhese stereotypical
gender maifestations both in their lyrics and videos. Some of the NSL use will also be
analysed in terms of speech acts to try and determine what the artists want to accomplish

by using specific terms in certain contexts.

Chapter V:i Mon r ap pr énedor aeanalysis offdiaphdsic determinants
will examine the impact of rap genres. The linguistic analysis will focus on three different

French rap genres that will be the foundation of a qualitative discussion that will look at
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the effect of aesthetics, figures of speech, rhyrte=smes, angerformance. First, the

link between various poetic elements, figures of speech, sound echoes, word plays and
NSL will be explored, with a special emphasis on the impathexde poetic devis on
meaning Afterwards, the discussion will move to an analysis of themes and their
performance in lyricend videos This will lead to an investigation of the differences
between the written texind the oral performancé.astly, the chapter will turto the
connection between NSL and gestures. It is well known that rappers make all sorts of
gestures with their hands and their bodies and this analysis will try to see whether they

are meaningful and determinant.

Now that the main research questions,litieeature review and the chapter outline have
been addressed, the actual analysis will begin in chapter 1 that will look more closely at
the methodology and describe to wiatent the rappers used NSL in the corpus. The
answers to this initial researghestion will then pave the way for the rest of the analysis

and the discussion of the determinants of NSL use.
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Chapter I:

AEnN mode ororargenerdlyrr I
overview of the corpus

1. Introduction

As was outlinedn the introduction, the aim of this PhD research is to investigate the use
of nonstandard languag@\NSL) in a corpus of selectedahcophone rap tracks. Before
unveiling the analysis, it is essential to explain why NSL is worthy of research and how

it relates to standard language (SL). The first step towardsesgilg these issues is to
posita definition of SL and NSL. According to Finegan (2007, p.14), SL is a variety of
language that people use to communicate with one another in public spherés. AdrE

as dialects that eventually undergo a process of standardisation during which grammar,
syntax, vocabulary and pronunciation are fixed. The choice of the dialect is not, however,
arbitrary, but rather the result of complex power relations. Thaetind most economic

and cultural capital have the ability to impose their personal hierarchy of tastes, which
includes linguistic preferences, as legitimate, while relegating any other variants to the
realms of the illegitimate and the popular (see eaur8ieu 1984a, 1990 or 1991). By
doing so, they alienate people who do not have access to such cultural capital and they
reinforce their own power, as they already possess the necessary cultural knowledge and
linguistic skills for social and economic adea&ment. SLs are born when such linguistic

cultural hierarchies are given an official legal status.

The French language is a good illustration of this phenomenon. Standard French
originates from a dialectal variety favoured most notably by the royalffamdl its court

in the region of Paris; the 9" century(Leclerc, 2015, n.p.). This dialect enjoyed much
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prestige and legitimacy but it was propelled to the status of standard language only when
King Francois | declared it the official language of thaion in article 111 of the
Ordinance of VillersCotteréts in 1539 (Legifrance, 2015, n.p.) Fol | owi ng Char
creation of theAcadémie du Palasn 1570 and | ater Cardinal
of the Académie francaisén 1635, numerous grammans started to work on the
language to allow it to replace and surpass Latlimgsa francain the nation (Vanneste,

2009, p.67). Furthermore, the acceptance of this dialect over others was made possible at
the time, among other factors, by the influeatBrotestantism, and its rejection of Rome

and therefore Latin, the development of printing, and the creation of nunteotiages

that used French as medium of instruction, includingGbkege des Lecteurs royaux

(Vanneste, 2009, p.67).

However, onef the most crucial moments in the history of France that led to the creation
of standard French as we know it today was the French RevoldsoRenée Balibar

declared:

[ ndest pas possible déaborder | 6histo
di spose pas dbéune conception g®n ®r al e
idéologiques de la Révolution francaise dans le domaine de la langue.

(Balibar, 1974, p.87)

In the aftermth of 1789, members of the bourgeoisie, and most notablyabebing
initiated significant changes to the linguistic and educational policies of the nation
(Balibar, 1974, p.88). Many of the prevolution institutions (such as the royal court or
thesalons aristocratiquésthat used to control and monitor, to some extent, language and
literature were either destroyed or their influence was abolished by the bourgeoisie
(Balibar, 1974, p.59). Their desire was not to unify the linguistic habits oAieén
Régimebut actually to destroyhem and to replace them byfi@ncais élémentaire

national which would form a basis for equal linguistic exchanges and be taught across
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the nation in schools (Balibar, 1974, p.1¥&). However, members of the common
peope did not possess the necessary intellectual and linguistic skills nor the required
influence to elaborate and lead these political and linguistic plans (Balibar, 1974, pp.88

89).

As a result, the bourgeoisie, who had made language learning a pricigrytheAncien
Régimefor the power they could gain from it, could push their own linguistic agenda to
ensure that they maintained their privileges and their influence in the country (Balibar,
1974, pp.8839). Although the revolutionaries héalvouredequa access to school, only

t h ecolds centrales de départemeénts whi ch wer e created f«
bourgeoisie, were organised in practice, and it took almost a century for primary schools
to be actually available to the rest of the population, themksvs such as tHeis Jules

Ferry in 1881 and 1882 (Balibar, 1974, pp-88). Even when most of the French
population gained access to education, the bourgeoisie still maintained its grip on
language ¥ belittling primary schools anty putting secondy schools, whth most
French citizensvere t@ poor to attend, on a pedestal (Balibar, 1974, p.96). These
secondary schools also gave a central placktei@ature in their curriculum, which
strongly influenced thénguistic idealsof the bourgeoisiaswell as language palies in

France at the tim@Balibar, 1974, p.96).

This represent®ne way of looking at SL. This definition, however, is not complete
enough for the purpose of this research. If this logic is followed fully, then colloquial
words, ad even some slang words, could be regarded as standard. Indeed, these types of
words can be found in all dictionaries that normally delimit SL versus NSL. This is why
another layer must be added to this first definition: the formality of language. The way

SL is envisioned in this research relates also to the type of language that can be used in
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formal settings. Seen in this manner, SL is not simply the standardised language shared
by a population, but also the grammar, syntax, pronunciation and vocathatwyauld

not sound inappropriate in formal settings. As this thesis focuses mostly on vocabulary,
this problematic will be illustrated with some standard versusstamdard French
vocabulary. Under the first definition of SL, bottaisonandbaraquewould be accepted

as standard French wherelasuseor casawould be rejected. A big difference still
remains betweemaisonand baraque The former could be used in a formal context
whereas the latter could not. So the best way to understand the meaningecfIB NSL

in this research is in terms of language registers.

The termlanguage registar s usually understood as being
| anguage varieties associated with differe
This term encmpasses a wide variety of linguistic phenomena, as registers can vary
phonologically, grammatically or morp¥gyntactically (to name a few), although only

lexical variation is relevant to this reseaf@mizuelaet al, 1999, p.130)When it comes

to the French contexhiveau de langués sometimes mistaken foegistre de langue

although these two terms refer to different concepts and need to be distinghiskad.

delangue ef er s t o t he speaker 0s sregsmewl¢ landuge of
just like language register in Engligijates to the context of the language exchange and

its impact on the linguistic outpyGrevisse and Goosse, 2011, p.ZBhen, not all

linguists agree on how to divide these language regi¢sees e.gKalmbach, 2012;

Grevisse and Goosse, 20Bgquthier et al,1994; or Boniet al, 1992). For instance,

Grevisse and Goosse (2011, p.24) talk abegistre tres familigrfamilier (or courant)

soigné(or souteny, andlittéraire while Kalmbach 2012, p.584) mentiodangue parlée

courante écrite and soutenue In this research, none of these labels work perfectly

because they overlap to some extent with the categories of NSL that will be presented in
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the methodol ogy. F o gificadox eontgnis e wordmikemwice s e 0 S C
whereas it is a specific NSL category in this study (colloquial). It would therefore not
work as a generic term encompasa | | NSL categories. Il n addi

langue parléds also problematic ithis thesis because all rap lyrics are spoken.

Instead, the following three labels will lbsed lower, neutral and higher. Both neutral

and higher registers will be regarded as standard while the lower register will be seen as
non standard. The neutralister is neither high nor low and contains wordsrikegson

voiture, ortéléphone These words are perfectly acceptable in any setting and this is the
reason why they are called Aneutralo in t|
that are mee formal, technical or poetic likéemeure oxidationor alexandrin At the

other end of the spectrum, the lower register is made up of colloquial, vulgar and slang
words such agamin connardor taf. Numerous concepts can be expressed using these
threeregisters, e.gooulot(low), travail (neutral) andache(high) orpiquer(low), voler
(neutral) anddérober (high). This description should be enough for the purpose of
distinguishing between SL and NSL in the framework of this research, althoughtone las

element needs to be clarified.

The last aspect of NSL in French rap that needs to be addressed is its similarity to the
francais contemporain des citdSCC), which is hav some researchers (see e.gKalli,

2013; Liogier, 2002; or Goudaillier, 1998uajify the way young people speak in the
banlieuestypically around Parig:CCis a type of slang that can be said to be both similar

to and different from traditional slang (Liogi&002,p.42). As is the case with traditional
slang,FCC is used in cload sociological milieus, often related to illegal activities, to
speak about themes like crime, drugs, prison, police, or sex (Li@§iép, p42). Both

traditional slang and=CC have a strong symbolic function, such as reinforcing the
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connection betweemembers and excluding nonembers (Liogier 2002, p42), and
permit numerous lexical creationgia such methods asbbreviations, suffixations,
metaphors, or borrowings (see e.gKBlli, 2013; Valdman, 2000; or Goudaillier, 1998).
The two most significat differences between traditional slang &fdC concern the
borrowings from foreign languages and the useesfan Although both types of slang
use borrowingsFCC tends to rely much more on English and to use a much higher
number of foreign languages@udaillier, 1998, p18). Furthermoreyerlan plays a

central role inFCC, whereas it is much rarer in traditional slang.

NSL inFCCis important in this research because, as El Matador explains in the following
guotation, many rappers have roots in thenehbanlieuesand rap in a way that reflects

these roots:

Tu te dis forcément que si tu vis dans une cité et que ta vie est ter ter [i.e. from
thebanlieud, ben ton langage [in rap lyrics] va étre ter ter aE$iMatador,
2013)

This correlation willbe apparent in the qualitative descriptions of the corpus in this
chapter, since many NSL words that will be described are very similar and sometimes
identical to whatFCC researchers have studied. However, NSL in this corpus is not
completely identical t&-CC. Although many of the selected rappers come from Parisian
banlieuesit is far from being the case with all artists from the corpus, whereas research
onFCCis usually limited to Paris. What is more, not all rappers come fromathigeues

or rap in away that identifies them as such. French rappers are also placed in very
different situationdrom regular inhabitants of theanlieuesbecause their language use

is part of an artistic performance. AccordinghCC is useful in the context of this

reseach but these two types of NSL should not be confused or used interchangeably.
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Next, to explain why NSL warrants research interest, it is necessary to enquire into the
meaning and purpose of sociolinguistics, since this research is in many ways
fundamentdy sociolinguistic (cf. introduction) Sociolinguistics is the study of the
effects of society and its norms on language and vice versa. Unlike prescriptive
grammarians, sociolinguists recognise that variation is inherent to any language and that
its effects are meaningful. Most people dofodlow the rules of standard language in all
circumstances. In many instances, they voluntarily or involuntarily choose to use non
standard registers of language and this choice alone can tell researchers a lot about the
speaker 6s per aisti tontexhandotteir understandinglofi sac@l norms.

As such, NSL is vital for understanding the full scope of linguistic capabilities. In fact,
one of the modern founding fathers of sociolinguistics, William Labov, even wrote a book
titled The Study oNon-standard Englishn 1969. In this book, Labov makes a case for

the importance of understanding and acknowledgingstandard variations at sabldo

provide better teaching fothe pupils. So, as we can see, NSL has been tied to
sociolinguistics sine its very beginning. The use of NSL is worthy of research precisely

because it is neither arbitrary nor devoid of meaning and effect.

The first step towards analysing NSL in the corpus begins in this chapter, which aims to
provide an overview of NSL useithout focusing as much on variation. In other words,

the aim of this first chapter is to quantify, define, describe and illustrate NSL use by the
rappers as an introduction to the subject and a general overview of the corpus. As such,
it will mostly attampt to answer the first research question: to what extent is NSL used in
the corpus? These quantitative results will not offer definite answers in and of themselves
but they will pave the way for the qualitative analyses of the determinants of NSL in the
upcoming chapters, since it is essential to describe how NSL is characterised globally

before starting to describe how its use varies. However, before moving on to the
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guantitative and qualitative descriptions of the corpus, it isifirgbrtantto descrile the

methodology thoroughly.

2. Methodology

This sectiorwill focus on the methodology used to select the cotpumpalyse the tracks

and to condudthe interviews. However, before addressing these methodological issues,

it is first essential to descelthe object of the linguistic analysis precisely. The basis of

this study is an analysis of rap tracks. This raises a crucial narratological question about
authorship: whose language is really being analysed? Several distinctions from narrative
theory mus be explored to answer this question. Most notalilyis essential to
differentiatebetween the author, the narrator, the narratee and the reader (or listener in

this context) (see Rimmelkenan, 2005, p.89). The listener is the actual person who
listenst o t he track while the narratee is #fAth
addressedo i n -Kdnan, 2005apc8R)ie.(theinarrateenis a figure
constructed in and by the teXthese two notions are part of this research, since all rap
tracks have an intended audience, but they are not as important and problematic as the
former two. Indeed, it is more essential to understand the difference between the author
and the arrator in this analysis. In addition tbese two notions, accordinig certain
narrative theories such as Seymour Chat ma
Boothdés (1961) views of narration, another
concept is not, however, useful in this thesis. Firstly, rap trackerateproductions
traditionally written by the artists themselves and the author is therefore much more
explicit (Walsh, 1997, p.18). Secondly, the implied author is not universally accepted,
which applies to the implied reader as well. For instancerajested by Gérard Genette
(1988, p. 145) whrm robnhanywkese fot étlard agentteatrweuldibs i

neither the narrator nor t he real aut hor o.
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For these reasons, this methodology will foon$y on the author and the narrat®he

author is the artist who performs the track, which is quite straightforward, but defining
the narrator is more complicated. Accordin
I s always either a charact er tMheparraioncam at e s,
be distinct from the author or the same person. Sometimes the narrator is very explicitly

the author and sometimes it is clearly not the case, with all other possibilities forming a
continuum between these two extremes. It can theré®gaid that the subject whose
language is being analysed in this research is always the narrator, who may or may not
coincide with the author. It will become clear further in this methodology that certain
linguistic determinants focus more explicitly dvetauthor (e.g. diatopic) and others much

less (e.g. diaphasic). Yet, in the end, this research looks only at how these determinants

i mpact the narratorodés | inguistic perfor mar

Now that this narratological question has been addressed, the next padeadillith the
different categories of NSL, their choice, their definitions and their delimitations, as well
as the bibliography used in the analysis. The second part will describe the long and
complex selection process for the corpus and how the tralie te one another and
complement each other in relation to the four main determinants of NSL (diachronic,
diatopic, gender and diaphasic). Particular attention will also be devoted to justifying

some of the more difficult and questionable early choices.

To start with it must be acknowledged that analysing NSL words in such a quantitative
manner means that somewhat artificial categories have to be created. When carrying out
such a classification, the biggest obstacle is subjectivity, a term that iseccanp needs

to be defined in relation to this research. Although subjectivity also relates to the

perceiving subject, as opposed to the perceived object (objectivity) in philosophy or to
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the expression of subjective feelings and emotions in literatdraraiZhengyuan, 2012,
p.105), this term wil/ b e distoded byetationdr as h
personal bias, while objectivity will be defined as the opposite, i.e. undistorted by such
biases (adapted from Collins, 20Ky. objective).Subjectivity must always be taken

i nto consideration in |linguistics because
(Zhengyuan, 2012, p.106). Indeed, some researchers such as Zhengyuan (2012, p.106)
even maintain that N ther ieam od humancperceptiontapd e nt e
understandi ng, it is no longer objectiveo
type of analysis because classifications o
psychological perspectives and thus eostextd e pendent o ( Fr an, 201
applies to individuals from different cultures but even to an isolated researcher. His or her
perception, and therefore the resulting classification, may vary from day to day or even

moment to moment.

To reducehis subjectivity, the analysis relied on clear guidelines as well as dictionaries

as reference sources, and especiallyPiit Rober{Rey and Reypebove, 2011). This

is not, however, because dictionaries offer perfect objectivity. In fact, reseahelvers

known for a long time that there is very little objectivity in dictionaries and that they are
fpotentially one of the most dan@Geshunys car
1975, p.938)For example, Le&ershuny(1975, p.938) found in onef his studies that

women and black people featured much more often than white men in dictionary
examples containing negative connotations, such aso#exstereotypes or racial
prejudices However, the advantage of dictionaries is that they countar thes e ar c her 6
inconsistencies and prevent them from applying labels however they please, which is

bound to change when very large corpuses are analysedhe course feveral weeks.
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It may be impossible to remove subjectivity from categorisations bedassnherent to

them, but inconsistencies should at least be eliminated.

As was just mentionedhé main dictionary used was tiRetit Robert de la langue
francaise(2011, CDROM). Only thisdictionary served aa point of reference in order

to minimise inconsistencias the quantitative data, which could have resulted from the
use ofseveraldictionaries as main references. TPetit Robertwas chosemecause it
contains clear categorising labels (eggot, familier, péjoratif, etc.), the high quality of

its CD-ROM version allows for faster research, and it is one of the most widely used
dictionaries in Francddowever, this decision to rely on tRetit Robertin this way did

not mean that other dictionaries n@enot used. On the contraryygn thenature of this
researchit was often necessary to consult other dictionaries to dahiglek the meaning

of difficult words or to find words that did not feature at all in Betit Robert In these

cases, the follwing dictionaries were usete Dictionnaire de la zon€Tengour 2013),
Commen tu tchatches(Goudailier, 1998) andeDi ct i onnai r@lnadre | 6 ar
Leclere, 1994). When the words could not be found in any dictionary, as is often the case
with modern suburban slang, then the internet anlihe forums were used, which
included online dictionaries such lasousse.fror reverse.netas wellas direct questions

to rap artists and other researchers in the field of French rapGddSince the internet

is not necessarily a consistently reliable sowtcmformation, identical definitions had

to be found from several different sources beformdeelected. Furthermore, these
definitions had to make sense in the contéxhe rap lyricsAs a result, some definitions

were rejected even when numerous sources offered the same explanation because they
did not prove to be satisfactory to explairetbontext ofthe sentences uttered by the

rappers.
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These reference sources were used to define the NSL words and to classify them into the
various céegories used in this research, whigdre selected after reviewing the literature

on language in Frenctap Westphal, 2012Hassa, 2010Martin, 201@&/b; Pecqueux,

2009; Debov, 2008) and-CC (El-Kolli, 2013; Liogier, 2002 Valdman, 2000;
Goudaillier, 1998), as well as carrying out preliminary analyses to see what types of NSL
could be found in French rap. From this initial review and analysis, the following
categories were selectddreign barowings (1), colloquial and vulgar words (8)Jang

(3), abbreviations (4)yerlan (5), and any combination of these categories. Once they

were selected, the next step was to define them precisely.

(1) Words were counted as borrowings from foreign laggsaf:

a. They were labelled as such in tRetit Roberie.g.anglicisma.

b. If a word from another language was used when a French alternative exists (e.g.

gunfor fusil).

If a word had a foreign etymology but was natagnised as a borrowing by tRetit
Robert then it did not count as a borrowing (egglf). The only exception is the word
rap: it was not counted as English because of its lack of equivalent in French and because

of its prevalence.

(2) Words were considered colloquial or vulgar iéttwere labelled as such in tRetit
Robert(e.g.familier, insulte, vulgaire, péjoratibr méprisant. Even when a word was
etymologicallyfrom another language, if theetit Robertconsidered it to be colloquial,

then the colloquial aspect of the wordasvforegroundedin some instances, theetit
Robert considered some words to be both colloquial and another category (e.g.:
abréviation. In such cases, the colloquial label was ignored because most NSL words

are, to some extent, colloquial as well.
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Furthermore, it is also important to distinguish between vulgar words in this research and
Atabooo as traditionally wunderstood in so
extensive sociolingumayplaya vitaleote enaundstdandinge c au s
soci al and cul tetalad0l3,wa86)indeedodstudyiAchtabaodwords

allows researchers to gain insight into social, metaphysical and religious norms and
beliefs (Ahmacket al, 2013, p.36Qanbar, 2011, p.87Tertain words and pases can be
considered as linguistic taboos if it is sociallgacceptable t@ronouncethemat all

(except sometimes for sonpeivileged speakers) and/drthey should be replaced by
euphemism$ecause doing otherwise would provoke shame and embarrademthe

speaker and possibly a sense of shock from the heapsinfeadet al, 2013, p.36(ao,

2013, p.2310Qanbar, 2011, pp.888; Steiner 1967, p.143). This concept of taboo is
often correlated to that of fAfaceo, i . e.
expects everyone e lesak 2013y p.37)eSinceghey do eocd wish A h ma
to lose face and to be perceivech a negati ve manner, most #dr
will respect taboos to present themselves as respectful and polite indiitihadad et

al., 2013, p.37). Some of the most wielown types of taboo relate to sex, excretions,

bodily functions, or pgvate body partsGao, 2013, p.2310From this, we understand

that most vulgar words in this research fit the definition of taboo. Nevertheless, the two
terms are not synonymous. In reality, taboo is a wide concept that is not limited to vulgar
words. Deending on the culture, it also includes death, blasphemy, iliness, age, income,
etc.(Gao, 2013, p.2310). In most instances, the previous types of taboo words would not

be marked as vulgar in this research, which is why the term vulgar will be usedl instea

throughout the thesis.

(3) Slang words were problematic because the meaning of slang can be quite broad. In a

restricted sense, slangcafirer t o any wor d inthetdibtionarpbat | a b e |
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in a broad sense it can encompass any word usedryptic manner for the majority of
the population, like borrowingsjerlan or suburban slang. In this analysis, a different

approach was adopted. The following types of words were all counted as slang:
a. words labelled aargotin thePetit Robert

b. those not present in thetit Robert but found in one of the other specialised
dictionaries with no information about their origin if it could not be verified

otherwise.

c. terms not found in the dictionary although their meaning could be found online

without any information regarding the etymology.

Any word that could not be defined (i.e.
automatically fell into this category. This decision was taken after considering the fact
that the number of unknowmords was relatively small and did not warrant extensive
etymological research. In most instances, the origin of unknown words is clearly
undocumented modern suburban slang. Any mistakes would be rare and quantitatively

unimportant.

(4) All apocopes, aphereses, initialisms and acronyms were counted as abbreviations. For
some time, it proved to be difficult to decide whether or not to inchamtenyms and
initialisms referring to official organisations (e.@TAN ONU, BRP, BAC), which are
common everyday utterances, often better known in their abbreviated forms rather than
unabbreviated. The main argument in favour of restricting them is that using such
abbreviations is the norm rather than the exception and is accepted in formal writing.
However, in the end, such words were counted as abbreviations. The main problem when

adopting the above restriction was that drawing the line became difficult. No clear
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definition of acceptable versus unacceptable abbreviations could be used and tlzere was

great risk of sometimes accepting one word and later on rejecting a similar one.

(5) Words were counted arlanif they were formed according to the rulesveflan

These rules will be explained in more detlatierin the chapter. In most instancésyas

easy to notice that the order of syllables had been inverted. In some cases, however, these
words could be easily mistaken for modern suburban slang, especially when combined

with abbreviations or doublieerlan This is why the etymology of wordsas emphasised.

After establishing clear guidelines for the analysis, the siext was to select the corpus.

As one of the objectives of this research is to produce quantitative data, a large sample of
tracks and artists from France and Belgium were s&led 36 tracks from more than 60
different rappers for a total of 68,024 words analysed. To allow an investigation of the
main determinants of NSL, the corpus was divided into four main sections. These four
sectiors deal with the diachronic, diatopicgerder and diaphasic determinants,

respectively.

The section of the corpus on diachronic determinants looks at the effect of time on the

use of NSL. Two possible determinants were taken into consideration: firstly, how the

use of languagehanged betweerappers in 1990091, 2001 and 2011, and, secondly,

how an individual rapper6s |l anguage evol ve
seven tracks were chosen for each time period for a total of tweettiracks. Whenever

possible, these seven ¢ks came from seven different artists. The first time period
(19901991) encompasses two years because there were too few rap artists at the time to
allow for proper research. A special effort was made to represent different styles as well

as the most fame and successful artists at the time. To minimise the effect of the othe

determinants (diatopigenderand diaphasic) all the artists were men from thelde
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France region. As far as possible, all the chosen artists had started their career or became
famous around that time period. Most were in their twenties (or almost) when they
released the analysed tracks. For example, the corpus contains tracks from Joey Starr who
was 24 in 1991, Rhoff who was 24 in 2001 and Sultan who was 24 in 2011. The youngest

rapper is Still Fresh who was 17 at the time and the oldest is Youssoupha who was 32.

Focusing on several artists from different decades does not describe how language
changed with time in a single artist. This is why the second part of this diachrctimn se
focuses on Akhenaton from IAM throughout his career. Akhenaton was an excellent
example because his band IAM is often considered to be one of the first French rap bands
and certainlyone of the most influentiaAlthough he was already rapping in 298e is

still active to this day and he hadtnessedhe evolution of the whole movement. It will

be revealing to see how this immersion in the rap scene for such a long time affected the
way he speaks. In total, twelve tracks from three different albwere selected,
representing three years: 1991, 2001 and 2011. The number of tracks selected differs from
one year to another because in some cases he rapsmieneas in other cases he shares

the microphone withS h u n'1 & d~af Laragg® so that more racks had to be

incorporated to have the equivalent of three full tracks as far as word count is concerned.

The diatopic determinant is by far the most complex one in this corpus because its
meaning is very broad. It was decided here that three mairpiateterminants would
be explored: the impact of the citiegpartementand ethnic origins. To minimise the

effect of time, which plays a major role in the use of NSL, only tracks after 2005 were

BShuri kdon is one of t he idonaotthewioealemmers frorh Marshiles r es e
band IAM who released their first tape in 998
Faf Larage is Shuriko6nds brother, another famous
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accepted. This also applies to the sections of the corpugenderand diaphasic

determinants.

When it comes to the effect of ethnicity, three different (national) origins were chosen:
Algerian, French and Senegalese. The study of this determinant far lige most
guestionable and controversial of this research. First, if ethnicity is one of the parameters
of the studythere is the issue thegsearchermight, as a resulynavoidably start to look

for examples to prove its relevance, therefore imitieg the results of the research
However, the methodology of this thesis, with its reliance on both quantitative and
gualitative approaches, will greatly reduce this problem because the basis of the analysis
wi || be ndr yos andretrchrrypicked exaneples. Besoydit ttan also

be argued that all, or at least most, ofstierench artists carry a French passport and
were born in France. Creating artificial categories based on ethnicity could be perceived
as discrimination or even racisifthe most problematic ethnicity to define is actually the
French one, precisely because most French rappers do carry a French passport. Moreover,
doeshaving i p u Frenth originseven mean anything at alSuch questions and
concerns are difficult to aner. Nevertheless, it is equally problematic to deny that the
artistso6é ethnic origins, and especially et

in the corpus.

So it was almost unavoidable: ethnicity had to be included in the analysis. Yet, the
researcher is left with the seemingly unfeasible goal of studying the impact of indefinable
ethnic origins. As no ideal solution exists and given the importance of ethnic
determinants, somewhat artificial categoriesvee cr eat ed basesd on t
ancestors and ethnic background For t he artists desnyri bed

rappers with no recent ks to immigration were selecteds far as the artistdescribed
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a sof Algerian origiro, the rappers who were chosen clearly had immigrant paments
grangparents, except for Sinik who had only one Algerian parent. The adstsibed as

fiof Senegalese originposed more of a problem because it was difficult to find artists
with two Seneglese parents. As a result, half of the artists who were chosen had one
Senegalese parent. It must also be noted that no artist in this section of the corpus is a

Belgian rapper.

Choosing artists who came from specific cities was much easier. Three adties w
selected: Marseille, Brussels, and Paris. For both Marseille and Brussels, ten tracks in
total were chosen. These came from eight different artists/bands, allowing for a wide
variety of rappers to be analysed. As there is no special section on Pagisampus, the

city will be represented by the mean results from the tthépartementanalysed in the
section of the corpus aépartementsThis decision was taken because it would have
been redundant to have a special section for Paris when ildactajority of the corpus

is constituted of artists from the Jt&-France region. Furthermore, most rap artists
usually consi der eattualty ocomd dom foRea of i HdeiFant®

départements la petite couronnaround the city of Paris as opgeal to the city centre.

The choice offocudng on Paris and Marseille can seem obvious because of the
importance of these two cities since the beginning of French rap, but it is less evident
when it comes to Brussels. The main selection criteria were g@agproximity and the

size of the rap movements in the selected cities. Frepehking rappers who live in
Quebec or in some Frenslpeaking countries of Africa and Oceania had to be rejected
because such artists live in socioltural and linguistic catexts that are too different
from the rest of the French rappers in the corpus, which could have resulted in artificially

strong differences found in the diatopic section compared to the other determinants.
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Brussels was preferred instead of other citires=fance because of the size and the
Importance of its rap movement. The large selection of rappers who have been active in
the last couple of years made Brussels an ideal candidate for the corpus, as a large variety

of artists was needed to produce megfuhquantitative results.

However, adding Brussels meant that the analysis was no lnageo-francais The
presence of Belgium may not seem significant in the corpus, as it is only 10 tracks out of
137, but to these must be added the six intervigittsBelgian artists that are central to

the qualitative analysis. This fact should certainly be taken into consideration when
reviewing the results presented in this thesis, but it does not constitute an incoherence or
a problem. Due to the geographic prokjnand cultural similarity between Wallonia and
France, most Belgian rappers have been strongly influenced by French rap, which has
been imported into Belgium since the beginning of the genre. As francapleigian
rappers are knowledgeable about Frerap, especially since nearly all famous and very
successful francophone rappers are French, and it is not rare for them to perform alongside
French rappers in videos and tracks. Furthermore, most of the interview quiesticesl

ontheir understanding and perceptmirench rap in general andt on the specificities

of francophone Belgian rap.

Then, for the next subsection of the corpus, thmemchdépartementsvere selected:
Hautsde-Seine (92), Sein€aintDenis (93) and Vatle-Marne (94) with seven different
tracks for each. This study focuses on the impaaéplartementdecause numerous
rappers constantly refer to them in their tracks and, as a result gémmgementsften
play a substantial role in identiperformanceConsequently, it would not be surprising
if, from onedépartemento the nextstrongvariations were found withegards to NSL

use. The llede-France regiowaschosen becaustis the stage of the strongest inter
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departmental competition, probably digethe fact that so many French rappers come
from this region. Finally, neighbouringépartementsvere selected to ensure that this
diatopic investigatiofis carried oubn a different geographical scale than the analysis of

the role of cities.

The next section of the corpus focuses on gender. Gender plays an important role in the
study of | anguage. The potenti al existenc
linguistic outputs and speech patterns has sparked extensive debate between se@olars (
for exampleMcelhinny, 2007;Cameron, 2006; Holmes and Meyerhoff, 200B8Livia

and Hall, 199Y. In order to investigate whether or not gender determines the use of
language, twenty tracksy eight different female artists were analysed and compared t
most tracks from male artists in the rest of the corpus after 2005, except for the diachronic
section.Minus the few female tracks found in these sections, the compilation of male
tracks includes the parts of the corpus on Brussels and Marseille, @h Fégerian and
Senegalese origins, on Hauls Seine (92), Sein8aintDenis (93) and VatleMarne

(94) and orpoetic/jazz ego trip and knowledgerap (which are defined further in this
methodology).The selection of female rappers includes all of thgomand most
successful artists of the last twenty years. The reason why the corpus is limited to twenty
tracks is because analysing more tracks from female artists would have created a bias
when presenting the actual overview of NSL in the corpus. Intlaetcorpus is already
biased towards women, as 20 tracks out of 136 account for around 15%, whereas only
around 5% of the tracks in the last twenty years were performed by female artists. So it
was a case of minimising the bias to be as representatpesatble of the French rap

industry.
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The quantitativedata focuses on male versus female artists pblyt the approach
undertaken in the rest of the chapter will be much more qualitative, looking at broader
genderdeterminants that are not necessarityited to questions of potential binary
oppositions between men and womémdeed, the quantitative resulgll lead to a
gualitative discussion ajenderdeterminants, which will take into account notions of
performativity andhypermasculinity to name but a fewSeveral extractfom tracks

and videos will be used to allow this discussion to take place.

The last diaphasic section of the corpus focuses on the effeefpafenres. Three major
genresvere taken into consideratigpoetic/jazzego tripandknowledgeDividing tracks

and artists according to predefined genres turned out to be more difficult than expected.
Most rappers do not fall into simple categories and often mix genres within one album or
even one track. However, the impactthe genre could not be ignored either because it
plays such an important role, especially in the caggoftrip,which seems to contain a

lot more slang, borrowingsgerlanand vulgar words. Accordingly, an effort was made to
select tracks that adheres closely as possible to these genres. For each genre, seven
tracks were chosen in total, which came from four to six different artists. First, however,

these three genres had to be defined and delimited.

Egotripi s | i terally andgocentripdispldy ofabiites (Bagrd0b8, i . e .
p.18), as in the following extract:
Le son est sauvage comme moi
En extérieur a domicile
La défaite st inadmissible

Sauvage atdemorepéeté 6
(Busta Flex, 2006..a piece maitresséSauvage)

The ego trip rappers boast about their lyrical prowebsat also about their personal

achievements, material possessions, physical strength, legal and illegal businesses, and
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success with women. What is motbkeir tracks rarely have a narratitteeadand are

usually a series of punchlines.

Ego tripis often opposed tknowledgerap (also callednessageap in English orap

engagén French), as illustrated in the next extract:

Commi ssariat doAubervilliers, d®positio

Cbest Mar uiportepaintpp@nagresgion

Contre une dmidouzaine de méditerranéens

Sanguinaires, maghrébineq n 6 a v a caecadiensr i en de
(Médine, 2008Arabian PantherfiRER D))

The above extract contains many common characteristics of this genre. Indeed,

knowledgeartists tend to focus on the contentiysfcs and usually convey a critique of
societal issues, such as racism, life in baalieuesor inequalities (Shustermah992,

p.222).

The last rap genre that will feature in the analysigotic or jazzrap, which is well

exemplified in this extract:

Ma téte dans la molécule harmonique

J®cris | or gppetentl es mot s sO
Infini est mon apercu

Etrange mélange de douge

Quel qu e hechléesqgee d 6

(Oxmo Puccino, 201Q, 6 ar me , iYéridigued)i X

Defining this genre is much more difficult becausechtaracteristics are less clekirst,

as its second name suggests, this genre borrows from jazz codes (W2ldisp4 36).
Williams (2010, p4 43) expl ains that t he identffieslasc a l
jazz codes include a walking acoustic bass, saxophones, trumpet with Harmoanahute,
jazz guitar, to name a f@wSecond, even though this is how it is usually called, the term

poeticmay not be the most adequate word to describe it betaayggies to all forms of

rap, as we will see in chapter 5. What is normally understood by poetic in this context is
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not the presence of numerous rhymes and figures of speech, but rather the desire on the
part of the artists to create tradksit focuson the expression of feelingsd beautyOf

course, not all tracks will neatly fit into such predefined categories and some tracks that
are predominantlgoetic/jazanay contain elements khowledgeor ego triprap and vice

versa.

Once the corpus waslseted, the analysis of the tracks had to be planned. During the
selection process for the tracks, special attention was devoted to choosing tracks with a
video clip available onlingo allow for some research into the visual aspect of the tracks.
The first step in the analysis was to transcribe all the tracks with the help of material found
on the internet while trying to be as consistent as possible regarding the spelling of slang,
abbreviations anderlan.Every track was then analysed word after word @ny instance

of NSL was reported into an Excel file containing eleven columns: an increasing
numbert’ an identity codg®the NSL worgt® a number®the category* the word clasg?

a standardenglish translation, atandardFrench translation, a direquotation, and a
referene. This Excel file contains 407%&htries.Finally, dter the tracks were analysed,

all the results were then computed into other Excel documents representing quantitative
summaries of the main determinants. Two numbers were iddbements: the actual
number of words for each category in all the traelksswell as a percentage of the total

word count.

17 This nunber corresponds to the position of the word in the excel document in increasindt@iti®ns
the researcher to go back to the original order of the document atnany t

18 This identity code is made up of a letter and a series of two nuBdeh.track was allocated a different
code. For example, the first track is a.1.1..

1% This corresponds to thetaal NSL word found in the track. The woiglput in the singulain most
instances with a determinant in order to distinguish between the gefdenrds.

20 This number refers to the amount of words contained within the NSL exprdssinast instances, this
number is one but sometimes it can be as high as seaflowi$ for a more accurate sum of all NSL words
in the tracks.

21 Colloquial words vulgarwords abbreviation, slangerlanor borrowings

22 The grammatical class of the word (noun, verb, adjective, etc.).
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The percentages used in the analysis are based on the mean results. Working with the
mean can be problematic for several reasdrand paragraph in a single track contains
numerous NSL words whereas the rest of the track hardly contains any, the mean can then
give a false representation of the actual use of NSL in the track. Similarly, if all the tracks
in one subcategory of the @us contain many NSL worde/hereas one single track
contains none at all, the final mean will be impacted negatively. These limitations are
inherent to the use of statistical means and must be taken inside@tion when
examining the quantitativeesuts. Despite these limitations, the mean was selected
because, in most instances, the NSL words were spaced equally throughout the tracks and
the subcategories often yielded similar results from one track to the next for each sub

section of the corpus.

After carrying out the linguistic analysis, ten rap artists were interviewed to bring some
nuance and insights into the qualitative analyses. There were four French rappers (Black
Bar bi e, Di si z, E Mat ador , and S,iBoyllaj k 6 n)
Semiji, Akrq Whoopy Jones, and Florence Henrottedjour interviews wereonducted

in person (L. Sinistros, Semji, Whoopy Jones, Bladence Henrotte), four ktglephone

(Bl ack Barbie, E I Mat ador , Shuri kdn, and
These interviews were sefstructured and based on a questionnaire (available in
Appendix 1) that started with a very concrete question about one of their,ttheks

moved to general questions about NSL in French rap, and eventually a series of questions

relating to the linguistic determinants. This sestmuctured approach with broad, open

23 Black Barbie is a female rapper from fleede-France region who released her first solo album in 2008;

Disiz (la Peste) is a male rapper from Evry who started rapping in the late 1990s; for EI Matador and
Shuri kdn, see previous footnotes; L. apSnithel®Asr os i s
Scylla is a male rapper from Brussels who started his career in 2002; Semiji is a male rapper from Namur
who got into rap in the 2000s; Akro is a male rapper from Liége who belongs to Starflam and who began
torap in the early 1990s; Whoopgnes is a male rapper from Dinant who started rapping in the late 2000s;
Florence Henrotte is a female rapper from Lieége who began to perform in concerts in the 2010s.
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guestions allowed the interviewer tnsurethat the artist did not leavthe topic
completely while still letting him or her stray from the questionnaire momentarily if he
or she felt inspired to do so. Before the beginning of the interview, these rappers received
a brief explanation of the goals of the research and mostiamily a clear definition of
NSL in the context of the thesi$hese interviews were na&ystematically analysed
linguistically and quantitatively. Insteatheir content was sorted to bring out potential
linguistic determinants, which then served iagial clues to be developed in the
gualitative analysis. firoughout the thesis, intervieextracts will bequoted, not as
answers from experts with unquestioned authooity rather as illustrations of particular
arguments or as introductory quotations ip@rticular notions relating to the mai
determinants of NSL use. These interview extragié be expanded upon and/or

criticised when relevant.

3. Quantitative results and overview of the corpus

This section will present the quantitative results fromeahigre corpus (see Appendix Il

1. for tables with full results) together with more qiaive descriptionsThe first figure

of great importance is the total of 7.33% of NSL words in the whole corpus. This result
shows that al most vogaBudaryds stanBardeamd¢hht theyalpnotauses 6
as many NSL words as might haveeheexpected, although this observation also needs

to be nuancedndeed, i means thi if we were to look at this numbenly and set aside
variation, one out of every th@én words in the corpus on average would bestandard.

In other words, there would be almost one NSL word in every sentence throughout the

whole corpus.

However, this NSL is not necessarily cryptie.reality, colloquial language is the most

used catgory in the corpus. It amounts to 2.73% of the total word count, which represents
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37.3% of all NSL words. This observation serves as a good reminder that the rappers do
not use slang anderlan exclusively. A lot of their vocabulary belongs to everyday
language, which they might emphasise slightly more than normal native speakers. Even
in tracks that contain many slang words, the importance of colloquial words cannot be
underestimated. The following extract from Tandem shows how prevalent these words
can ben the corpus:

JOmanque damedgroppofiic®i nes | O
A A u besttrop toiride

Car 7 tous moemoeverndcslsugrilpéux t 06
Sans blague combigiiblacksv a f a | Idescende ppur @voij 100
plagues

T o u tcom@igue en communauté, paranoaugmente

D aos jours avard_idlemper dans quelque trafic que ce soit

Vérifieb i ery a@qu @ p as Zbne imterdita de®éreatd d O
Prémédite bien texoups foireux

(...)

C ést pour ledalls

Les méres qui prennenttiem

Lesmbmesqui s diament trop tot

Ona trop les crocsle monde esstone(Stone!!)

Ma gueule c @st trop facile de nous juger

Ma i s y@laiidans kés cités a part les jeunes dissipés

(Tandem, 2005C 6 est t ouj our s ,fiheononde esestose q U i save

In thisextract, all NSL words were underlined and the colloquial words were put in bold,

a strategy used throughout this section and adapted for every categbry extract
exemplifies how, in many tracks, colloquial words represent the majority of NSL words
usal. This extract also gives insights into ust@locationsand the types of words used.

We can see that these words refer to moneyfgey. sex (e.gcul), illegal business (e.g.
tremper coups foireuxse cramey and everyday wordsr@mesavoir lescrocy. These
categories are already very representative of the most important uses of colloquial words

in the corpus, bubther major categories were found as well, such as body parts (e.g.

24 This strategy will also be carried out throughout the thesis. NSL words in tlaetextom the corpus
will be underlined and occasionally put in bold when one category of NSL needs to be highlighted.
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gueulé®), mockery (e.gglandeu), family and relatives (e.drangin) or fundamental

needs (e.gavoir la dalle.

Contrary to colloquial words, vulgar words were much rarer in the corpus. They add up
to only 0.7% of the corpus and 9.1% of all NSL words. This percentage is low despite
many prejudices and myths surnoling vulgarity in French rap (Pecque@009, p4l).

Only one out of every 151 words is vulgar, making this category relatively rare.
Nevertheless, their importance in the corpus is not to be minimised, as can be illustrated

in the following extract fronC o nv 0 k  osralbugiengnérdioa(ZD09):

Ah putain que faime cerou, jésuis pas venu faire le clown

Ma ville sabBuh ssk’ lelpocsedempuwd | O
Cherche pas, je suis puatain de radical

C 6st notre terrain, pour le reste du mondssilimpraticable

C-0O je leve le drapeau de ta ville en feu

Mon rap fait du bruit comme youtain de Magnum sans silencieux
Jrap pour qui en veutlasho n pli¢ en deux

Cettevibe néest pas faite pour lggosses pétassat les petites en feu
(Convok inScylla, 2009)mmersion iBX Vibes Remixy)

This extract is interesting because it contains several vulgar words that are in fact
repetitions of the same word with slightly different meanings. The ywotain, which is

arguably one of the most commeulgar words used by both rappers and the general
population, is not used, in this extraats a noun wi t prostitubgeltisme ani n
first used as an interjection and then in an adjectival group. The interjection illustrates
strong emotional reaioins or shock whilgutain dedoes not have a real meaning and

simply places vulgar emphasis on the following noun. The last vulgar word of the extract

is the insultgrosse pétassd his choice of word is very telling about the rappatstude

to languag and life. First oéll, they tend to use derogat@yd misogynistic terms when

speaking to both men and women, a phenomenon that will be explored in chapter 4.

% fiMa Gueul® inthisextr& t i s not coll oquial | anguage but sl an
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Second, and this applies to the general population too, they enjoy adding wogiedike

or sale before their insults to emphasise them. This is a tendency that is reflected
throughout the corpus wittollocationssuchassale batard sale conngsale momeor

sale porc Just as for colloquialisms, some general categories of vulgar words can be
drawn from the corpus: direct insults (ecgnnard, interjections (e.goordel, sexuality

(e.g.couille) and scatology (e.ghier).

Some of the typical categories of vulgar words from the corpus also contain English
borrowings, such dsitch, fuck motherfuckeor sucker This is to be expectediven the
prevalence of foreign borrowings in the corpus. Foreign borrowings were the second most
important categorywith 2.06% of the corpus and 28.1% of all NSL words having been
borrowed from another langge. It must be noted, however, that not all of these
languages from this analysis are recognised as official standard languages. Some of the
words were actually borrowed from dialects (e.g. Chti, Wallonian or Provencal). They
could have formed a differeategorybut this might have needlessly overcomplicated

the analysis for only a few words. Similarly, dialectal versions of Arabic were not
distinguished. Such differences would be very relevant if the analysis focused only on

Arabic but, in this studyArabic is only a subcategory of foreign borrowings.

As illustrated by the previous examples, the chosen borrowings frequently relate to
misogynistic insults and sexual references, notions that will be discussed in chapter 4, but
also to violence, busingssime or partying (Hass2010, ppb6-59). Naturally, one other

very common use of English concerns the technical vocabulary specific to rap music,

such as the words in the following extract from Akhenaton:

Chaque jour qui passe,d&resane laisse héls guére de plageec
J<duis las des guerresde clagg&y,™ | a nméwvaden ] 6 mo
Hors dimon corpslimites physigues, surnage comme une vague
Emporte avec ubeat physique et comme une dagtab
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Quand § a i faes le yide, puis mon stylo danse, setoan humeur
Lyrics densesdémagogid cdrps, ma bouche, sa tumeur
(Akhenaton, 2001Sol invictus fiChaque jout)

Specific hip hop and rap music terminology likéc, beator lyrics are very common in
the corpus. Two main explanations can be put forward for the presence of these words.
First, it can be argued that many of them do not have standard equivalents in French, so

that the English ones ar eingmieiotergesvar y, as St

On wut i | i s aenglhiegaand on paple dé Bip hop oui. Parce que pour
nous, @est incontournable et ilp a pas &quivalent en francais tout
simplement( Shuri kén, 2013)

Shuri kdédnds expl anat i dlaworiego tripbutit s not abvays the® me wao
case Lyrics for instance could very well be replacedggroles and the same might be
said, to a certain extent, foeatandrythme Second, French rapper ¢

are simply heavily influenced by Americaappers whom they try to imitate:

(e) i faut comprendre aussi que nous
amér cai nes ‘estadiee qleansus quan€ @n ancontré le rap en
Franceavait pas de [yavathtGone eferenge. Bonc i | no

nos références, nous, elles ont été dés le début amériehiptiss le sont
rest ®egmaintenantf S ur i kén, 2013)

Indeed, French rap may have develdjits own approach to the genpat American rap
has been one tiie main sources dfispirationfor many French rappers, especially some
of the earliest French rap bands like IAM. In fact, this is probably the main reason why

these words are so common.

Although English is widely used in the corpus (81.41% of all borrowings) and in French
rap in general, it is certainly not the only foreign language that is quantitatively
significant. Arabic also has a central role (12.25% of all borrowings). Perhaps more so

than English, Arabic can be useful when investigating the major determinarniguddge
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use in rap music because its presence, jusvékian varies greatly from one subsection

of the corpus to the next (from 0% to 36.36% of the borrowirigs).presence of Arabic

in rap music and hip hop is predictable because Islam has beent pneenhip hop
movement since its foundation, going back as far as Afrika Bambaata and his connection

with the Nation of Islam (Alim2006, p25), as exemplified in the next extract by Sultan:

Qu o i il amive 6

Allah dans ma foi

(é)

Céstb | s | anppendi mo

Je suis meimémetu comprends

(Sultan, 2009La sufiendance MQ u o i il am|ived)

Given this presence of Islam but also of rappers of Naftitan origin, it is not
surprising for a researcher like Hag2810, pp50-56) to report that all rap artists in her
study used Arabic. Although Arabic is well representeddia s scarpus, the same
cannot be said about this research. Numerous artists did not, in fact, use any Arabic at all,
as only 46 out of 136 tracks coimted Arabicborrowings Nevertheless, it is still a third

of all artists and some of them do use a lot of it, such as El Matador:

JO®cri s mon alplngmqud@ussamal a m° me

Pendant que le Ku Klux Klan recherchbuterBarack Obama

Joatt emdasncma comme quand joO®tais tout se
chambre

Commenttaperle sprint final quand ote met une balle dans la jantbe

Si tu réussiiamdoulah, bsahtek bsahtek bsahtek

Situmarronne®t que tu as Iseum hechem hechem hechent

Moi et le rap, inséparables comme le viagra et Larry Flint

Cbest pour noowmXs nupdkhne tele edsecalvitie

Popopopb Jbdr echarge mes cordes vocales
J 6 sem maecrime lyrical

Cbest powakdhoomas | es

(El Matador, 2009Au clair dubitumen fiPete sa me

The above extract contains five different Arabic borrowings, includargdoulahthat is

of particular interest. This word, which is an abbreviatioralbbmdulillah (Babylon
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2015, s.v. Al hamdul il l ah), mebatnt $ias jeadrdlly tgkenahe s e b
meaning of At hankso. , ppa0&6), rAchbicnig assbamtedHia s s a
French rap, with the following contexts: cultural practices from North Africa, religion,

and more specifically Islam, sealescriptions and nostalgia. The previous use of
hamdoulahillustrates how El Matador carries ovetanhis lyrics the cultural habit of
saying ndall praise be to Godo to express
examples, but the use of Arabic within it
a clear desire on the part of artists, imgocases, to use Arabic in a cryptic manner and

as an identity marker to assert their North African origin. Indeed, the ubsalttkto

your healt h, it 6s) aglloeohdm( i @ ® scesmg@matf wll 3t i dro
not exact | yscontekta They rather reprasenst idebtity performances, which

will be developed in chapter 3.

In the previous track extracts, the artists were using either English or Arabic only but, in
reality, one of the outstanding characteristics of French rap lartie number of dérent
foreign languages that aoften used in close succession (see Appendix Il 1. for a list of
all 16 different languages found in the corpus). This feature is well represented in the

corpus, as is illustrated in this extract fr@axiond Assaut:

Weshboy g u o meufdepuis Wati By Nidpt? (ARABIC/ENGLISH)
Faispas dpgestes brusques, sur ma droife Bajnite

Oui yéa duo n gadles petitga racenight, (ENGLISH)
Oui je suis présent ehaud bouillansi mesgarss fight, (ENGLISH)
Joue pas @iano, je suis uDiallo « ho »

Comme ledit Allo « ho », cette année est a nous,

Weshgq ui t 6oa était ratsasi@ u 6 (ARABIC)
Demande ~° [ name usestqledwomd inclsaijeuh!>a ce n o
Mai s (¢ uiyen évaitded dotnme@ladk M,

Qui estl régeuxq u ia dittqd'il fallait surtout pas daque?

Qui t 6 arsrouldii eh grap gabrosses,

| c estlghéssqui pi |esa wecvbamibs s (ARABIEC/SPANISH)
(Sexi on do Aleschrontqyes di @51vd).2 AtQuE) d i t
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The extract shows how the rapper usedenborrowings from three different languages
withinonly 114 words.ii s obser vat i enemackaehatftis acceptabld oor k a r «

mix codes inyrics on a wide scale2008, p.144).

This switch between languages is central to NSL use in the corpus. It is also a major area
of research in sociolinguisticand studiesn global hip hop and rap music. Many
sociolinguists have focused on ceslgitching, codemixing and borrowing (see e.g.
Androutsopoulos, 2010; Hassa, 20X%arkar, 20060r Billiez, 199§. Rap music is not
spontaneous language and, as a result, the use of foreign languages is affected
(Androutsopoulos 2010, p21). Sarkarand Winer (2006, 1.78) describe how code
switchingin conversation is completely different in songs. The lyrics are intended for
large audiences and the artists make conscious efforts to choose certain words over others.
As a consequence, there is often a significance behind the choice of words anddanguag
in songs (Bennettl 999, p32). Choosing not to speak French can be a way to rebel against
culturally imposed norms, but also a form of linguistic engagement with such norms,
while embracing countesultural, bordefcrossing hip hp culture (Lowet al, 2009,

p.67). However, the use of several languages in rap can ultimately reflect the muiticultur

origins of the artists (Lowet al, 2009, p67), which will be tackled in chapter 3.

So far, most instances of foreign words in the previous extracts eavedorrowings,
but it is also possible to use actual cashdtching within the same stanza. Rocca, for

example, uses codmvitching with Spanish in one of his tracks:

J @n envoie une a tous mgars

Con amor, mi pana, se la dedico desde esta tierra lejana
Echo y derecho gana

Marijuana, cocainerackici tout se mélange

(Rocca, 2001Elevacion Céest ma@n monde
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In this track, Rocca suddgnswitches to Spanish for two whoknes However,
Androutsopoulo$2010, p33) argues that such cedeitching byone rapper is quite rare.
This corpus agresavith this observation, as borrowings represent byifa most frequent

useof foreign |l anguages. Il ndeed, extracts s

Contrary to foreign borrowings, French rappers dbuse asnuch slang. @ly 1.14% of

the corpus and 15.5% of all NSL words belonged to this category. Once more, this puts
the importance of slang into perspective, especially as many of these slang words can in
fact be found in dictionaries and/or coulddescribed as being part of everyday French
(e.g.taffer, taulard, nan, etc.). The easiest of these words in the corpus to understand are
long-establishedlang words. Some of these worigeas far back as the #¢entury or
sometimes earlier, such daron (fathel), taf (work), taule (prison) oseille (money)or

tune (money) (Fattier, 2003, pl4; Goudaillier 1998, p22), a phenomenon that El

Matador described during his interview:

Les mecs de Paris intramuros, tu vas aller dans des coins oulddangage
du titi esgtdesirggueremonte@téa la limite a ladRaissance.
L époque ddean Valjean et dddisérables|l y a des mots qui sont restés et
des gens qui les utilisent encofiel Matador, 2013)

E Mat a d o r Ocertaiohbappdias wadhe coopas well since this tendency is
shared by most rappers in this analysis, as exemplified by these two extracts from La

Fouine and Enigmatik:

Appellemoi Meek Mill
Youguette fais pas tmonhall al, tbéas touc

Situmens atdaronne, sache que mbnde mens ~ tout | 0
(La Fouine, 2011Capitale du crime vol,3 Jafbusie)

Quedire de mUepwidéjadpart co
Chaque jour qui se suit, la méme routine je poursuis
J fgersiste dans les études dda

C ést pas forcément un passeport poutadin
(Enigmatik, 2007Un nouveatsoufflé Icifou ailleurs)
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The type of slang illustrated by these two extracts is very common throughout the whole
corpus. This could bexpected because a lot of the leagtablished=rench slang has
become everyday colloquial language. The wafdfor instance, has turned intdaarly
common word. Somelong-establishedslang words have even lost their slang
connotations to become colloquial language, suctiia@aslic used to be slang word

from the nineteenth century depicting a police chief and believed to have originated from
the German wordrliege( 6 § (Rgy&nd Reypebove 2011,s.v. flic). It is now part of
everyday vocabulary. However, not all slang words are usedesallipbythe general
population, even longstablishedslang words. In the previous extract, for instance,
daronneis much less common thanword such aBic. This word is by no means limited

to FCC or French rapbut it is not very common outside these spheres.

Then, it should still be acknowledged that quite a few of the slang words could not be
found in conventional dictionaries. Such words most certainly contribute to problems of
understanding, as they are eat and fairly cryptic for the nemitiated and help
propagate the myth that French rap cargaarge amounts of slang few notable
examples aréollos (a weak persgncalculer (to understang cambuter(to exchange),
charbonner(to work hard for lite money),kenner(to have sexual intercourse) or
fomblard (coward), to name but a few. The next extract from the corpus illustrates this

tendency well:

J gerds le contrble devant teassosseries
F r e gt dafrappe au point que lémllos crient.

(...)
75 dest ici que legueushcohabitent avec les riches.
(Still Fresh, 2011MesrévesJ éper ds 0l e contrtl e

This extract is revealingot only because it contains three uncommon and cryptic slang

words but also because it exemplifies one of biggest problems faced by linguists
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when analysing rap tracks: dealing with h&weunderstand words. The meaning of the
third word, gueushis unknown. Unfortunately, it is not uncommon to struggle to assign

a meaning and etymology to some of the most recent and cryptic slang.

Fortunately, some of these cryptic words, although certainly not all, can be deciphered
once researchers understédv they are formed. For example, many recent slang words
contain nomstandard resuffixations (Goudailliel998, pl7). This linguistic process
consists in modifying the end of words, often after having abbreviated them. For example,
fréere becomedrérot in colloquial language. In the following example, Amy and Bushy

use such a nestandard resuffixation:

Confond pas elles et tdique

De grosses lévres

Mes zoulettes sorfbulecks

Sur Skyblog ou iFile

(Amy & Bushy, 20101 life, Zoiilette®)

Theresuffixation from this extractquleck crazy) appears four times in the corpus. This
word is a combination dbuand-leck There are two interesting observations that can be
made from analysing this word and its context. The first one is that tlve -®dkis not
standard in the French language, which adds a clear cryptic layer to the word. Second,
Amy and Bushy chose not to use the common feminine versidautdck foulette,
although it appears five times in another track of the copues ¢ D R0AGD@Ass ma

bulle, Lafboulett®). This could be explained by a desire to make it rhyme with the other
words in the stanzaclfgue andmeq, a possibility that will be researched in chapter 5.
Other common examples of resuffixations that were found in the corpudadiex

(hungry person)marronner(to be upset)mythonner(to tell lies) andpoto (friend).

Thesenonstandard resuffixativzs however, are less common in the corpus than another
type of slang that can also be deconstructesitan Although more common than
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resuffixationsyerlanwasneverthelesthe least used category: 0.38% of the whole corpus
and 5.2% of all NSL words. T$is an unexpected result becaasme researchesich

as Goudaillier (1998, p.3)oint out that a synonym ¢&fCC is verlan. If verlan can be

used to refer to the way youths from suburbs speak, then one would assume that it is used
a lotin rap This regarch on rap music contradicts this idea but it certainly does not mean
that its interest is limitedverlanis also the category with the widest variation from one
subsection of the corpus to another (from 0% to 3.06%), making it an important area of

study to investigate what determines the use of NSL.

Before delving into its use ithe corpus, a short description wérlan is neededVerlan

is not a modern phenomenon. Sloutakyl Black (2008, 814) traced its origins back as

far as the 12 century with mentions d8onbourinstead oBourbon Sloutsky and Black
(2008 p.314) even attribute the origins of Voltaisename toverlan His native village

was Airvault, which becomes Vaudir in verlan The premise behinderlanis that the
order d syllables is switched in what might seem to be a random fashion. In reality, as
described by Antoing1998, pp51-67), the phenomenon is very complex and the
formation ofverlandepends on precise morphological rules. The way in which words are
split vaiies, for instance, if a word has one or more syllables, if it ends with a vowel or a
consonant, if the second syllable begins with a vowel or not, or if the word has semi

vowels. The following extract from Sniper in the corpus illustrates this complexity:

Zarbé Jpasse adhction,hassale per-sni est dans ldaraque

Cafarte pour moijtarwé

J gasse de studio gmomg  sujis fegossebeau sur des photos

Rap detess Tuni, Blacki et Aketo

(-..)

Céd en 1996, OggiReuckteed 7 ans, que | 0O
-vie de prendre momp, prendre momike

Sur des songétantsau début§ n 6 ® t ua incompgtend

(-..)

Jésuis définitivement mort dans pe-ra comme urgueshtar
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Jtépe excessifgjentre dangoulaet lesky enshefla

JoOme r em®mor aichtifia®plegue®d oY% | 06

Le choc futdggetap o ur  gen emejited paH

Jrbegr et t e pas chr@é demandewailChertb& s pl us
(Sniper, 2001Du rire aux larmesfiSniper processos

This track stands out as the most concentrate@érian of the whole corpus. These few
lines suffice to illustrate the complexity of this cryptic language. It can be combined with
any otheMNSL categorysuch as the English wostiperin the extract ger-sni), making

it hard to recognise and to understandiraes. It can also be abbreviated, sucless
(cité). What is more, monosyllabic words suchpaesd do not follow the rule and the
syllable gets splityep Sometimes, extra schwas are added to allow monosyllabic words
ending with consonants to be spiitgreasing the confusion (e ghefla instead oflash).

The use ofrerlan,however, is not widespread in the corpus. In fact, 69 of the 136 tracks
of this corpus do not contain aagrlanat all and only 27 tracks contain more than three
occurrences pdrack. Nevertheless, whemrlanwords are used, they contribute to the
difficulty to understand some of the tracks from the corpus. This is especially true when
such words are abbreviatdzecause this creates monosyllabic words that have little to

no connection to their original spelling and pronunciation.

This tendency to abbreviaterlanwords extends to all types of words in the corpus. The
guantitative data shows that 0.9% of the vgofrdm the corpus are abbreviated, which
represents 12.3% of all NSL words. The presence of abbreviations was predictable, since
most native speakers tend to use abbreviations too. The main problem caused by
abbreviations is that they can easily be contbimgth other categories. When such
combinations affect vulgar or colloquial words, they rarely make understanding difficult
but when they are associated with slareylanor foreign languages, they often turn this
straightforward category into the mosbplematic. Finding the etymology of abbreviated

words can be very challenging and caurssearchers to jump to early conclusions based
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on an incorrectunderstanding. This tendency to combine abbreviations with other
categories is reflected in the 0.53%tloé corpus that belongs to combinations between

categories, since abbreviations were the most common combined category.

As explained in the methodology, all acronyms and initialisms were included in the
research to avoid excessive subjectivity in thdyesma Some of these acronyms, such as
PC, OVNI, CAPAC or ANPE are quite standard. However, many examples of clearly
nonstandard initialisms and acronyms abound in the corpus, such as in the following
extract from Lady Laistee:

Plus prés des femmes lderue, plus prés des belles du parloir

Méme pour ses femmes dealersqui passent au droit de savoir

Pour celle qui roule eBM coté passager [...]

Pour celles qui roulent avec baggysous la jupe
(Lady Laistee2005,second soufflé Caidad)

The wordBM is a good illustration of an initialism that would not be acceptable in formal
language. Interestingly, this word turns out to be the abbreviation of an abbreviation.
Other examplesf clearly norstandard abbreviations in the corpusakea(also known

a9, BS(bullshit), BX (Brussel¥ or DJ (discjockey).

Within the category of abbreviations, the most common practice in the corpus is the use
of truncations. Truncations are words that have been partly suppress¢al(E2013,

p.127; Valdnan 2000,pp.11821183). The suppression can either affect the beginning
of the word in the case of aphereses, sudiiéane(probleme, teille (bouteill§ or Tiag
(Santiag, or the end of the word in the case of apocopes, subiz fsusiness)ma t 6
(maitn) or périph (périphériqué. In the corpus, apocopes are much more frequent than
apheresed\ot only are aphereses ratiegey can also be attributed to abbreviatedan

as in the next extract from Aemil:
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Esp re la fuite de meots failles |l e temps
Le mensonge a hypnotisé m& pour mieud 6 enf i | er

Pour moi | e doute est mort | a certitude
Ma musique elle est la classe, la classe ouvriere

(A6mil, 2011,L6 agoni e ,iWno bicsei deux fewlley

What is the etymology dfik in this track? It can be the apocope of Wieelan zik-mu
(musig or the aphereses ofusique As a result, it becomes difficult to count the cases
of true aphereses in the corpus and this has also an impact on the nuvel@nefords

counted.

Finally, the last analysis focused on the grammatical classes of the NSL words. The main
grammatical categories of the corpus comprised nouns (51.76%), combinations (22.63%),
verbs (13.03%), adjectives (6.61%), interjections (5.03%), adverbs (0.36%), prepositions

(0.18%), pronouns (0.1%) and numbers (0.02%). The first observation that we can make
is that the majority of NSL words come from nouns. Then combinations are the second

most common word class. This agdbey contains expressiossich afoutre a la porte

which form a whole but also cannot be treated as single grammatical classes, except
perhaps as a phrase. Most of the words in this category contain a combination of nouns
and verbs often with a preposition and determinant. Ségoihdan be noticed thahe

other grammatical classes play a very insignificant role in the corpus and it can therefore

be concluded that rappers do not use these categories much as a source of NSL.

In this chapter, the whole corpus was presented on many occasions as if & were
homogenous entity. The reality is, however, that there is great variation between artists

due to the complexity of possible determinants, as L. Sinistros remarked in his interview:
Céest toujours un effet de masse, un effet de style, un eféetaiieté, un effet
du monde danslq u e | on ®vol uenestpas e guteernsnonne nod

plus, on ne dit pas les méme choses. Y en a qui ont des facilitésed pas.
On ne vient pas tous du méme endrit.Sinistros, 2013)
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In this quotation, L. Sistros mentions many of the possible determinants of language
use for French rappers, such as styles, talent,-sattioral habits, individual differences,

or geographical origins. These will be discussed in the rest of this chapter and the thesis.
It makes sense, when so many different outside determinants converge to impact NSL
use in lyrics, for the corpus to contain strong dichotomies, such as between Guizmo and

13Hor in the next two extracts:

L équipe esaffranchie tu connais les baidu rhum et degasses
Et Ne k féganiquéta fradgined

J @mekickertard en ville

Mec signer ¢a rend libre

Joai pl us | @addespnéespsrsen orite g u 6
Vesquilesdarmegenvite quand ¢ai desbarrettes

Sans géne ét_aiked

Traineweedet sky dans|tide

Jréste illégal dans Ieiz

Mais pas pour longtemps

Stressdealet accenstreetc 6 e s t | 6gnprerdour s quod
(Guizmo, 2011Normal, Ndimab; total NSLin the track 19.10%)

Une date dont vous enseignerez avec fierté
La signification avos enfants pour que cegx
A leur tour fasse connaitre a leurs fils

Leurs petitf i | s, | 6hi stoire glorieuse de notr e
Pour la liberté car cette indépendance du Congo

Si elle est proclam®e aujourddébhui dans
Avec la Belgique, pays ami avec qugus traitons

D6®gal ~ ®gal

Nul Congolais digne de ce nom, ne pourra jamais oublier

Cependant, cbdbest par |l a lutte quodell e

(13Hor, 2010 Cris duc T ufit960 gravé dans nasi uwortatal NSLin the
track: 0%)

Both extracts have practicaliye same number of words but firevalencef NSL varies
gr eat | ysextfac contans H7 NSL was whereas 13Hor's did not use .ahkis
means that nearly one out of every four words used by Guizmo is not standard whereas
13Hor spoke in flawless standard language. This difference does not stop at these two
short extracts, it extends to tiigll tracks The difference between the tvaotists is

remarkable. 13Hor did not use a single NSL wiarthe whole trackvhereason average,
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one out of every five words from Guizmo was not standard. Although it is not exactly the
focus of this research, it can also be observed that this lingdistiotomy extends to
grammar and syntax: 13Hor uses more complex seatstructures with the useddnt,

the subjunctiveandnul. In addition, both tracks are very far from the average result of
the corpus (7.3% NSL). What can explain such a big vanati here must be a series of

determinants that affect the artists.

When looking at the potential determinants of NSL, one of the first parameters that needs

to be verified is time. Spontaneous language is in constant evolatidrsome ways of

speaking @ll in and out of fashigrsometimes very rapidly. The tastes of audiences can
also change over ti me, which in turn can
personal tastes depend largely on cultural capital (see e.g. Bow@Bdy 1990, or

19843, whi ch can change throughout individual
social mobility and age grading (see chapter 2 for more on these notions). In this case,
however, the years of release do not seem to be an acceptable explamei#othe two

artists released their track within one year of each other. There must therefore be another

explanation.

After analysing this case more thoroughly, it becomes clear that the origins of the artists
are very different. Guizmo (Wikipedia2013, sv. Guizmo [rappeur]) is from Paris
whereas 13Hdf is from Brussels. In addition, Guizmo was born in the Parlsimtieue

a place heavily influenced ByCC, whereas it would seem that 13Hor immigrated to

Belgium from Congo as a child. Suovaried origins could poigially explain the

26 No reliable biographpt her than the artistos Twitter account
in Brussels and is originally from Congo without much explanation. 8gss://twitter.com/13hor
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difference in languageise but another track from 13Hor in our corpus brings this

conclusion into question:

Sit a8 les couillep a r | eas desgniecsde ta ville,

Bruxelles,BX vibes a tes risques et périls

Fayette Cadéglingueenfin du belge en rotation

(é)

Ch ez n odlese, parte dehexldtu parles sérieuau quoP

Maisditesmoi qui a ditesgdekemeldd® r ap bel ge co
(13Hor inScylla, 2009)mmersion fiBX Vibes Remix)

This shorter extract from the same authontams much more NSL. This means that
13Hor does sometimes use NSL and that he made a conscious and calculated decision not

to do so in the previous track.

This brings us to a second important difference between these two tracks: Guiack
and 13Hodés second track are both part of gy tripgenre whereasl 3 H o firsbtrack
is a clearkknowledgerack with a political and committed overtone. This difference can

be crucial, as Black Barbie explained in her interview:

Surfi B reine du 98 aijutdisé un peu plus de voaahire non standard

p ar c eesguo&go tdpdDans rap de bonne femme, il y a quand méme une

suite logique. llyaunmessaged r i r e p |l u sestimmedsage di f f ®r e
social.(Black Barbie, 2013)

Indeed, as Black Barbie remks,ego triptracksmight be much more likely to contain
NSL. When trying to boast of their own qualities and criticisgrtbompetitors, rappers
might choose taise a lot more slang, borrowings and vulgar language. On the other hand,
when trying to defnd a cause, theyight adopt a language that will be easily understood

and accepted by the general population.

At this point in the analysis, however, it is too early to decide which determinants played

the strongest roles in the corpus. These quangtatiferences and hints of linguistic
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determinants are only early illustrations of the complexity of this phenomenon, which
will be fully explored in chapter 2 to 5 that will look at diachronic, diatogenderand

diaphasic determinants of NSL use.

4. Conclusions

This chapter focused on the global results from the analysis of the use of NSL in a corpus

of selected fancophone rap track¥he general conclusion from this analysis is that, on
average, French rappers do detviate that much from standard Frensimce 93% of

their vocabulary is perfectly stpp9v8%r d. TI
andPai neds (2012,butpnasvitigrscale dba 1 uabse@ations came
mostly from his anal Pansmabolé&anbDi #md @ 63066 u
based on a smaller and less diversified carppbe fact that colloquial language proves

to be the most widely used NSL category in the corpus, whiclrowdgain what Martin

(201Qa, pp97-99) postulated, shows that even their NSL vocabulary is not oversaturated

with cryptic language. In fact, all the cryptic NSL categories combined (Slanigyn,

and combinations) account for aroumaly 2% of the corps, i.e. one out of every fifty

words. This estimate should even be revised downwards because many slarigror

words have lost their cryptic nature and become everyday occurrences. This research also
shows that foreign borrowings are the second mostremmNg. category in the corpus

and originate principally from Englishas Paine (2012, p.62) assertadd to a lesser
extent Arabi c. Consequent\vogabularyishia readity er a g e
constituted of predominantly standard words punctuaiddmostly colloquialisms and

English borrowings.

These findings fill in a gap in the literature, as such a broad and detailed lexicographic

analysis was lacking, and come to counter in a quantitative manner many of the myths
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surrounding language in Frémrap. For example, this research gives a direct answer to
the misconception that French rappers make frequent use of vulgarities, a stereotype that
both Pecqueux 2009, p41) and Martin(2010a, @8) had tried to demystifyFuture
researchers who wikittempt to address similar issues will be able to draw on these
guantitative results, which clearly show that vulgarities are actually among the lowest
NSL categories used by French rappers. This study can also inspire future research,
especially with regals to English and colloquial words in French rap. As these two forms

of NSL are the most prevalent, it would be interesting to carry out more detailed analyses
that focus on these types of words exclusively to find out precisely what words are used
in what contexts. Such studies could even rely on this corpus aadatgse it with this

goal inmind.

Finally, it must be noted that these results are artificial to some degree because they do
not represent anyone in particular. As the end of the chaptedglshowed, wide

varieties between individuals can be observed, ranging from 20% NSL to 0%shattis
analysis has already identified some <cl| ea
NSL: the date of rel ease, tf the tracka Magoee r s 0
determinants, however have an i mp amgbagepand undowering thgmpse r s 6
one of the goals of this research. For this reason, the rest of the thesis will focus on the
role of four major determinants of NSL in the corpus: kiiaaic, diatopicgenderand

diaphasic.
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Chapter IlI:

NNTM, Sol aar , | AM, C
or an analysis of diachronic determinants

1. Introduction

Morethanto decades havesQorcaptinddB9. b tha meantiheAthed
French rap movememias gondrom being limited to a few artists in Marseille and Paris

to spreading across the whole country and beyond. iRiaiVLabovalreadypointed out

in 1972 (p.161) it is not always enough to loo&t completed change. In order to
understand the present state of a language or a sociolect, it can be necessary to look at
ongdng alterations diachronicallyAnalysing French rap music diachronically is

therefore vitaland it can help answspme of theesearch questions.

First of all, developing this approach will allow for a discussion of the extent to which
such a diachronic analysis can relate to other approaches. It could, for instance, put a new
perspective on some current sociological mattercoDfse, this approach will bring an
answer to a central question tosthiesearch: what determines r&iandard language

(NSL) in French rap? The passing of time has an unavoidable effect on the use of this
type of language and this chapter will define determine its importance and draw
conclusions from it. Finally, a diachronic approach will reveal how time can affect
identity, recognition and aesthetics in this movement. Ttigse notionare significant
because they have a reciprocal effect onug® of language: they modify language and

language modifies them.

In this analysis, it is important to understand what the difference is between diachronic

and historical (socio)linguistics. In a linguistic contexstdrical can be perceived ébe
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recanstruction of the history of a given language in its satitbural context (Conde
Silvestre andHernandezCampoy 2012, pl) while diachonic refers to language change

At hr ou g(Bandaandmleseph, 2003,8%). In other words, historical linguistics
focuses orfold-time synchrong, i.e. how a specific language looked at one moment in

the past, and diachronic linguistics looks at how successive past synchronies led to change
(Jandaand Joseph, 2003,86). Asa result, diachronic linguistics will always rely on
historical linguistics. While historical linguistics can be carried out on its own and for its
own sake, diachronic linguistics must necessarily be based on successive historical

linguistic findings.

Diachroniclinguistic changes can have two main origins. As Raymond &yid012,

p.388) describes, these changes can be internallgxternallymotivated. Internally
motivated changes are traced back to structural considerations and are independent of
sodolinguistic factors. This type of change is caused by language itself because, among
other reasons, most speakers will have found it unconsciously more convenient, over
time, to modify their language in such a way. A very famous example of this type of
diachronic change can be found in the works of the Neogrammarians who studied the
regularity of sound change in Indturopean languages. They discovered that phonemes
were gradually changing with time and that this change was always regular for all
phonemesfound in identical contexts (e.g. see Hermann, 1886Bmgmann and
Delbrtick, 1897)On the other hand, externaltgotivated changes are caused by socio
cultural factas, which can be determined history or historical changes. The interests
and focusesf cultures and societies change over time and this can impact language. The
feminisation of professiotitlesin French is such an example. This change did not happen

internally but rather through cultural pressure.
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Externallymotivated changes are ttepic of many sociolinguistic studies. The study of

such a phenomenon can yield both linguistic and sociological insights into language,
culture and their relationship. For exampihilippe Boula de Mareuit al (2011)

studied stress patterns in the speech of French news announcers. They used modern
computergenerated tools to analyse ali@urlong corpus consisting of recordings from

the last six decades. They looked in depth at Award-initial stres® and fipenultimate

vowel lengthening have changed diachronically and discovered a decrease in mean
pitch, pitch rise, initial stress and penultimate lengthenwigch they linked to, among

other externalf act or s, fadvances in reseéesout ine me
popul ari zati on o fistenererlerded islsifi foom chyperta mypo a
articulated speecho because fAf amBoulader ity i

Maretilet al.,2011,p.287)

Within externallymotivated diachronic langes, two sociolinguistic attitudes can be
adopted (Cheshird987, pl): analysing either language change throughout the lifespan

of one or more individuals, or the diffee nces i n | angcohogeof use b
individuals Iving within a speeclc 0 mmu (Cheskire 1987, pl). The first approach

is calledage specificchangei.e. analysinglangage use t hr ouligeghbout i n
and the othegenerationspecificchange, i.e. analysing at one point in time different
generations of speakef®his represents an important distinction. In terms of French rap,

it would be pertinent to be able to tell whether individuals have gone through language
change throughout their careers or if it is one generation after the other of new artists who

broughtlanguage change.

The term generation might seem simple at first glance but its meaning is complex. As
Fiona Barclayand Cristina Johnston (20141B4) argue, one of the central weaknesses

of the generational concept is the arbitrary nature of the assigrat boundaries. A
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generation can be defined around a significant social or historical event. For instance,
Sian Reynold (2011 n.p.) mentiongénération 68The definition of this group of people

Is problematic because only a minority of the populaaectually participated in the
demonstrations. Yet, thermgénération 68s still useful to identify people who were

the right age at the time to take part in these events, regardless of their actions. Another
problem arises when some people can be destras belonging to older or younger
generations due to their interests, actions or thoughts. Consequently, the term generation
will always remain arbitrary to some extent. What is more, there is a degree of
subjectivity. An individual might see everyonéavis the same age as their parents as
belonging to one generation, whereas another individual who is a little older or younger
may not place these same people in any particular generation. Within this thesis,
generation must be understood temporally angestively. It refers to the 1gear gap
between the artists in 1990/1991, 2001 and 2011 who, for the purpose of this diachronic

analysis are seen as belonging to different generations.

Very close to ageand generatiosspecific change is the conceptagfegrading. Jenny
Cheshire(1987,p.3 ) d e f i anchange ioftbehavour With age that repetself in

each g e nvbile babav (L9904, p83) highlights the importance diinguistic

change againsthac kdr op of c o.mmgeneraljt ty rsd fadspeifictt oy 0A a g

di f f e thatmandestavhen individuals adapt their language tawha s A con s i
appr o dorther age (Cheshired987, p3). The main difference lies in the fact that
most speakers, if put in the same linguistic eghat a given age, will adopt these changes
due to sociecultural pressures and expectations. In other words, the same change is
repeated generation after generation. For examplegraging would apply to speakers

of Englishwho start to modify their veabulary and pronunciation in favour of Received

Pronunciation once they start to work. Aged generatiospecific changes, as well as
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agegrading, are all central to a diachronic analysis of language in French rap because it

Is almost unavoidable thétey will affect the artists in one way or another.

One of the main potential reasons why individuals may alter the way thal &pa
change of social clasBor examplel.abov(1966, ppl87-188) carried a significdrstudy

on this t opVineyrd. He lddlked &t htha Gentralisation of various vowel
sounds and found that the inhabitants from lesa@ial classes who had no intention of
leaving the island showed pronounced vowel centralisation whereas those from higher
social classes who had leftetlisland or intended to leave the island did not centralise
their vowels. The people who centralised them the most were the ones who had
abandoned mainland careers to come back to the idReghrdless of the trajectory,
social class is bound to have anpiact on language. Its role is so significant that
sometimes differences even between siblings can be observed (Nevadaiden
RaumolinBrunberg 2012, p33). Social classs very relevant to French rap because
many rap artists originally come from lower social clasbas their artistic fame often
means that they become very successful socially and financially. Such social promotion
must have linguistic consequences whighl be made apparent by the diachronic

analysis.

However, the very definition of social class can be insufficient for linguistic purposes.
Indeed, Suzanne Evans Wag 2012, p375) explains that the traditional definition of
social class takes into account ofiilgcome level, occupation, educational background,

e t dhisois the reason why Pierre Bourdieu and Luc Boltanski (1975) introduced the
notion of Alinguistic marked. This notion acknowledges the access and use of the
standard language by speakers of various social classes. An individual from a lower social

class but with frequeratccess tatandard language might demonstrate a good knowledge
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of higher registers of languagSo as we can see, social class will play a central role in

diachronic changéut its analysis must be carefully carried out.

Studying he diachronic evolution o& language does not simply reveal linguistic
innovations, it can also reveal aspectssotiety at large. As Bourdie(1982, p60)
identified, when we communicate, we do not only provide information about what we
say but also and especially about how we say it. Studying what has been said in French
rap since its beginning yields informatiabout how it has been said. In turn, this gives

us insight into the acceptable or desirable speech halitsEefenchrap movemenbver

time. As Bourdieu(1982, pl6) also explained, words are nothing other than social
entities. Their meanings can be iged only from social situations and it may not be
possible to find a core meaning. From one linguistic market to the next, a same word can
be used in various ways. The same can be said about the meaning of a word through time.
A diachronic sociolinguistianalysis of French rap would bring valuable insights into the
use of certain words in given contexts and into the avpistseption othe rap movement

andFrench society.

In the diachronic analysis, but also in the next three chapters, the rolecohtbats will

be as important as the texts, or in our case the tracks in the corpus.(188byp516)
referred to this phenomenon as dAinternal
The internal factors, the actual language being used, argsatiedermined by external
factors, the soci@ultural context in which the discourse takes place. Wimelertaking

a sociolinguistic analysis, it is always important to take real social situations into account:
the speecimust be achored in a place andtane, an argumerdlso defended by Sonia

BrancaRosoff(2007, p163).
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Analysing the context of the tracks is not only important for putting the use of language

into perspective, but also for understanding the narratives being recounted by the artists.
Tammar Zilberet al. (2008, ppl047-1 0 4 8 ) d e s c r i corsstrudt thew stprieso p | e
i n relation to their social spheres and t
stock of storlesonardti ocsal bethec Woddh) thee t o t
context of the rap artists will not only affect what they say and how they say it but also

the way they choose to organise their narratives. In this sense, the text and cahtext of

rap art i st snutaayconbtrictesbeocause veheroerposing their text, they

are always aware in some way of their histosoeiocultural contexts (Zilbeet al,

2008, p1050). In case the artists do not explicitly contextualise their speech, it is also
relevant because it would then indicate that they take for granted that their audience will

understand it (Zilbeet al, 2008, p1053).

Before the start of the analysikgtnotion of strongand weakties relationships must also

be unpacked, as it relates to the diachronic analysis. Communities are constituted not only
of macrolevel interactions but also of mictevel ones, which can change over time and
therefore impaclanguagevariation According to Mark Granovett¢l973, p1361), the
micro-level relationships between individuals can be measured in terms of the amount of
time that individuals spend together, the emotional intensity of their interactions, the
intimacy that they share and the reciprocal services that they provide to one anbeéher.
relationships will be considered weak if the aforementioned criteria are poorly met, i.e. if
the individuals do not spend much time together and have little ematiwediment and

little intimacy, whereas thewill be seen as strong if the individuals spend a lot of time
together, with emotionally rich interactions. The more networks individuals have in
common, the stronger their tiekian Camilo Cond8ilvestre (2012p.334) argues that

change is more likely to be brought by individuadso establish weak ties within given
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social networks. When individuals have strdigs relationships, they are less likely to
come in contact with new words, expressions or syntacticastacctions, and also
communication is made easier because they know the members of their social networks
well. As for individuals with wealties relationships, theilower commitments to the

social network mean that they represent a bridge between cotmaufacilitating

linguistic exchanges, and they also do not feel the social pressure to conform as much.

2.Diachronic determinants of the llede-F r ance r apper soé NSI

The quantitative results (see Appendix Il 2.1. for full tables) reveal that thertisis

from the llede-France region used increasingly more NSL between 1990/(3292%

NSL), 2001 (7.11%)nd 2011(12.38%) Not only did the use of NSL quadruple on
average, but every single category of NSL at least doubled. The second most striking
observation is that the NSL category that increased the least is the use of vulgar words.
This change is relative, however, because vulgar words did double in twenty years. Then
the two NSL categories that increased the mostentanand slang. On averagie use

of verlanwas 30 times as prevalent in 2001 and 55 times in 2011 compared to 1990/1991
while slang was used 13 times more in 2001 and 23 times in 2011. Furthermore, the
evolution of foreign borrowings is fascinating: they became 3.66 times neapgeint by

2011 andbecamaliversified.Proportionally, asteady decrease in the use of English could

be observed in favour of Arabic aatherlanguages. Nevertheless, English still remained
the overwhelmingly dominant language in the genre over the (reafsss tha®1.65%)

while Arabic could not reach more than 13% of the total borrowings. In terms of the
grammatical categories, the percentage of nouns remained almostgetthiney have

been and still are the most common type of NSL words, whil@itéealence of verbs

increased from less than 8% to almost 20%.
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The above quantitative results leave very little doubt that time was ialaaterminant
of NSLusei n t his section of the corpus. This

IAM who directly experienced the whole tinperiod that was selected for the analysis:

Oh oui, bl a ehangé ar a dgsumidts ou des expressioldsajmn
utilisait bprlentgnd @us ohainkenaatben sgruily en a plein.

Celles qui sont diteset employées aujoudidui seront completement

dépassées dans quelquesémsnCavy a t r s test qeelque chose . Et <co
qui peut varier en fonction de pleins de critéres, de facteurs différents.

(Shurikéin, 2013)

Il n this extract , he®drdsand lkexpressiandthae rapperssusetate st t
constant change. As he notes, and this is the most important aspect of this quotation, these
changes can take place very quickly and be caused by different factors. It will be the aim

of the upcoming qualitave analysis to try to unveil the internal and external determinants

of this evolution to see how they relate to the results found in the linguistic analysis.

First, internallymotivated change will be taken into consideration. According to Charles
Hocket (1950, p449), theffundamental speech halditsf individuals are established by
early puberty, a hypothesis that many other researchers have confirmed after him.
Although not all researchers agreetla precise timing (e.g. Jolorsand Newport, 1989;

or Krashen, 1973) or how this phenomenon takes place (e.g. Newport, 1990), the critical
importance of childhood and early adolescence in regards to language acquisition has
been proven by extensive evide (e.g. Hécaen, 1976 or Jobingand Newport, 1991)

A notable example is that of Gina Grimshatval (1998, p237) who showed how
language acquisition is greatly hindered and full mastery never truly acquired in young
people who learn how to speak in adolescemdg after being fitted with a hearing aid
further supporting the importance of this critical qealy-adolescence period.

Consequently, internalynotivated changes in any language the result of successive
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generations of young speakers. Every generation will speak slightly differentlyHeom

next until such changes become significant.

Since NSL does not have fixed norms, changes can take place much faster than in the
standard variety, in which change is met by criticism from teachers, grammarians and
| Académie The French rap movementrnche looked at as a linguistic community in
itself. Every new generation of rap arsigirew up using a language that was different
from their predecessors due to internafigtivated changes in their lingulic
environments. The problem with this argumémwever is that it would be difficult for

such internallymotivated changes alone to explain the very strong and rapid increase
observed in the corpuBor example, the next three artists grew up ten years apart and

were the same age (24) when they pemiedthe following extractérom the corpus:

Authentique oui trop typique, cette saveur aromatique

Qui jamais identiquereste pourtant poétique

Car sans limitema vocation est unique

Non je ne suis pas de desistics

Completement idiopathiques

(NTM, 1991 ,Authentik A Aut henti ko:1l66BsL i n the trac

Démarragéhold-up, de la premiere a la sixieme,

Je viens mettre ca dop

Plus rien ne peut mdéarr°ter, ni rappeur
N6bai e pas peurmicc quaed feepjbpassetedes r
(Rohff, 2001 ,La Vie Avant La Mortfi T D SNIS@ in the track: 7.1%)

Avec leflow que fai dans la bouche

Tu vois les étoiles comme lastros

LesMcsvont se vider pas commeKan

Mais comme laggastrq révolutionnaire pan

T és toilettenant e§ pasCastro

(Sultan, 2011lls sont pas prétdilss o nt  p aNSL ipthe°track: 0
16.62%)

In these three tracks, not only can we see important quantitative differences (NTM: 1.66%
NSL; Rhoff: 7.1% NSL; and Sultan: 16.62% NSL), but also significant stylisti

differences The extract from NTMhasmuch strongerp o et i ¢ | mpact t han
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especial |l y <$Stuatkt cantaims more @bgrate words suchsaseuror
idiopathique the more complex syntactical structara@ jamais identiqueand even the

word poetic itself, whereas the other two tracks display a cruder style with simpler
syntactical structures and wordmdttre Robocop gastrg toilette, etc.) (for a full
discussion of the effect of styles and genres, including more pagtisee chapter 5).
These marked quantitative and stylistic differences could hardly be caused principally by
di fferent speech habits internalised in

external factors are at play.

The first external factr that might have played a role in the increase of NSL is a change
in the relationships between rappers. At the beginning of French rap, there were fewer
individuals in the movement. These individuals were more likely to know one another
well and to havestrongetties relationships. These strongies relationships were not
conducive to linguistic innovations. With time, however, the movement grew
considerably and, as a consequence, rap artists started to develogisgravith some
individuals but espmally weakties and no ties at all with other artists. Smaller social
networks began to develop in terms of style, origins or interest. This was also reported by
Hammou (2005 who described how micrsocial networks developed in French rap
during the 1998 and became common in the 20@6k introduction) The more that
weaker ties developed, the more linguistic change and innovation becameGietie(
Silvestre, 2012, p334) Nowadays, with the number of rappers and the easy
communication between netws; it makes sense that linguistic change has been
accelerated and that NSL increased. The artists who want to take ownership of the
movement or stand out, as we will see, are more likely to spread their linguistic
innovations, which can be picked up byluential individuals in other social networks

and eventually potentially spread to the whole movement.
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This change fronstrong to weakties relationships between rappers made it easier for
change to take place, but to explain the scale of the increase in the quantitative findings,
even stronger external determinants must be explored. iystesearch suggesdtsat

the rappers in 1990891 did not necessarily have a choice. Indeed, they may have opted
for less NSL because they fettatthey had to in order to be accepted by mainstream

society.El Matador shares this opinion:

A | 6 ®p o g u étgient\Ves prégurseursgcjd pensélgavaient fait un

effort. Vu que &taient les premiers a étre jugés dans le milieu du rap et les

gens, je parle de la presse, voyaientcomme un phénoméne qui allait
sdbessouépbder |l edd &lci e nusilise®undangagequi f or c ®s
puisse panére compréhensible par tout le monde. Les mecs utilisaient des

phrases correctes et construites dans leurs char{sbMatador, 2013)

As El Matador explains, the early French rappers had to deal with the fact that rap music
in France in the late 19808dearly 1990s was not as famousegen accepted as it is
today.When the first artists started to rap, they had to choose between using an elaborate
or arestricted code with NSL in their tracks. As Basil Berngtda1, pp.475176; 1993,

p.135) explairs, elaborate codeusecomplex sytax and vocabulary and promatiear

and precise communicatidoetween strangers, wheraastricted code havesimplified

and rigid syntaxvith narrower vocabulary and aneed with people who know each other

and already have shared expectations. The early French rappers could not assume that a
restriced code would sufficeecause they did not haadarge audienceyet with such

shared expectationdf they had used toanany slang and vulgar words from the
beginning, people might have categorised them even more as thugs and delinquents,
whereas they wanted to be seen as artists in their own right. The fear of being perceived
asracaille was especially prominent at the bagirg of French rap in the late 1980s and
early 1990s as, according to Sébastien Barr@® {2 p28), American rap had quickly

spread to thébanlieuesand disadvantaged neighbourhoods. In such a context, it is
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reasonable to assume that the first rap amiste animated by a desire to legitimise their
art beyondbanlieueneighbourhooddlt can therefore be hypothesised that the first rap
artists tried to use more standard language to make sure that mainstream society would at

least give them a chance.

Nowadys the situation has changed dramatically: rap music is one of the most successful
genres in France. The increasing success of French rap means that both aistesnoe
have more and more shared expectations and common assumptions, Ivdrighe,
diminishes the need for the use of an elaborate code and can partially explain the rise in
NSL observed in the diachronic analysis. This increased success of French rap also led to
an equal increase in the number of rappakso described in his interviewolw this

higher number of rappers has had consequences for language use in the genre:

Comme souvent pour des styles de musique qui au dépdressent a un

petit nombre et deviennent pkasnainstrean», ceux qui pensent que ce style

leur appartientleomp | i quent p o uapprapienet pantageeaes © s e | ¢
mots/facos de par | er astenedes facons depedistinguer. CO

Le rap maintenant est @warié et il y a donc plus deniches» utilisant leur

langage propre. Comme plus de adwent déja été faites,yia un besoin de

S e n o autres MotsAlrd, 2013)

As Akro statesin this extract, French rap has become more diversified. As a result,
rappers now face the need to stand out if they want to make a living and be recognised b

their peers and theaudience According to several rappers that | interviewedme

artistswi | | attempt to do so by fAappropriating

type of language further.

In this context of fierce competition, some rappaes also think that it is in their interest
to use more NSL words that are considered fashionable in an effort to attract attention
from the people who use these words, which leads to temporary linguistic fads in the

French rap movement:
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Aprés il y a ausdiles expressions qui sont a la motie.ne peux pas passer
c let lienjte obligé de les utiliser pour te dire que ton morceau il va étre
un petit peu a la mode Mo i j e suis ®comnse -sab,i | quyanad
expression a la moddéegsaye de la me¢ en valeur dans un morce&hose
gue font beaucoup de rappeurs. (EI Matador, 2013)

In the aboveinterview extract EI Matador reports that French rappers literally do not
have a choice, they must use fashionable words if they want to be and stayt rdlbiga

is because competition has become too fierce in the genre so that it is vital for rappers to
use everything at their disposal to appeal to an audidhceesearch leads me to argue

that his type of attitude can quickly create situations wheppees try to outdo one
another and start to pile on NSL words in their lyrics to create their own memorable style

and attract listeners, as Akro reported earlier.

Using creative NSL can also be a way to gain exposure in the rest of French society.
Indeed,it emerges from my interviews thathat could be considered an even greater
achievement by a rapper is to create a fad of their own beyond specific French rap circles
andto impact language use in mainstream society. For instance, there is the reces¥ succ

of an expression from Marseilla,la bien which spread throughout the whole country:

Je t e epamplendd Sopia étxda bien». (...) «A la bien» ca vient a

la base du fait gia Marseille il y a beaucoup de communautés maghrébines,
de gengui viennent du bled méme clandastment. (...) Au lieu de direeui

ca va, je vais bien, tranquilie ils disent« oui ma ¢a va, a la biem. Et aprés

c &t rentré dans lasi u.r sEest dewebu un langage courditl. Matador,
2013)

The phenomenorhat El Matador describes represents a dream for many rabpeasise

the spread of such expressions gives a lot of exposure to the artist. In theecaseier

anyone who will want to know where the expression comes from will eventually stumble
uponSopr anods Pturiascgku 6(i 20 @& Am,ulta vbhivero) . Some r

invent their own NSL in the hope that it will catch on. For example, Rhoff introduced the
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expressioren modgfollowed by a noun), defined d@sen ®t ant danls | ' ®t
nomod ( Re v eswv.sea mode) @hich became an instant fad beyond the rap
movement and was eventually accepted as an everyday expression still used to this day
(see Pourquery, 2012). Given this desire that many artists have to stand out by their use
of specific types of NSL, it is ndtard to understand why the corpus contained so much

more NSL on average in 2011.

However, thamore intenseompetition between French rappers and the desire to stand

out are not the only determining factors that can explain this large increase in 2011. Some
of this change can certainly be attributed to historical events. For example, it would be
difficult to analyse these quantitative results without taking the 2006 rinto
consideration. As Katharyn®litchell (2011, p406) explains, hese riots broke out
following the deaths of two teenagers from the Parisian suburbs who were electrocuted
after hiding from the police in a power substation, in a context of tendiahsvee
aggravated by s tlumsyorémark regaaingkhss anieidtion to clean the
banlieuesof their most problematic inhabitants withfiaK @ r ¢ The demonstrations

began in Paris and rapidly spread to other cities across the country, ultimately causing
one death, three thousand arrests and nine thousand burned cars. Since these events, it
can be argued that promotib@nlieuesubculture and slangpcabulary has once again

come to prominence,mmii | ar 'y t o t he Bowalésirel9d3 that Mspked m® MG
the 1995French movid.a Haineby Mathieu Kassovitiand contri but ed t o
cinéma de banlieugsee e.g. Tourancheal®96,n.p.). Afterthe 2005 riots, many rappers

felt personally threatened and tried to defend and promoteatiieeuesn their art. For

example, numerous tracks were written on the topic afesethncidents, including

Sni peiiB(2006)&Ke ny Ag Méoyagea Karcheo (2006), X Kalibur's and

Bl ood's fANet t(@WaarMafui BAMKE & i & u(BOO7N).Altbough it
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would be difficult to quantify the exact effects of these riots on the use of NSL, they

certainly left a visible markmothe genre.

Based on my researclinese quantitative results must also be understood in a context of
increasing use of the internet. Now, as long as someone has access to the internet, they

can be instantly connected to people from all over thmitcy and the rest ahe world

Gr ©ce 7 i n tamgot sesttdémocnafiséngar rapport a avant. Parce
gue nous avant, limite tu étais un Parisien et tu venais a Marseilfiétai c

une langue étrangére. Tu arrivais pas a assimiler, tu te disais putain ils
parlent trop vites. Il fallait un temps dadaptation. Mais maintenant je pense
gue de par internet, de par le rap, de par les réseaux sociaux, tout le monde
arrive a se comprendréel Matador, 2013)

As El Matador explains, the internet and social netwdrkve changed the status quo in
French rap and in fact the whole counthgcording to Raymond Hickey (2012, p.390),
change always originates in one or a couple of individuBlss change, by being
continuously applied by more and more people, eventlmdbomes accepted by the
population at large and recognised by grammars andulgies. The internet allows this
process to take plagauch faster. Moreover, artists can now produce and publish video
clips a lot easier than before thanks to YouTube awmiakmedia as weksimproved
digital technologies and the lowprice of digital cameras. These social media also allow
rappergo share their opinions directly with their fans in a language or sociolect of their

choice. This further helps the spreadinduistic fads and NSL words and expressions.

This much faster spread of NSL thanks to the internet means that such words lose their
cryptic dimension evefaster This might be seen as a problem for its original users who
will then attempt to replacd¢se terms with other NSL words, therefore contributing to
the appearance of new and often more complex NSL. This phenomenon stems from a

desire to keep ownership of the language. Indeed, it is common, according to Véronique
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Castellottiand Didier Robillard (2001, 62), for young people to change the way they
speak and the words they use as soon as they realigetipe outside thepeers have
started to use them (see alaldman, 200Q) This type of behaviour is to be expected
beause, when young people create slang words, it is partly for cryptic reasons, but even
more so to strengthen group identity. When their idiosyncrasies have spread beyond the
boundaries of the group of peers, slang words are no longer useful for identity

performance and the initial users gradually stop using them.

Such a loss of ownership of vernacular words is part of the normal evolution of most
vernaculars and can therefore be expected for NSL in French rap. Anthony(lL6€ge

p.99) describes how mosernaculars go through three sepaeata@utionary stages. First,

a 0k oi ntakespdateidaringowhich a levelling and simplification happen due to
more or less dense contacts between speakers and outsiders. Once this has be&n achieve
the evolution o v e s oremllotation af théidialectal variantsn this stage, some of

the variants disappear while others persist in specific social classes or linguistic
communities. Then finally, the vernacular goes through a dialectal levelling caused by
the pessure that standard language exerts upon it. At that point, the vernacular has spread
and forms a new urban dialect. This can explain why the language used by the rappers in
our corpus has become increasingly more complex over time in terms of NSL. As
mainstream society has slowly absorbed their language, they have felt the need to make
it ever more complex. Semiji illustrated this phenomenon when he spoke about the

evolution of the use oferlanduring his interview:

Ca |verlan] a pris une proportion énme. Mais éest vraiment un langage qui
étataldbase peu ut i lhiiest®raimént limiteunivarsejebonr d 6
entend ca partout. Mais bon a la base le verlan est quand méme une langue
ancienne, il est utilisé depuis de nombreuses années mais en tout cas dans ce
milieu-ci ¢a a pris une plus grosse proportion ces derniére&eari8emii,

2013)
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We can see that while mainstream society has absorbed eatianwords, some rap
artists have started, as a result, to use this language more often and in a more complex

manner to mark their own use as different from the rest oésoci

Now that the most important determinants of NSL variation in this section of the corpus
have been addressed, the analysis wild.l mo

of the diachronic linguistic analysis.

3. Diachronic determinants of Akhermt on6s NSL use t hrou
career

The quantitative results (see Appendix Il 2.2. for full tables) obtained from analysing
Ak h e nsaNSbh usé in 19916.21%) 2001(3.67%)and 2011(8.79%)show that the
results fluctuated significantly. His NSL use wasostcut in half in 2001 and then
doubled in 2011. The only category of NSL that consistently increased is the use of slang.
It doubled in 2001(0.45%) and reached almost six times as high in 201.B6%
compared to 0.23% in 1991No ather categoryincreased in 2001However, if we
compare only 1991 and 2014me other categoriescreasd significantly, such as
vulgar words and combinations that both became four times as important. Then
Akhenatonés wuse of foreign aftormbogowedgsere f | uc
words from Arabic only in 200¥hile Latin was usednly in 1991 and 201 Iwhich is
counterintuitive becaudeatin could be expected to appear in the leaststandard year
(2001). Furthermore, three different foreign borrowings weezlun 1991 against two

in 2001 and four in 2011, which follows the general fluctuation observed in the corpus.
Lastly, one aspect of the grammatical categories of these NSL words stood out: the
unexpected 18% of NSL being adverbs in 2001. This observalbme shows that the

language used in 2001 difeesignificantly from1991 and 2011.
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The observation thahk henat ondés NSL wuse did net i ncr
previous diachronic analysis and in fattuated which is not indtative of any dramat
changesleads to the acknowledgement that there is always a possibility for artists not to

change linguistically:

Donc Booba | a choqgu® nestgue mdingenaptil esbau topgne ¢ 6

D an point de vue réussite professionnelle, il est au topragpe ca etds

gens vont dire que | apsichangé, dandlefermme que s ot
nda pas chan e pluspdred. Maiesi td vandans ke ond du

fond, il est authentique. Il reste parell, ilrappe célgqit. C6est queur - a

j e di estddfigile paceque u i mai nt enaaestjustefueest par ¢

le contexte a chang@/Nhoopy Jones, 2013)

In this quotation, Whoopy Jones mentions the example of Booba who, in his opinion,
never changed the way he speaks. Whatrilsirgg in this interview extract is Whoopy
Jonesds insistence that he remained wunche
changed. Similarly to the previous analysis of generational changes, such a situation can

be partially explained with stron@nd wek-ties relationships.

Akhenaton is a member &AM, a band that is still performing &fr more than 25 years
which is indicative of a strong cohesion between memfdrsir strong connection is

apparent in the following quotation:

Je préfere gmelercaun  p ar c o u ruse,carrigre soto1Qn a tait un
pacte avec IAM, de ne pas faire de vraies carrieres solos: des disques mais
pas de tournée, pas de séparations trop lonfAlidsenaton in Mathiel2014,

n.p.)

Indeed, as Akhenaton specifies, the mersbof IAM spend a lot of time together,
especially in their recording studio La Coséklienaton 2010,p.471),and they avoid
long separations or concerts without the whole band. Furthermdidehas always been
a band known for their unigue style anditidesire to maintain it, as Shuiikmentioned

in his interview:
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Les r ®f ®onenmett @ass nasutéxtes nous sont bien propres et

particuli res. Egypts des @fer@&ces a Chins antique] ab
Japon féodal, des références a pledetithies dont les cultures et les
civilisations nous intéressert.Shur i kén, 2013)

IAM has definitely stood out ithe rap industry thanks to this unique style that mixes
different elements from mostly Oriental cultures. Although it would be difficult to
measure it precisely, the strong cohesion of the band and the desire to maintain their
unique style probably places Akhenaton in a situation where he shares weak ties with the
rest of the rap industry and strong ties with his band. This is significant keeaasrding

to Mikaél Jamin(2004, pl172), individuals in dense (everyone knows each other) and
multiplex (they have more than one commonality) networks are more likely to adopt the
common language shared by all members of the community, whereas inidivithosare

in weak (they only know one or a few members) and uniplex (they only have one
commonality) networks are much less likely to adopt the common language found in the

network.

This means that rappers, such as Akhenaton, who do not have stravithtiesious rap
networks may not feel the need or pressure to adapt their language through time even if
language in these various networks changes. It may seem paradoxical thateseak
relationships are both conductive to diachronic change and stalbitltg same time, but

in reality these two tendencies represent two sides of the same coin. Weak ties at the
community level are conducive to diachronic change but, at the individual level, they
favour diachronic stability. It is the individuals with wetés, not feeling the need to
follow the other members of their networks, who can stay true to themselves and
introduce their linguistic particularities to these networks. If they are charismatic enough,
the other members of the networks will start totat@ them, which is one cause of

language change in a given community.
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This argument cgn argue,partially explain why a lack of really strong changess
observed in Akhenaton6s section of the <co
To explainthem, several other determinants will be explored. First, upon scrutiny, the
tracks chosen for each year belong to three very different types of albums, which can
begin to explain these fluctuations. The ac ks fr om 1 9s@lbumbesld ong t
planée Mars t hose fr om 2 6o hlbutSol Inkidtusand thaseofmord

2011 to a duo albuwe luv New Yorlwith Faf Larage. Naturally, the contexts of these
albums are very different. Simply looking at the titles is already very revealing. The first
album contains a word play using Mars as a planet but also as an abbreviation of
Marseille, which is an indicator NSL. The second album, however, has a Latin title,
something which can underline a desire to use more sophisticated language. The last
album has an English title with unconventional spelling, a very clear desire to set the tone

for more NSL. The second alim is the only one where Akhenaton really had complete
control over the content, as the other two albums were collaborations with other artists.
Given the fact that the alboum must represent all its contributors, the language used is

bound to be determinda all the artists involved.

The results for the second alb®Bul invictusmust also be interpreted within the context

of Akhenatonds conversion to Islam. I ndeed
to his Muslimwife (Akhenaton, 2010, p.509l is worth mentioning that he chose to talk

about this conversion and to defend Islam during the promotion of his &blimvictus

in an interview with TdutileenondyenparféThislsadsn on F
me to argue that his conversioan be linked with the increase of Arabic found in this

album compared to the other two years. It would seem that following his conversion and

27 An extract from this interview can be watched on YouTube at
http://www.youtube.com/watch?v=JOulUQAvdxA
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in a context of racism towards Muslims in France, Akhenaton chose both to promote his
new Islamic faith by usind\rabic (4.5% of all foreign borrowings) and also to defend
Muslims and Arabic speakers by demonstrating that being a Muslim is not incompatible

with more standardised language in French rap.

As Akhenatonds conver sitoouldbeaoo singplisadenlima | r e ady
oneself to the conte of these albums. In realjtyext and context always work together
and Akhenatonés | ife experiences can al so

place, since artists do not go through their careectanged:

Des rappeurs ont passé cette frontiere [turning fertry old], comment ¢ca

va réagif Si on respecte notre musique, notre public, si on se respecte soi

méme, si on écrit des textes en adéquation avec nos aggs, [ilas de risque.

Quandj 6aur ai soi xant e ans, j e ferai des
ans.(Akhenaton in Mathieu2014 n.p.)

As Akhenaton explains, rapping at twenty years old is not the same as doing it at forty or
even sixty. People constantly grow and change due to life exjges, which is bourtd

impact their art and language use.

This ultimately relates to ag&pecific changes and ageading. These concepts play
crucial roles, bufgustine Couplan{R009, p856) is quick to warn against the notion that
aging would be thesame for everyone under all circumstances. Each individual will

evolve in their own ways and according to their own experiences, as Scylla remarks:

Do n estsniplemene ncor e une f oépoguedanms laqg®heoi n de |
t u e £nsemible delted inflnees. Et tes influences, elles sont riplats.

Donc vr ai me aiti, icfleencesadong, &#équedtations, toutjce

t u ®cout es infuencd aoce momei, cagvient se tridtalliser en

toi a un moment précis et ¢a va évoluer au fux etesure de ton évolution.

(Scylla, 2013)

Scylla brings a crucial point to our attention in this quotation. All rap artists will be
different because they accumulate many unique personal experiences as they get older,
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such as listening to other artistsawelling, studying, or meeting new people, which can
eventually change both their linguistic preferences and personalities. On this topic, Disiz

made an interesting remark in his interview:

Ma maniére de rapper change de disque en disremon arsenal
| i ngui stique s O0enr appréndstplusdde anats chaquee n a n n
année, plus de métaphores sont donc possil{esiz, 2013)

As Disiz mentions, with time, French rappers come into contact with more and more
words and they can integrate thentreir art. Although, as we saw earlier in this chapter,
linguistic patterns are usually fixed by early or late puberty, there is indeed one aspect of
language that always stays in constant evolution regardless: vocabulary and general
knowledge. This can cae eiber an increase or a decreasdNBL, depending on the

source of the newhacquired vocabulary.

Theoretically, it is possible for artists to use more and more NSL as they age. In practice,
however,my interviews revealed that many artists tend to reject this type of language as

they get older, or at least they think they do:
OQuije sais tr sabicemmuaaics®, q paavasampxée mpl e,
champ lexical famié r . Mai s en pirueerfile qui écaliema 6 ©g e, |
musique,d nc | es der ni aifags sonbguanckcreémexungeue | 0
plus léchés au niveau du vocabulaire que les précédents parce que justement
je fais la chasse pour moiéme aux mots familiers, aux gros ma. (...)
Donc pour ma part, je suisdansuneplta$¢ j e ne cauudsagenne pl us
de langage vulgaire, homophobe, familier, gros mots a tout va, comme on
peut le voir de plus en plus dans le rap fran¢8iack Barbie, 2013)
As Black Barbie recounts, one dfet most common reasons cited for the use of a more
mindful language is the start of family life. During the interviews alone, Simi8cylla,

El Matador and Black Barbie all mentioned this at some point.

Based on my analysel maintainthat this could apply to Akhenaton and can further
explain the lower quantity of NSL in 2001. Akhenaton and his wadthree children
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together before the release Sdl Invictus Yanis in 1995, Inaya in 1998, and Reyan in
2000(Galg 2015,n.p, see also Akhenatof01Q p.379).Becoming a father had a strong

impact on Akhenaton at the time:

Peuavant | a nai aidéaitédeguittdrenotr¥ appartesnent. Ex@
le centreville, je refusais de voir mon enfant pousser sur le béton, dans la
pollution et la violence(Akhenaton 2010,p.380)

In this quotation, we can see that he consciously decided to bring changes livethei

and to stay away from danger and violence. It is possible that he applied the same type of
change to his language in his lyrics, especially given the fact that in 2001 his two oldest
children were old enough to understand him and to try to inhiateLike Black Barbie,
Akhenaton may not have wished for his young children to hear inappropriate language,
whereas this was not at all a concern in 1991 and probably less of ami28w& because

his children werelder.

In fact, what Black Barbie decribed in the above quotati@acommontrajectory for

many rappersas can be heard my interviewswi t h Shur i koén, Scyl | a,
Black Barbie Most rappers begin rapping in their early teenage years when an important
goal is to be accepted and respected by groups of pieekes much more sense to use

NSL in such a context. However, since many successful rappers continue to rap well into
their thirties and even forties (e.g. Joey $tar Ko o | Shen, nAdgchmynat on,
research suggests thhaeir goas and focus ofteshift. During their career, many atss

will get married and stai family. Gradually, children are born who theecome old

enough to listen to their ar\s my interviews revealedhé¢ responsibility for educating

their children and caring for their family usually motivates artists to use less NSL through
time, especially vulgarities. Of course, not all rappers gerdthis path. Booba, for

example, still had not had any childrenAingust 2015 at age 38
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It alsoemerges from my research thatyapperget older, theisocial status can change

along the lines of the social mobility discussed in the introduc@uee an individual

attributes a value judgement to a language variety, he or she may choose to avoid it or on

the contrary reinforce it depending on his socialgolal.i s goes t o show hi
intentions and goals play a central role in their uskrmjuage. If speakers are seeking

upward mobility, it makes sense for them to abandonstandard uses because, as
Bourdieuremarks (1982, g0), people who use popular language are systematically the
victims of socih devaluation. Howeverspeakers canlso seek downward mobility

(Achard 1993, p59), andit is thenin their interest to emphasise popular language to

i ncrease their sense of belonging. I n t hi s
a crucial role (see e.g. Bourdieu, 198&ephanie Claussen and Jonathan Osb@G1E3(

p59)def i ne t hihekiowledgd, skills, aacsbehaviothat are transmitted to

an individual within their soci@ultural ® nt e x t t hrough. ltgandbeagogi c
understood, within the Frenchporaontext, as the effect of the total amount of experience
accumulated by rappers in their daily lives Thi s e x papitab, mightssvay or A
them one way or the other: either towards reinforcing upward social mobility values and

probably more SLor downward social mobility values and more NSL.

In French rap, both types of social mobility can be expected. Accal®gstelldti and
Robillard (2001, p52), it is first of all the socigrofessional trajectory that will play an
important role.Although it is not the case for all of them and allocating classes is
complicated due to lack of biographical informationany rappersdo come from
working-class environments.hfough their art, they might seek social recognition and
financial success. All artiststart their careers completely unknown to the general
population. Some, however, will become famous, even very famous likedB)idoey

Starr or BoobaMy research shows thate style and language that gave them a little
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notoriety at the beginning of tinecareer may not be appropriate once the whole nation
begins to listen to their productioriBhis iswhenthese artists choose to rap with much

more standard vocabulary

Elles en font un peu plus a leur début quand elles veufitrmer. Et ensuite

guand elles sont connues et je te parlais des pagsaonnues comme Keny

o u Ds. dmafis qtelles sont connues, elles reviennent vers un truc plus
traditionnel parce quobdelles ont un publ
parlent a tout le mate. (El Matador, 2013)

AlthoughEl Matadortalks about female rappers only in this particular extract, this applies

to both male and female artists. Many of thesater down their art linguistically and
stylistically in order to appeal to a wider audiendthin the general populatiohm.argue

that dcvanging their language in such a way means that they are more likely to please wider
audiences, be perceived as cultured artists, and therefore appear on the radio, have their
videos see on television and be iited onta | k s hows. Ho weathoeto, t he
social norms plays a critical role. Faced with social pressures and expectations, not all

artists will choose to follow the norms, some will seek to destroy them instead.

The fluctuation inA k h e nsauseooh NSL in 1991, 2001 and 2011 could be further
explained by this notion of social mobility. The following explanations raerely
hypothesedbased on my researdbecause it is not possible to measure truly the actual
effect of social mobility since many other factors come into play. Yet, the decrease
observed between 1991 and 2001 can be looked at in ternpsvafdisocial mobility.
Betweenl1991 and 2001, IAM werftom being completely unknowto selling 500,000

copies of their albur®mbre est lumiérand tken 1,500,00@opies ofL école du micro
déargent This sudden and enormous success means that the band was projected to the
forefront of French society. fieir racks could be heard frequently on the radio, their

videos seen on televisioand the artists were invited television shows. This new fame
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and financial success allowed the band to climb the social ladder. Akhenaton experienced
similar success in hisof career, as his first solo albuvéthéque et Maf1995) sold
300,000copies. By the time Akhenaton wrote his second solo album in 2001, he had
already been affected by his success and a higher social position for a whole decade. As
a result, itdoes notsurprise meto find that he used a tgpof language that is more
typically spoken by people fromigher social classes. In 2001, Akhenaton was at the
height of his fame at a time when rap music started to contain more NSL and he chose,

consciously or unconsciously, to use less NSL, in line with upward social mobility values.

Ten years later, in 2011he context had changed for the albWwe luv New YorkRap
music had spread even more with countless new artists. With this wave of young artists,

Akhenaton could be perceived passé

Beaucoup partent en retraite anticipée

An

LO6i mportant | &metn decpafeEpey ner
MCG& échangeniondellescortre liquidités

NTM, Solaar, IAM,c 6 e s antigdit¢ | 6

(Booba, 20080.9, fiB20OBA0)

We can see in this track extract that already in 2008, Booba was hinting that the original
pillars of French rap were a thing of the p&dy.research suggests thaacéd with such
criticism and a rap movement in congtaxolution, we can expeétkhenata to feel the

need to reassert himself in the rap scene.

This desire can also be felt in the choice of the topic of the album: New York and the
origins of rap.l would argue thatAkhenaton is attempting to show that some of the
earliest hip hop artistga still important in 2011. We can also feel this desire to appear
relevant, possibly more than other extremely successful rap artists in 2011, in an interview

with Metronews

Vous persez a Booba, La Fouine et RoH#f
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Akhenaton  Oapasdatouesmémes i si ons aestiduGnadagues. C0Q
Dry. lls ont la couleur du himop, ils ressembig au hiphop, maisli s ontn 6

rien a voir. Les gai n s , gui S e odt®tticeementerianta valre - a n
avec notre culture. (...) lle e u | AuditA3, la thontrg(...). lls ressemblent

a la société de consommation frangajSriadhi, 2013n.p.)

In this interview, Akhenaton makes fun of modern famous ragpectaiming thattey

cannot be considered to tsee hip hop artistsHi s umteed oif s fip arelevantc ul ar |
because it shows that he places himself on the side of rapipeisaw be regarded hip

hop artists His attitude makes sense because, in order to appear as if he still belongs in
the movement, it is important for Akhenaton to favour downwardilityvalues to look
morehardcore such as criticising the artists who, according to him, seek only financial
success and are in fact missing the real hip hop fundamentals. One way to achieve this in
his albums is to react against the very linguistiomothat he was endorsing ten years
earlier. By using more NSL, he can present himself to the younger generations as
someone fashionable and certainly not someone who belongsdntitpeitéof rap.By

acting in this way, Akhenaton promotes his own constructed authenticityfiagea

French rapper and hip hop artist.

In fact, the notion of authenticity itself can be the source of diachronic change since
Aaut henticity in anwnmbangi ngo nptumon2®@a®
industry evolves, so does the notion of authenticity within the movement. The artists
constantly strive to appear authentic, basing themselves on unstable authenticity criteria,

which ultimately results in further diaronic changes.

To end this chapter, it is important to point out that a few exceptions could be found in
both sections of the diachronic analysis. First, when it comes to Akhenaton, some tracks
displayed strong variations within the same yé&am. exampg, in De la planete Mars

(1991),we find 11.91% NSL infiElviso against 4% irfiLe nouveau présidemtin Sol
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Invictus( 200 1) , i Samthis | AviE&t WS compared .to 6.
In We luv New York2011), we can observe 14.6% NSLfire sensdu mot flowd i n
contrast wit h .Famzahds examples) We cBn s€e timatuse of NSL

Is approximately trebled between these pairsracks for all three year3hen, in the
generational analysispme rappers from 2001 and 2011 were fotmndse less NSL than
rappers from 1990/1991. For instance, Ministere AM.E.R. (1991) used 5.6% NSL
compared to 1.6% for Kery James (2001) and 3.18% for Mister You (2011). Both Kery
James and Mister You used less NSL than Ministere A.M.E.R., despitecththda
Ministere A.M.E.R. released their track in 19&Ven though they represent exceptions,

such counterexamples are essential because they show that other determinants are at play,

which will be dissected in the following chapters.

4. Conclusions

In this chapter, we looked in depth at the diachronic determinants of NSL use in the
corpus, both for three different generations ofdéeFrance rappers (1990/1991, 2001
and 2011) and for one artist throughout his career (Akhenaton in 1991, 2001 ahd 2011
The first conclusion from the analysis is that diachronic determinants play a central role
in NSL use for the generational analysis, as a fourfold increase is noted with most notably
23 times as much slang and 55 times as naadan The strongest andost determining

factor of this steady increase is #eernalchangs that took place in French rap in the
twentyyear period of the studyrhe early French rappers often chose to useN&is
because they had yet to be recognised as artists and adogtedest of societyhen,

in the next two decadespmpetition between artists became increasingly fierce due to
the success of French rap to the point where many rappers in 2011 felt the need to stand
out and appeal to new and different audiencegsiyg NSL extensively, which became

a trend in the movement.
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However, and this is the second broad conclusion from this analysis, diachronic change
'S not as important I n Akhenatondés track:
guantitative increase isoticed, but rather a fluctuation. Finding clear diachronic
determinants for one individual throughout his career is much harder because of the
number of potential influences, including the other determinants of this analysis.
Nevertheless, several deteninig factors stand out in the analysis. In 2001, age grading
and upward social mobility seemed to play a significant role. Akhenaton had decom
famous and wealthy, had gwoiarried, and had had three children. Accordingly, his NSL

use reflected upward sotmobility values and a desire not to use offensive language.

By 2011, his situation had changed and he was faced with criticism from other younger
artists. His N& use did increase, as was observed for the rapperstifi@igenerational
analysis, but to a smaller extent because he did not do it for the same reasons. Instead, his
higher NSL use pointed to an attempt to reaffirm his authenticity and relevance in modern

French rap.

From this analysis, we understand thagtiptays a crucial role in linguistic variation, and
morese ci fi cal | y NS histaricsociociilthral contexts arewtastdtheir
linguistic output, which shows how the links between text and context should always be
carefully analysed andken into account, as Lab{091,p.516) andZilber et al. (2008,
p.1050) stressed.These historicesociocultural determinants include relationships
between individuals, upward and downward social mobility, anegsa@ing. However,

such determinants aterd to measure and all individuals can potentially be effected
differently, not to mention the impact of temporary fads that make analyses even more
complex. This study demonstrates how an initial diachronic linguistic analysis can lead
to complex discusons of historicesociocultural matters that can enrich other

disciplines. As a final note, further research on the topic could fmouson individual
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changes or on even widscale analyses of generational changes. It could be interesting
to see how ther artists, besides Akhenaton, evolved throughout their careers or if an even

greater corpus would yield the same results.
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Chapter llI:

N HawdaSse 1 n e, maj eur e
p 1 s or ancanalysis of diatopic
determinants

1. Introduction

Thebroadness of the subject of diatopic determinants makes this chapter one of the most
complex & well as revealing the thesis. To tackle diatopic variation, it is first essential

to define its meaning in the chapter and to address why it is so relevhetuse of ne

standard language (NSL) in thisrpus of selected francophone rap tracks. Atdt,

t he t er m digeograppid, and isneoatly relatéd to and used in the context of
variation. Geographic can apply to the study of different countries or even continents, in
its broadest sense, but also to the study of regions, cities or even neighbourhoods, in its
most restricted sese. All these different layers of diatopic determinants come into play

to form the linguistic identities of individuals. Furthermore, the role of these layers is
accentuated when it comes to NSL use, because this type of usage is not subjected to

official regulations and it is therefore prone to variation.

The language used by Frersbeaking rappers is no exception to this rule. At the heart

of the French rap movement, whether in France or Belgium, lies a deep sense of belonging
to various specific placemnd communities. It is indeed very common for many artists to
feel the need to stregheirorigins. These demarcations are multiple and can be broad,
sometimes spanning nations, regions, languages or cultures, as when artists claim their
association withFrench rap as opposed to American rap, or very limited and precise, as

when they assert their loyalty tod@partementa city or a single neighbourhood. In
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addition to this spatial attachment, ethnic origins play a major role for all artists. For
example many of the rapperswhose parents or grandparemtsmigratedto France

perform their musical and linguistic identities around their ethnic origins.

Consequently, this chapter will look at the significance of these spatial and ethnic origins
and their inpact on NSL in the corpus. A central question will be to see how the use of
all the categories of NSL (colloquial and vulgar words, abbreviations, slenign

foreign borrowings and any combinatiomisereof) changes from one city ane
départemento the next and when we compare artists with different ethnic origins. Due
to the presence of Brussels in the section of the corpus that looks at the impact of cities,
Belgium will play a stronger role in this chapter than in the previous ones. This analysis
will seekto see to what extent these linguistic choices are based on upbringingeand i
experience, oan attempt to stress their spatial and ethnic origins through the use of a

distinctive vocabulary.

In the analysis, the significance of identity penfiaince as well as recognition by
audiences and other rappers will need to be explored and dis&attedf these concepts

can be expressed aarratives an idea that was partialaddressed earlier in chapter 2
These narratives are performative, both individual and collective, and they can be
understoodonly in their respective contexts (Gabriel, 1995), as intertextual dialogues
(Fairclough, 1992) that afembedded in broader discursive (cultural) practi¢Bsown,

2006 p.734). For this reason, the notion of recognition in French rap is central to these
identity narratives because it is vital for the rappers to see their own narratives validated
by their peers. So individual narratives must be analysedaitimelto collective ones. As
Brown (2006, p746) described, groups of people do not normally perform only one
identity narrative but rather multiple ones that can be subjected to countless

interpretations. What is more, these collective identity narrasivedictive in the sense
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thatt h eaye lafgely constructed from experiential gdit at i vel y dnd st or i

fthey tend not to be comprehensive, consistent and poéBisavn, 2006, p/49).

Next, in order to carry out this analysis successfullg, kay concept of space and its
impact on language choices will have to be fully examined. According to Doreen Massey
(2009,pp.16-17), three important characteristics of space need to be differentiated. First,
space must be defined in terms of the relations (or lack thereof) that constitute it. This
implies that space is a produicithes e n s e  tprlodudedhrough the establishemt

or refusals of relatiomsand that it is therefore social in its very essence (Maa69,

p.17). Henri Lefebvrg2009, ppl86-187) also shares this point of view.etlaims that

fispace is social: it involves assigning more or less approghpitees to social relatioas,

whi ch mesoaasspacehhasiihsi al way s b e e nSeeondspace isa | pro
characterised by multiplicity, i.e. the simultaneous existence of several actors and objects
(Massey 2009, p17). Almost paradoxically, wie multiplicity needs space to take place,

it would also be impossible for space to exist without multiplicity: space and multiplicity
define and balance out each other. It can thus be seen how space is the dimension of social
multiplicity and as such imvested with social meaning (Austi®009, p3). Third, space

Il sawdy s i n the pr ocbecsse its &ctors aré comstanthyaredefiaing it

through social interaction (Masse3009, pl7).

However, it is not possible to come to a propederstanding of space without exploring

its relation to the equally important conceptofpledds. can be observed f
L e f e and Ma8sdg quotations, in which space could be replaced by place in many
instances, the meanings of these twmgeare not necessarily easy to separate, a problem
accentuated by the fact that they differ from one discipline to the(Agxtew, 2011,

p.5). For example, Andrew Merrifield explains that, according to a-Maaxist

perspective, spaceisseeriiaso st | ¢ s ui d realityps®Ri)wmat er i a
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pl ace Acompr i ses stthoep plioncgu so {A983IPES).eRobert to was fo
Sack(1997, p16), in line with an agenelyased perspectiveeds ¢ r i b plage differsv i

from space in terms damiliarity and tim@&whereas Masse{1999, p288), representing

-1}

a more feminist pergpc t i v e, b el i econstituted ontaot spapghaanin@ | S
relationships, placepecific social forms, and a sense of place associated with the relative
well-beirg, disruption, and experience of living somewldel@ this thesis, given the
diatopic nature of the analysis, a slightly more geographic emphasis will be applied. As
described by Agne2011, p2), place will be understood here as a part or fractioneof th
social space as well asfdisth ct i ve comi ng ,teopeetishseen asian s p ¢
flived space defined by specific social interactions (Agned11, p6). Naturally, it

results from this that these two terms will be dependent on the geographical scale of the
social interactions. For instanced@partementan be looked at as a place within France

(space) or as space in which smaller places are fourghfmirhoods, streets, etc.).

If place is so intertwined with social interactions, it goes without saying that it is central
to power relations between individuals. For example, Ma@#39, pl16) describes how
power sometimes seems to be concentratedriain places, such as in some cities over
others or in some parts of cities over other parts. It must also be observed that not all
people interacting within a given place have access to all its padause some sites of
power are alienating to thoseho do not conform to the required characteristics. In
French rap, many tracks illustrate the importance of stressing the place of origin and its
inherent power conflicidout one of the most emblematic was written by Tandem. The
chorus of their track clely shows how much the artists focus on the conftidicing

place where they come from:

Tout le monde veut dlumer tout veutse la mettre
Cbest | a fi nyaglesddomwar i cot s, i | no
93 hardcord

123



Levez les bras si vous étes forts

Ma banlieue nord veut des gros sous, pourtant nos mains sont dans la
boueé

(Mac Tyer inTandem, 2005C ést toujours pour ceux qui saveif@3
hardcore)

In the above extract, Mac Tyer describes how people from-SaimtDenis (93) aspire

to get rich btiare faced with the harsh reality that theands are covered with mud, a
metaphor for their lack of powerhis extract showkow the interaction between place
and power will becentral to NSLvariation, since they are always present and can never

cease to determine the artistso6 | anguage.

As discussed earlier, one of the most obvious examples of social and spatial interaction
is the city. The city has a distinctive importance in French ragusecaivalry has existed

since its eariest manifestatiobpstween Paris and Marseille, but also between dtieb

aslLille or Lyon. Like spaces and places, cities must also be regarded as social in their
very nature. Although thegccupy a precise gemaphic areathey are equally, if not
more, defined by the people who interact with them and their history. According to
Edward Soja(2010, p363),c i t i e Spatiadlyr arganiied social formations [that]
actively shape social relations and help to stiteutocietal developmemtThus, cities

can be seen aencentmte peaplemra warkforce, aeas and interadtions
(Hesse 2013, pp34-35) within a defined space, contributing to the development of shared
perceptions of belonging and identity. Moreover, these social interactions inside cities
and between cities are characterised by flows. These flows, or movements, of people,
goods, idas and communications are central to the development and existence of a city,
to the extent that places and flows can be perceivéuhtgsrelated and interdependent
(Hesse 2013, p33): places are impacted by flows and flows are shaped by places. At it
core, the relationshp bet ween f | ew®ddedndtruptureaanceagenay,s i

driven by social and economic stakeholders and institutions as much as by policy and
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planning (Hesse 2013, p34). What is more, flows between cities are taking ptate
increasingly larger scales, creating complex global city networks, due to the rise in

accessibility of air transportation and the popularity of the internet.

Regional and global flows impatth e per f or ma n dentitiesfin compldxi v i d u &
manners Some people embrace these flows, leading to extensions, pluralisations or
dissipations of their identity performances, while others react defensively, causing
retractions. In French rap, both reactions can be observed, but the latbeeisommon

becawse the notions of territory and regional conflicts are very strong, as Tandem

exemplify further in their track:

Il faudrait moinsd fingueset plus defric

Carcéral vécu chez moi, il n y a passgéeurien quion nous persécute

Mais tu vas perdre face a Belzébuth

Si tu as fait de lieelgrbssep@rimisties coest mi e
Que f air e estwoir des ftéresmed, e nct6o b e nentietuentd

(Tandem, 2005C ést toujours pour ceux qui savei@3 hardcore)

In this extract, the rapper denounces violence and inequalitiesdégastementand we

can see that he clearly creates a contrast between the inhabitants of disadvantaged
neighbourhoods and the rest of societgtting themselves apart, a form of idgnt
retraction This was also exemplified in the first extract when the artig&se not
necessarily busy defending their city but rather trying to represent thet@pantement

(93). In fact, dthough the difference between cities, such as Paris oreWlarsis
important in French rap, the conflicts betwe&partements Franceand in French rap

more specificallymight beseen to beven more pronounced.

Another crucial flow for French rap that affects spaces and places is immigration
especially from former colonies, as we saw in the introductidfore than ever,

i mmi g r adttheheart iofgublic debaté France (Boubeke2013, pl85) while
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the reactions of the general French population have been divergerifaanfiiom
monolithi (Byrnes 2013, p2). In Belgium, immigration is also a widespread
phenomenon, to the point wheviartiniello (2003, p225) called h i s cooewfther y i
most multicultural and multiracial countries of the European Unibmthis context, the
connection, whiclhas always been strong, between rap and immigration can be of critical
importance for sociologists and sociolinguists. Most rapds have at least one member

who immigrated to France or whose parents or grandparents did. Iméaot,bands are
composed xclusively ofsuchartists withimmigrant roots. What is morenmigration is

a common topic, as can be seen in the following extract from El Matador:

Que dedlacks blackslesbeurs

Casquatedes heures

Jveux des liasses liassesashd w@ne large épaisseur
Ya deshazbasdescastagnes;a grattegrave

Pas deblablg clic clic etpa pa.

(El Matador,2009,Au clair du bitume Aié aie aie)

In this extract, El Matador highlights the presence of black people aru$ Ardrance

by usingquedes i . e. Aonl yo bl aokoplodc immijrant caignd Ar a
are indeed well represented in France, but measuring their exact demographics is not,
however, as straightforward as hay seem. One major problem whetudying
immigrationandite f f ect s i n FLoia /8% dui6ganvterhlQ78 relativee A

infodmatique, aux fichiers et aux liberbéstates that

Il est interdit de collecter ou de traiter des données a caractere personnel qui
font apparaitre, directement ou indirectement, les origines raciales ou
ethniques, les opinions politiques, philosophiques ou religieuses ou
|Gappartenance syndicale des personnes, ou qui sont relatives a la santé ou a
la vie sexuelle de celles. (Legifrance, 1978 n.p.)

Furthermorethe termmmigrantitself is broad and often used to talk about very different

realities: foreigners living in another country, nationals of a particular country born
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abroad who acquired nationality or nationals wheehparents or grandparents who
immigrated to their current country (Hargreav&395,p.xvii; Thumerelle 1983,p.124).

As mentioned in the introduction, the tern
Aof Al ger i asin this regparakoopgople vehd enmigrated themselves to

France or whose parents or grandparents immigrated

Thesepostolonial diasporic realities create perceived problems of integration, which is
atermthat is widely used yet poorly understood (Hargreaves, 1995,3028).essential
markers can be identified, such as employment, cultural adaptation and upward social
mobility versus crime and imprisonment, to name but a few. In France, although not
nearly as much in Belgium, this concept of integration strongly refatéebanlieues

which are often perceived as a failure of integration even though they cannot be compared
with American ghettos (Hargreavek995, pr4). A high proportion of immigrants and

their descendants live in close proximity within these housstgtes, also known as
H.L.M. (habitations a loyer modéyeThe context of theskanlieuesis essential to the
linguistic study of French rap precisely because this close proximity of foreignérs
people of immigrant origirwithin the sameH.L.M.s is bound to have sociolinguistic
consequences, whiado beyond language change. Throughout recent French history, they
have been involved in many demonstrations sucl.aasnarche des beurm 1981
(Hargreaves 1989, p87) or, as we sawthe demonstrations thdollowed Makomé

M6 Bowol ®b6s deat h i n abhdhe 2005dénomhstrabiomd(Memid9d 9 3, n

Hawes, 2009p.270).

The importance of immigration in France and Belgium cannot be overlooked. In France,
it was already estimated in 1994 that outhaf 57 million inhabitants at the time, around
one quarter of the population had connections witlemedmmigration(Hargreaves,

1995: 5) Approximately foumillion were born abroadive million werethe children of
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immigrants and fivemillion had at least one grandparent who had immigrated
(Hargreaves, 1995: 5The same statistics apply to Belgium: 25% of the population is
estmated to be of immigrant origiftalculated in 2012), including 12.9% foreigorn
residents (calculated in0R7) (Hertogen2012a, n.p.; 2012m.p.). In both France and
Belgium, around half of the immigrant population cenfiom the European Union

(Direction générale Emploi et marché du travad09,n.p.; Beauchemiret al, 2010,

n.p.).

In France, two majoorigins stand out due to their number and visibility: people from
North African countries and those from s8hharan countries (Thierry, 2004, p.735;
Thierry, 2000, p.492). For instance, Xavier Thierry (2004: 735) specifies that of all the
immigrants fromAfrican countries admitted into France in 2002 (45.9% of all admissions
compared to 32.5% for European countries), 66.9% came from North African countries
and 25.8%° from (formerly-French) sutBaharan countries. In fact, people of North
African origin constute the biggest minority in France, with 3,524,000 individuals or
5.8% of the French population in 200&hich includes 1,865,000 (3.1%) people of
Algerian origin, 1,201,000 (2%) of Moroccan origin, and 458,000 (0.7%) of Tunisian
origin (Tribalat, 2009,p.205). This high number of people of Algerian origin can be
explained by how intertwined the two countries have been due to the major role that
Algeria hasplayed in French colonial historg.g. see Byrnes, 2013; McGonagle and
Welch, 2011; Loyal, 200%antelli, 2001; or George, 1986f which the Algerian War

of Independence is only the most notorious example (see Collard, 2006, p.171; or

Thumerelle, 1983, p.119). In terms of the corpus, we will see later in the chapter how the

28 Xavier Thierrydoes not accounin his article for the missing7.3% of admissions from other African
countries.
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presence of rappers ofigerian origin can be a determining factor, especially when it

comes to the use of Arabic.

Ethnicity and immigration play such important roles in French rap because they impact
many artists' identity performances. The rappers of immigrant origin sometimmese

to talk about the problems that they face or to speak in a way that identifies them as
belonging to specific ethnicitie3he need to project this strong sense of ethnic identity
IS not surprising because of the inequalities that ethnic minordaiéscé in their everyday
lives. In France for example, they encounter a lack of representation on television
(McGonagle 2002, p282; Hargreavesl992, p19) and in politics (Meieand Hawes,

2009 p278; Tiberjand Michon, 2013, p81), persistent racisehespite new laws and
regulations (El Karouni2012, p156), higher rates of unemployment and poorer access
to thejob market (Pan Ké Shon, 20115p2; Fromentin2013, p63) and more insecurity

in disadvantaged nghbourhoods (Pan Ké Shon, 2015K(Y). h such a context, many

rap artists feel the need to stand up for theseorities and to denounce abuses. When
doing this, they might use more NSL or specific categories of NSL l{ardieueslang

or foreign borrowings)

Ethnicidentityperformances infiénch rap arpaired with the aforementioned keen sense

of belonging to specific places like citiedgpartement®r neighbourhoods to formn
important determinant of NSL. Consequently, the aim of this chapter will be to review all
these ethnic and spdtideterminants and to evaluate them in light of the corpus, the
relevant literature and the extensive interviews that were carried out for this research. The
chapter will first focus on the effect of ethnic origins and then move on to that of cities

anddéoartementsfinally bringing the two together in the conclusion.
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2. Quantitative data and qualitative analysis of the ethnic determinants

The quantitative results (see Appendix Il 3.1. for full tables) show that the differences
between all three ethnarigins were not substantial in terms of their overall NSL use:
only around a 2.5% difference at mdg§rench: 7.23% NSL; Algerian: 9.94%; and
Senegalese: 9.73%)f all three ethnic origins, the artists of French origin used the least
NSL, althouglthe atists of Algerian origiremployed fewer abbreviations and colloquial
words. Some of the differences between ethnic origins are not negligible. For instance,
the artists of Algerian origin used three times as much sladdgwice as mucherlanas

the rappes of French origin whilehose of Senegalese origisedmore than two and a

half times more combinations of categorsesl 50% moreulgarities also compared to
rappers of French origirin terms of foreign borrowings, the artists of Algerian origin
usal much more Arabic than the other two ethnicities, as could be expected, and the
widest variety of languages: 36.76% Arabic and seven different languages against 2.27%
Arabic and two languages for rappers of French arigimd 2.41% Arabic and six
languags for those ofSenegaleserigin. Moreover, Arabic was the second most used
language, after English, for all three ethnicities, which is a testimony to the key role of
Arabic in the genre. Finally, the grammatical categories between all three ethnieitéges w

similar, except for verbs that were used twice as much by rappers of French origin.

When it comes to finding what determines the NSksthat were presented above, one
of the first aspects that can be mentioned is the inherent diversity of French rap: cultural,

religious, or linguistic. This phenomenon was also pointed out by Semii:

Je pense que ca [foreign borrowings] a sa place patams nos musiques et
ca donne justement un petit délire en plus et une -Jtuwituralité a la
musique(Semiji, 2013)
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The presence of suchulti-culturalité in the genre is hard to deryowever, as we saw
earlier, not all artists display the same levetwersity. Furthermore, the presence of
linguistic diversity in tracks is not always a positive statement of cultural belonging. It
can also be a sign of linguistic and cultural insecurity. In both caskses not surprise
meto find that the artistsf French origin were much less likely to manifest this diversity
through the use of varied foreign words. If these artists of French origin did not grow up
in thebanlieuesamong familieof immigrant origin fromvaried cultures, they are much

less likelyto have the necessary background to be able to manifest this diversity positively
in their narrativesSimultaneously, having been exposed to less diversity also means that
they do not experience the same level of linguistic and cultural inseastfitsir Algerian

and Senegalese counterparts. As Hargre@h@35, pxvi) explained, immigrants from
former colonies can find it difficult to keep their cultural heritage from one generation to
the next because they are generally both politically and econdyresaluded. As the
artists of French origin do not undergo this cultural and linguistic insecurity to the same
extent, they do not feel the need to stress the uniqueness of their linguistic skills as much
as rappers with immigrant roots. These artistsnmfigrant origin,however grow up in

a society where they lack representation in elections and on televasowell as
experiencingacism in employment and housing, and, as a result, some might feel the

need to counteract this lack by standing up for their mixed cultural and linguistic origins.

The need t o ssotignamd idemtity maydeteomine the use of NSL to some
extent, but it would be a mistake to assume that all linguistic choices are motivated by
this desire. In this regard, EI Matador makes a very insightful remark about the linguistic

decisions surrounding his use of Arabic:

Ouais je sais parler arabe, je stiotalement bilingue. Aprés les mots que je
vais utiliser, admettons, je vais prendre un mot de la langue algériecame et
va °tre ce nmesttdeslanghgas quisodtaléja c@uéants dans la
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rue comme le wesh, le zarmaisfpas le zarma. &fait d u sunedizaine
d 6 ann @sesont gilis€s. Donct | es ut il i seestpmmatur el | e
choi si, ce qgestguefes pas alowdEl Matader, 2@18)

Although El Matador believes that his borrowings arecattulés he nonetheless ses

to make some very conscious decisions that are not based solely on a need to express his
Algerian originsbutalsoonh e per cept i &knowdefige And expeatatigns e n ¢ e ¢
as we saw in chapter Zhis goes to show that he is not simply using Aradndomly

but on the contrary methodically choosing words that are fashioaadldikely to be

understood by most rap farmossiblybecause of the influence ofherfamous rappers

who have bee using them.

This observation can explain why, despite the high degree of diversity and the deep
impact of artists of North African origins, French rap does not containeshicfin number

of Arabic words. For instance, the average linguistic results found for thescaspa

whole show that of the 2% of foreign borrowings, only 12% are Arabic as opposed to
81% Engl i sh. |l f we had to base our inferen
it would make sense to assume that most had Ergpisbking parents orandparents

and only a minority North African origins. Yet, we know for a fact that this is not the

case.Scylla also shares this opinion:

Quand tu vois dans certains départements en France, tu vois vraiment des
populationsmélangées. EEquand tu vois icia Bruxelles,la place de la

communauté turque et marocaine est tres tres grande et donc si on devait se

dreque éestend nct i on du n o ndiigine étrdngéreFouden - ai s d
B e | g ergine ctbangére qui habie n t ) un c erétaitaenn endr o
fonction du nombre que ca devait se ressentir dans,lergpe pcetous e g u 6

le monde rapperait avec beaucoup de mots argBeylla, 2013)

As Scylla explains, this dichotomy between the high numbgueafle ofNorth African
origin and the relatively limited instances of Arabic borrowings shows that ethnic origins
are not the only factor at play. French rap is part of a specific music style with roots in
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America, not North Africa, hence the clear dominance of English. What is there,
artists play for a diverse audience. A large part of this audience does not necessarily
understand Arabic well enough for rappers to be able to use such words more than

sporadically.

Indeed, people who regularly listen to French rap will have builagmall Arabic
vocabulary based on common and freqlyemsedwords, but this vocabulary will most
certainly be much smaller thaheir English onesince learning English is mandatory in
most schoolsnd French people are exposed to English daily thrpoglculture Many

of the Arabic words used in French rap have almost been standardised in everyday
colloquial conversations by young people, although very few of them have found their
way to the actual dictionar lot of the Arabicwordsfound in the copus fall into this
category, with words such asoya (brother),wesh(hello), bzez(breasts)halla (mess),
harnouch (police officer) orhandek(beware). As EI Matador hinted in his previous
guotation, French rappers of Algerian origin, as well as ntbst artists, know that using
uncommon Arabic words could render their lyrics incomprehensible for most listeners,

so they often avoid doingp, consciously or unconsciously.

Nevertheless, the marked difference between artists of Algerian origin andahose
French and Senegalese origins in this regard can hardly be denied. Despite the linguistic
and cultural diversity found in some tracks, apparent ethnic divides are also quick to
emerge, even though the artists frequently repeated otherwise in thesintgrsuch as

in the following quotation from EI Matador:

Ilyaquand mémeunvivieensembdlans | es quaabbriddes s. Tu
Arabes qui savent parler en black, en africain, des blacks qui connaissent des
mots arabes. Des Francgais aussoguinaissent des mots arabes. (El Matador,

2013)
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As El Maador describes, all artisb®rrow fom one anotheryet, it is hard to refute the
fact that the artists of Algerian origin used over 36% of Arabic in their foreign borrowings
whereas their French dnSenegalese counterparts only around 2.5%. This is a very

meaningful contrast.

In spite ofthis vivre ensemblet appears that a certain degree of communitarianism and

separatism exists in French rap, a characteristic that Whoopy Jones noted clearly in

interview:
Ecout e, mo en Belgiqug pon, des diffgranges sarquent plus
dans | a estadird que tevas alleba Bruxelles ou a Liége, ily a de

fortes chances pour que dans les quartiers de Liege ou de Bruxelles, les noirs
du méne quatrtier, ils écoutent le méme son. lls ont les mémes origines. Par
contre, dans un méme quartier, les noirs et les arabes, ne vont pas écouter la
méme chose. Alors que les arabes de Liege vont écouter la méme chose que
ceux de Bestwphkisdilret gue le lied ou tu habiteéWhoopy

Jones, 2013)

In this quotation, Whoopy Jones raises an interesting point, which sets Belgium and
France apart to some extent. In Belgium, most people of immigrant origin do not live in
banlieuesthey usually liven the city centre and tend to gather by ethnic origin in specific
streets and neighbourhoods. This results in different ways to express cultural identity in
relation to space, as described by Whoopy Jones. Although this observation relates only
to Belgium,it can help us understand the origin of some of the differences found in the
corpus. For examplé,argue thathe presence of similar cultural separatism in the daily
lives of rappers of Algerian origin can explain how they have been able to maintain suc

a contrast with the other artists in terms of their use of Arabic. Without it, it is possible
that their linguistic specificities would have been absorbed and then downplayed by the

rest of the movement.
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The current situation of artists of Algerian anigan be linked to the origins of Algerian

immigration in colonialism. As Steven Loyspecifies:

The policy of assimilation and integration, which would later confront

Algerians in France, here took shape within the colonial context. The attempt

to assimilate Algerians into European values involved refusing to recognize

the former as having an original culture in some instances, or as possessing a

wholly different and negatively chagd one, in others. (Loyal, 2009, p.409)
The uneven power relatiohgtween French colonialists and the Algerian population led
to a clear separation between the two cultures. For example, Bo(idi&8, pl133)
witnessed how the Algerians were practically locked in a caste system with most of them
belonging to the poorestrataof society, marked byio n % @hysical appearance or
sometimes or@ clothing or family nam@ This racism and separatism followed many
immigrants to France in the aftermath of the Algerian war. Although French colonialism
and the Algerian war haveebn over for a long time now, such marked cultural

differences can still be found, even within estcoloniafimosai® of thebanlieuesand

Frenchrap.

These underlying cultural differences are then reinfqrasany research suggedig,an
essential factor that determines NSL use in French rap: whether or not rappers feel entitled
to use specific forms of NSL, especially foreign borrowings. Indeed, the artists who do
not have NorthAfrican origins do not necessarily dare or feel tiaye a right to use

Arabic borrowings excessively:

Son réle [ethnic origin] @st vraiment que ¢a enrichit les textes, ¢ca touche un

peu le public. Mais comme je le dis tout dépend de la maniéere de le faire, |l

ne faut pas passer pour un imposteur. Abdse mot s ar abes al ors
es paapasdesensnAbuste mot s angl @&iepasadaor s que
n & pas de senfWhoopy Jones, 2013).
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Interestingly, while Whoopy Jones mentions that manifei ng et hni c ori gi
tracks enrichesrénch rap, he is also quick to remind us that this can be done only if you
actually belong to that particular ethnic minority. This relaigsin to thevery influential

conceptof authenticity in French rapndeed, if a rappé narrativeand language es

such as many slang wordsArabic borrowings do not reflect his actual origins, many

other rappers and rap fans might criticise loimherf or bei ng unauyt henti
which would be an unwanted loss of recognition from their peedstheir audienctor

most rappersThis importance of authenticity in French rap tagreforefurther explain

why only the rappers of Algerian origin used many Arabic borrowings.

However, such a world view requires a very rigid perception of identifgimeance that
does not always coincide with the real wotldn r e a | is idgntity ppriorongntes 6

are multiple:

Actuellement on vit dans un monde, ¢a a toujours étédeenafait, mais

enc or e hguleactuelle, ou twpeux étre soit belge aiyaou dans un

guartier ou il y avait beaucoup moins de Belges, avec des potes qui venaient

de toutes les cultures et taltén coup tu peux tout a coup te convertir a une

autre religion, etc. Donc les identités sont uftmaltiples et les gens ont

encoreplus def acet t es dan svart. dlusont infldemags gat ® q u 6
plein de choses et ca va se ressentir encore une fois dans leur art gour cel

gui devi ent ilane fait guermanigr dnalement gea 6entres

d iatéréts (Scylla, 2013).

As Scylla cleverly observed, it is tempting to assign labels to artists and to try to pin
certain actions or attitudes to expressions of defa bl e i dent iattistsof ype s,
North African originw i | | us e mo arists @& Franbh odgin wihai feel the

need to use as wide a variety of foreign word$ere is some validity to this approach

but, as Scylla noted, it does not take into account the fact that social relations are complex
and that too many factors come into ptaybe able to dae identity performanceso

easily.
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Indeed identities are manifested through performative narratives that will differ from
individual to individual and from track to track for the same individual. For example, the

following two tracks represent two wedistinct forms of identity performance:

HautsdeSei ne, na& suelapisteen | 0
Mc gardez la péche v oétes pasupbla liste
Céstpad a rue mai s | attfister e humain qui mo

Comment leurdire confiance, ils ont tué leh@ist
(Booba, 2008Temps mort Boiulbio)

Jette un ehvoidlapurégdu oqu @&, | 6extr ° me
C ést leur plancher, Emégrd  C dhewetd manier,

Brdler leur sperme en échantillons, souder lehettes

On v acapnarmans 6- a s e ttuactes rien qub
(Booba, 2008Temps mort Ecute bien)

The first extract contains only a little colloquial language and makes references to
Christianity, as the rappadopts the specific narratorial voioka wise person reflecting

on human natutelthough it could also baterpreted as an anlewish rhetoricWe can

still see some references to departmental conflicts but the extract is not otherwise very
adversarial. The other extract, on the contrary, contains a lot of slang, vulgar words and
foreign borrowings and is we adversarial. Without the references, it would be easy to
believe that they come from two different artists because of how different these two forms
of performative narrative are. This is becauséndilviduals are capable of adapting their
identity peformance according to the context and their goals, resulting in seemingly
different identities coming from the same person. Furthermore, all individuals who
belong to two or more cultures, such as many rappers, will not express the multiplicity of
their cdtural idenity in the same way (Phinney @rDevichNavarro, 1997, A9).
Indeed, the backgrounds of artists canvhded and complex, making generalisations

regarding their cultural identities difficult.
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One i1 mportant element of this backlgis ound
clear that school plays a key role in this section of the corpus, as many children of
immigrant origin face inequalities and underhievement in the educational systehat

form a barrier against integration (Tene®013, p585). As one could imagine,
educational achievements are |ikely to det

put forward by Black Barbie:

Apr s i | 'y a a édsication. Leappeurgui éagrd pascéte loid 6

al@coleou qui ne s a iexprimeracarredtement @mileva glus s 6
facilement utiliser le langage de quartier, du langage familier comparé a un
ragppeur gqui aura fait un migiurvwdsité.d o ®t udes
La donne change. Je pense gassicvraiment le niveaud@ducation (Black

Barbie, 2013)

It seems logical to assume, like Black Barbie, that artists with higher education degrees
will have a better command standard Metropolitakrenchin their lyrics. While there

is certainly an undeniable correlation, this simple assumption do¢akeointo account

t h e aintentiors arsl performances. Some educated artists may choose to use NSL
nonetheless for stylistic reasons or to appeal tataineaudience, and vice versa. Scylla

is a good example in this respect. He studied political science at univergity does

not prevent him from using NSL in soroéhis tracks. In fact, the corpus illustrates his
ability to vary this use quite dramatically, demonstrating a strong inclination towards
contextualised performances, as his tridakvoile des motscontains 2.2% NSL against
16.5% inii B X v {Sby#das 29, Immersion. When asked about thisbservation,
Scyl | a ddenc j paanse due pdu ma gstabeaucoup dlus pour mettre un
certain cynisme et une ironie dans la situation que je 068tylla, 2013).Clearly,

Scylla is capable of adapting Hisguistic performance depending on his goal and the

message he is trying to convey.
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Educational achievements may not be an accurate predictor for NSL use in all instances,
but identity performances linked to the perception of educational inequalitigs pla
nonetheless a role in this section of the corpus. For instance, only arAdgeon and
Senegalese origimentioned school, always in a negative way or related to a sense of

lack:

Les épines dg#colebuis onni re ont arrev® nos bull es
(ElI Matador, 2009Au clair du bitume Aié aie aie)

Je suis né dané&ilcole du crime, Vitry.
(Rim K, 2007,Famille nombreuse L @spoir des favela

Sorti de | 6®cole avec trop peu de dipl?
(Médine, 2008Arabian pantheriiPepluno)

A

€ | 6®c ol jeb aien stylaadans matrousse.
(Disiz la peste, 2004,es histoires extrardi n a i wngesine detbanlieye
AUne histoire extraordinaicg

As can be seen in the above extracts, the failures of the educational system are evident in
the minds of mangrtists of immigrant origin. In Bourdiésitheory (1984a, $66), these

failures could be tracd b ac k t ohabithséds JermaMirhShin{2002, p.42)

explains, what teachers say as well as their gazes and gestures can be the expression of
prejudiced and racialised beliefs. Symtofessional failures impact the artists and are
echoed in their art and language. Consequently, using more NSL and incorrect
grammatical constructions can be identity performances aimed at the rejection of French
educational values and rebellion against what they perceived as racism and prejudices at

school.

Yet, this portrayal may no longer be completely accurate. More and more scholars are
looking at this problem from a different angle and are coming acrossdmthat bring
some nuances into this debate. For instance, Té2@y3, pp585586) found that

educational aspirations are higher among ethnic minorities also tend to have better
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attendance records for tertiary educatiwvhat is more, Claudia Senik @rrlhierry
Verdier (2008, ®©15) observed that students of North African origin often prefer to
follow the enseignement gérad, while Emmanuelle Santel{001, p156) discovered

that working class students of Maghrebi origin get better results on avbeagéheir
working class peers of French origin. In other words, it is not entirely accurate to look at
ethnic minorities and education in terosly of failure, thus causing an increase in the
use of NSL. The impact of school is complex and must be ndamt¢gch shows in the

lack of strong dichotomies in NSL use in the corpus. Moreover, it cannot be understood

without also analysing therucialrole of the family.

Parents will teach their children how to spdam birth and will continue to determine

their linguistic outputs throughout their kg by correcting thenand imposing censorship
(against vulgar terms for instance). Families can also impose ideologies on their children,
encourage them to pursue secondaryigher education or on the contrary discourage
them from studying in favour of manual labour. The role of the family becomes even
more crucial when it represents the only source of information about a different culture
and language. For instance, shdifferences will exist between families who regularly
visit their ihome countriesand the ones that never do. If an artist has extended family
that remained in the country of origin, this can also have marked consequences for
language use if contacts bet@n family members are maintained. In the American
context, for example, many researchers have established that bilingualism among
immigrant populations disappears almost completely by the third generation (e.g. see
Tran, 2010; Lutz, 2006; Richard, 200Exen among Spanisspeaking immigrants, who
usually retain the highest level of bilingualism, only 22% of tgjesheration immigrants

can be considered bilingual (Lut2006, p1418). So the possibility is strongrfan artist

of immigrant originto have leen raised in French only:
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Tout dépend du contexte familial dans lequel on a grandi. Si odigcams

une f aargine Breégakkige en France, mais que les parents ne parlent

gue le francais constammé ~ | a mai s cenfantnk seralquengage d
francgais. De petites différences culturelles pourraient étre préseatese

serait dundicidesBiszs2013)de | 6

Indeed,as Disiz remarkssulturaldifferences between families of immigrant origin and
those of French origin are not alwaysaade as one could think. No guarantee exists that

the children of immigrants will not choose to reject or ignore their native language and
culture, especially when sharp contrasts exist between French cultural ideals and those of
their family (Jelen 2005 ppl01-103). This is precisely why the role of the family
remains so significant. When so much variation is possible between complete cultural
loss on the one hand and full cultural adherence on the other hand, whether or not a family
successfully passe®wn their language and culture will make a sabgal difference in

t he suse of NSLO This parental influence will be, however, different for each

individual, and generalisations would be difficult due to all the factors at play.

3. Quantitative data and qualitative analysis of the spatial determinants

The second part of the chapter will focus on the impact of cities@partementsn the

use of NSL. First, the quantitative results (see Appendix Il 3.2. for full tables) reveal that
a contrast @sts between Marseille and the other two cities. The Marseille artists used
almost half the NSL (5.25%) used by the artists frorddé-rance (9.15%) and Brussels
(8.47%) and not a single word wérlan Then Brussels artists used the most foreign
borrowings (2.78% against 1.16% for Marseille and 2.09% fod#é-rance) while the
lle-de-France rappers used the most slang (1.94% compared to 0.71% for Marseille and
0.79 for Brussels). Furthermore, the artfsten Marseilleused hardlyany combinations

of categories (0.05%), which indicates less complexity of NSL. When it comes to foreign
borrowings, theapperdrom Marseille continue to stand out, as they used half as many

borrowings as their counterparts from the other twoscied much less Englishry
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58.46%) and more Arabic (23.07%) and Spanish (P2)3although this may be due to
the lower total foreign borrowings in Marseille. Lastly, all three uses of grammatical

categories were almost identical despite the above differences.

Second, the quaitative results (see Appendix Il 3.3. for full tables) also reveal that the
artists from all threelépartementsised relatively similar quantities of NSL wor(®2:
10.13% NSL; 93: 8.31%; and 94: 9.01%} the widest difference between Hadgs
Seine 92) and Seine&saintDenis (93) was less than 2%. Nevertheless, some differences
did arise. First, the artists from Hatds-Seine used many more swear words (1.44%)
than those from the other twapartement$0.8% for 93 and 0.6% for 94). The same
applies toverlan(1.09%) that is twice as common in tb&partementlt can also be seen
that SeineSaintDenis rappers used about half the foreign borrowings (1.41%) of the
other twodépartement$2.52% for 92 and 2.34% for 93). Moreover, while the artists
from Valde-Marne employed the widest variety of languages (six compared to four for
92 and three for 93), those frdautsde-Seineused much more Arabic (27 %j) and as
aresult much less English (68%883. Finally, the results for the grammatical categories

were very comparable, with no significant differences.

The quantitative differences observed between Marseille and the other two cities and also,
although less prominenbetweenHautsde Seine (92) and the other tvdgpartements

could actually be expected some extent because, as we saw in the introduction of the
chapter, French rappers perform specific forms of spatial identity by making sure that

their language reflects their spatial origins:

Il'y a ce cbté fédérateur dans le rap ou tu vas représamiendroit et tu te
senscomme investideet t € mi ssi on deoutuevipns.@s ent er
forcément, a ce mometd, tu vas utiliser... dizstce qui différencie mon

endroit des autres? Ben tres souvent le langage est une des choses qui
différencie clairement une population habitaetle région ou telle région.

C ést une des choses tu vois, les accents, les expressions utilis&ke$

142



clairementunees parts | es igehtiéxollettve sjpa®leas de | 6
plus marquée des identités collges que tu peux trouver par [Ept & un

cert ai n e¢sedes hHabitudesrliegtigues. Donc forcément, ca va
simporterdansd mu s i g u estlegiguelSoylia, 2018)0

In this extract, Scylla tries to explain that places, language andtidemé& closely
intertwined in the genre. His description reveals a lot about the link between French rap
and spatial identity performane . A s sBxdracts exaraplified, many rappers do
give the impression that they are on a mission to represent khedr @f origin. In fact,

the connection between places and NSL seems logical, as Scylla pointed out. However,
it may only appear to be so. This is why the next qualitative analysis, which will look first
at the impact of cities and the@partementsaimsto review spatial determinants in light

of the quantitative results ®valuatevhich ones are most determining.

When it comes to cities, the clearest determinant of language use is the fact that every

city will have had different cultural, historicdilpguistic and sociological influences:

Oui, moi je pense que oui, effectivement, il y a des différences. Situ compares
ParisetMarsdile, cob6est pas du tout | e m°me rap
pas | e m° me estpas edgnémesabasese A dMrcsode i | ante ils n
pas la méme maniére de parler.llLangage f ami lutiisepasmar sei | |
les mémes racines que par exemple le langage familier francilien (Black

Barbie, 2013).

As Black Barbie remarks, it is clear that major differences will arfssveomparing two

cities like Marseille and Pariand thisapplies to Brussels as well. Many aspects of a city
can and will make it stand out culturally and linguistically from other cities. The
geographical position of a city on the map of the countilyalso have its impact. For
example, Marseilleas port of arrival from North Africawill have a critical impact on its
history and therefore linguistic and cultural habits whereas Paris, as the capital of the
country, will have had a very different eutibn. Consequently, the following paragraphs

will look at Brussels and Marseille and how their history, culture and population- make
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up relate to the quantitative result®aris will not be tackled here because of its

prominencen the previous chapter atlde upcoming departmental analysis.

Brussels is a multicultural city with a rich history of immigration, a fact that is

exemplified in the following extracts:

Quand je débarque je les bluffe
Chez nous & desblacks des blancsdes beurs
(B-Lel in Scylla, 2009Jmmersion BXiVibes Remix)

BXcbest trop petit, p ehiffonneggu6on soOt ape,
Capitale du Zair, Maroc, Turquie
(Ghandi inScylla, 2009)Jmmersion BXiVibes Remix)

Le moveestdie, tassepé cesse dehialer
Messupersnégrode remettent sur les railgeah
(BD Banx, 2007 Claque des doigisCléque des doighs

All three Brussels rappers mentioned the presence and visibility of people of immigrant
origin. This is not unexpected, sinBeboosereet al. (2009, p.8) report thagteople of
foreign origin, if we take into account Belgian children whose parents immigrated to
Belgium, represent approximately 50% of Brussels inhabitants. Furthermore, it is
estimated that around 25% of Brussels inhabitants ardiiis (Hertogen, 2008, n.p.),
which can explain why several Arabic words were discovered in the corpus. Of course,
people from the Democratic Republic of the Congo are well representdd ttheepast
Belgian colonisation of this country, but people fréitwanda and Burundi are also

numerous outhuy, 2010, n.p.).

One of the particularities of Brussels is that the city isgilal (Teney, 2013, p.589). For

instance,street names, most advertisements and road signsttdee witten both in
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French and Dwh. This multilingualism can help us understand the relatively high use of

foreign languages in the corpus, as the following extracts illustrate:

BX vibes machine guiphrasé,§ par | e pas comme chez vous
Jrapdurum Kefta, q tc (e @s@Wielcomechez nous
(ZA in Scylla, 2009)Jmmersion BXiVibes Remix)

Quand lawveedestpurple des sandwichBamburgers
Quand ca sent la hmmm ou la tentativerdeder
(Psmaker irScylla, 2009)mmersion BXiVibes Remix)

T 6 a s-tactéaumpsy?
Et accompagné uRnoucte?
(B-Lel, B-Lel, 2008,Un gars a partfiun gars a pad

The above extracts show how Brussels artists are capable of using many foreign
borrowings, sometimes in quick succession. SBaessels is uniquely placed between
two linguistic communitieshaving such linguistic behaviour might seem quite normal
for people living in BrusselsAfter all, Brussels inhabitants are always faced with
bilingual messagesfrom administrative employees to train announcements and
advertising. From the youngest ag®y assimilate the notion that it is normal to have a
mix of languages in everyday life. Moreover, Brussels is also the capited Bliropean

Union, which adds linguistic flows to this already bilingual city.

However, many of these families ioimigrant origin do not enjoy equal power relations

with the rest of the city. As Massey (2009, p.16) explained, power in cities is rarely
distributed equally and Brussels is no exception to this phenomenon. 8ssaffers f

from serious socispatial paadoxes (Doucet, 2012, p.107). For instance, 26.2% of its
population is at risk of living under the povertylaen d t he <ci t ysodios si gn
economically and spatially segregated between @astd we st |, centre an
(Doucet, 2012, p.107Brussels contains many neighbourhoods that couloebeeived

as di s ad vdapnied goetameantion the fact that Brussels is struggling to house
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more than 30,000 people who are looking for social housing. Such inequalities can
motivate certain napers to use more NSL as a way to rebel against societal norms, such
as the rappers fr om i Bnmessiotbmicsusead 24ebiNsLOIN ( Sc y |

this track that shares their negative vision of the city of Brussels.

After examining Brussels, the aysiswill turn to Marseille. Due to having an important
Mediterranean port, Marseille has always attracted many immigrants, making it a large
cosmopolitan urban centre with more than 800,000 inhabitanseg 2014, n.p).

S h u n tridd @ explain, in his interview, how complex and diversified Marseille can be:

Don c , nous, 0 n argot op lesudifféreénts argots, sureu@gul 06
Mar sei |l |l e il argotearchameé doMaeseille audupet a nhedure
desvagas suc e ssi ves d o argoimiacseillais astocomposéd de
tous les pays qui composent la ville et dieu sait qul .y S @ mr281RB)o

S h u r $ dudiatian exemplifies how, as Mas$@909, pl17) described, cities are in a
constant state of change dwwecountless flows of linguistic and cultural determinants.
Masseys observation applies to Marseille particulabyring the 20th century, the city

saw successive waves of immigrants from Italy, Russia, Armenia, Vietnam, Spain and
North Africa (Arabs ad Berbers) mainly Algeria-, SubSaharan Africa and Comoros
(see e.g. Borkeret al, 2007; or Guillemin, 2004¥-or instance, it was observed that, in
1999, 40% of young people under the age of 18 were of Maghrebi origin in several
neighbourhoods (Tridat, 2007, n.p.), which clarifies to a certain extent the higher
presencef Arabic words in these tracks, a correlation that was also observed by Paine

(2012, p.58) in his study.

Furthermore, the impact of Spanish immigration is especially visible icottpas:

Peu 1 mporedcichamdmi t 6 es,
Les Ci es@gujconrprendepapi?
(C.2.6. Psyd de larime, 2008,e s ci,t @isL edsd ocri t ®s ddor 0)
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La rage du peuplda rabia del pueblo
Par can atpuwge!
(C.2.8. Kenny Arkana, 200&ntre ciment ebelle étoile A La rage du pec

' 1 'y aurfaut,out ce qubo
Bienvenueamigo.
(La swija, 2009Au sourirelevant fiMonde des merveill eso)

The previous extracts not only contain single Spanish words but even parts of sentences
or small sentences. Thign certainly be explained by Spanish iigwation, but also by

Ma r s 8 gebgraphical position, since the city is relatively close to the Spanish border.
This geographical connection does not, however, hold for Italy. Strangely, this part of the
corpus did not contain a single word of Italian, although it was establish&dintRat
more than one third of Marseilleds inhabi
Poggioli, 2005, n.p.). It could be hypothesized that the Italian immigration in France is
older, dating back to the late®.@nd early 2t century (see Blarieton and Scarabello,

2010, n.p.), and that enough generations have passed for bilingualism to fade, but the
same could actually be said about Spanish immigration that did, in fact, start in the late
19" century as well (see Lillo, 2012, n.p.). In reglitlyis discrepancy might be partially
caused by the more recent Lafimerican immigration in France that has intensified
since the 19708Gonzalez, 2009, n.p.fror example, Keny Arkana in the above extracts

is of Argentinian origin. This discrepancy al$ighlights again the importance of
individuality and performance in relation to NSL use, as not all rappers will choose to

express their origins in the same way.

Ma r s s unigliereds does not stop at immigration flows and has been exemplified in
severabspects of the corpus. For example, not a single wordrt@nwas used by these

artists which confirms Hassab6s (2010,.Thps. 59) a
is due to the fact thahs my research showdarseilled inhabitants have largely rejected

this type of slang as being undesirable and from Parig) fact asbeing undesirable
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precisely because it comes from Pagssubject which came up during one of the

interviews:

Al or s pour n o uestpau®argot, b \erlan estrekclugivenredt
parisien.Cede st pas q uomtretfouve ductdutcadVarseijeu Bas
du tout du tout du tout, non. Méme si certains utilisent quelques motspke tem

A

en temps, n outilise pas® Sh inf2018)6 ne | O

S h u n gets slightly confused when categorisugglanand slangsince whether a word

or a category of words is used exclusively in Paris or not does not negate its belonging to
slang. However, what he is explaining is clearly confirmed by the quargitasults

from this section as wel!l as Akhenatonods
contained anyerlan Consequently, it would seem that he is right to claim that the
inhabitants of Marseille do not considesrlanas a type of slang th#tey would use in

their daily lives.

Another aspect of Marseille cultural and historical distinctiveness, which could be
observed during the 2005 riots, can help us understand why this city stood out in the
guantitative data. The 2005 riots did reach $édle but the city was left largely
untouched. Katheryne Mitchell (201pp413418) explains thathis was possible
because Mar sei |l bdifterent sensé af lentitya \Whereas peapleefrom
Paris will see themselves in opposition with otRarisiandépartements Marssei | | e
inhabitants primarily consider themselves as being part of Marseille first and foremost.
In fact, it would be difficult for them to identify with differeiképartemerst, since the
whole city of Marseille and its surrounding area belongs to Les Bouches du Rhéne
exclusively. As a result, every single Marseille rapper lives in the shpartement
Mitchell (2011, pp413-418) adds that Marseille does not have the same tjpieolated

housing estates that are far from the city itself and that many of the youth of the city like
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to spend time in the actualctye nt r e. As as imhabsgauslarte ofterpeouds e i | |

of t hsdéybraditytand @osmopolitanism (Mitched011, pp413-418).

Nevertheless, it should not be concluded that no segregation can be found in Marseille.
Although segregation is very different from Paris and cannot be linked to isolated
départementssome divisions within the city itself are appdrévarseille suffers from a
sepaation between wealthy and poor neighbourhoods. Indeed, the city has its share of
disadvantaged housing estates where much of the immigrant population has been
concentrated since the late 1960s (Naszdli2, p1029). The sbngest divide in the city

is mentioned in the following extract:

Que je lache des phases de marque pour les braves

Qui débarquent ddslocspour écouter du rap

(Chaudchaud bouillant

Les quartiers nord sont tous dans la place

(Chaudchaud bouillant

Les Marseillais prennent toute la place

(Soprano, 200P ui s qu o i, iHalladdall®d) vi vr e

In this track, Soprano is clearly referring to one part of the city over any other: the northern
neighbourhoods. This does not come as a surprise becauppéhreniddle classes chose

to live in the south and east, leaving the north of the city to woiltags people (Boquier

etal., 2013, ppb44545). This division was further accentuated by urban planning of the
late 1960s because 90% of the subsidised housing estates were built in the northern part
of the city and nowadays, most of the poorest people live in the north and in the centre
(Boguer et al, 2013, ppp44545). Therefore, many rappers from Marseille, who are
originally from workingclassf ami | i e s, r e fogeartierorford eflhe bigpo t h e
difference with Parishowever s that these neighbourhoods are wtthe city and not
in separatéépartementswhich, | argue further explains their pronounced identifion

with Marseille as a city despite this presenceegfregation
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When studying the differences between cities, and especially the famous historical
contrast between rap music from Paris and Marseille, researchers might lose sight of the

fact that many conflicts in the genre happen at the departmental level. The coairssc

numerous examples of these tensions, such

introduction. The next three extracts offer good illustrations for département

Hautsde Seine (92):

Alors je dis paix a nos fréres décédés

A ¢ a wsbanaldéglement de compte entre cités
En réalité chez nousfest dangereux,Gest nerveux
(E.2.2. LIM, 2007 Délinquant fiEn bas de chez n)i

SeineSaintDenis(93):
Dans mecity peu degazelles
On te blesse le nez avec tapre montre Citizens, si, Si

Téas du mal " |l a danse, cbest ma danse
- a

Cbest pas du zoulestlaviokence,cabest brut al,
(Alibi Montana, 2008 ]nspiration guerriere i ispiration guerriei

Val-de-Marne Q4):.

Pour survivre il faut un courage monstre

Pour faire face augmbrouillescontre lesval-de-Monstre

C ést la Mafia africaine, tpigesc ést b ® q u élipee d 06
(MafiaK6 1 Fr y,us21u®7,/ival 2 meurtre) t

All three extracts talk about differedgépartementdyut common themeand narratives

can be drawn fronthem. First, many rappers use violence, danger, and death when
describing theihomeplace In these extracts, we come acrpasx a ros freres décédés,

c hez rest damgereyxc@st la violence, gaor Pour survivre il faut un courage
monstre The narratees inhese ines areother rappers and peopletivdifferent spatial
origins. These versegrve as tieats or warnings, butig not always the case, which can

be seen in LI Mb&s extract t hat contains
elements are usually buried within numerous other references to violence and the
glorification of delinquency. These references are often linked to NSL, with words such

as city, gazelles(women) orVal-de-Monstrein the extracts, but alsbardcore kaira
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(thug), lere-ga (struggle),caner (to kill), gangstatéce (cité) embrouilles(quarrel) or

chlass(knife) in the rest of these tracks.

The above extracts also reveal how such referencéépartementare often linked to
smaller places such aemmunesr cités It is not rare for all of these spatial identities to

be visible within the same track, such as
to both ValdeMarne and VitrysurSeine, which is aommunethat is part of this
départementThistendency to defend your spatial origins may come from the rich history

of rap battles an@go trip tracks. Rap artists are used to defending their art and the
legitimacy of their origins in actual battles or against fictive opponerggantrip This

corcept of legitimacy is strongly correlated with the notion of authenticity discussed
earlier. Indeed, many French rappers feel the need to stress their spatial origins, by using
specifc narratives andinguistic forms thatink themwith a certain place,csthat their
authenticity cannot be questioned. So, we can see how many rap artists feel the need to

represent theidépartemenand this leads to the appearance of NSL.

Furthemore, based on my researctiepartmental identity may hawne other major
effect on the artists, besides conscious and unconscious linguistic choices to represent

their place, a fact discussed by Whoopy Jones during his interview:

Pa contre, en dstrplasgrard, ep fotior du département 6

ils v o n abord écouter les artistes de leur département, par exemple Kery
James pour le 92[sic]. Pargeu e v oi | 7, iinfluence peintipaled e | 7
¢a va étre luil(Whoopy Jones, 2013)

In this extract, Whoopy Jones discuskesv loyalty to onedéparementmay extend to
musical preferences. He gives the example of Kery James who actually comes from Val
de-Marne (94). This determinant is not the most straightforward and would be hard to

measure, but it should not be dismissed. By choosing to listen to adistsheir own
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département such as Kery James, the rappers and the inhabitants of a specific
départementvould significantly reduce the possibility of experiencing outside influences
from otherdépartementsThis restricted musal repertoire will alsompacttheir sense

of style as well as the topics they feel are most important. When this tendency to reject
musical productions from othetépartementss paired withthe previous tendency to
glorify their spatial origins with the use of NSL, researcheas anderstand how

départementplay a key role in French rap.

Yet, these strong determinants did not translate into marked quantitative differences
between the thredepartementsom the analysis. There are several possible explanations
for this lack of esults. Firdiy, as we already saw with ethnic determinants, identity
performances are complex, multiple and individual. It is possible that the departmental
determinants did not prove to be sufficiently strong to leave a more visible mark in the

corpus tlan what simple individual differences would have produced:

Ou i i y a dagast, mdis lesfc@nditionscseckles dedtent les

me° me s . Ce qui caract®risera | es diff®re
vue sur ces mémes conditions de vie, seront les différences inhérentes a

chaque individu(Disiz, 2013)

As Disiz remarks, even thougiome specific slang does exist, there are in reality few
marked differences between these neighbouuégartementsbeyond differences
between individualsThey all contain similar workinglass people of various origins who

live in H.L.M.s and face disanination in employment and housing. What is more, they
may use many NSL words to glorify delinquency and violence in tiégartementbut

these words may not always be the result of conscious choices based on departmental

identity performance:

Ben tou aldoéd, st un langage que nous on a enpe normal, je vais
di r e ,ongpitae quiarber, on utilise souvent ce langégemiji, 2013)
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Semji may not come from Parisid@partementsbut he raises a very valid point that can

help further clarify these results. When French rappers mix NSL with notions of spatial
identity, violence and delinquency, some will simply use common NSL words without
making a special effort to use categoédSL that differ from the othetépartements

They simply use their normal vocabulary. THiarguecan lead to a few instances where
differences are observed, which would nonetheless be hidden among many more cases of

shared NSL with the oth&épartenentsgiven their close proximity.

Secondly,other determinantsesides the allegiance todapartmentcould have been
more influential in thisection of the corpug\s we have seen on several other occasions,
all major determinants of NSL converge to create unique linguistic performances by the
artists. This is best exemplified by looking at the strongest quantitative difference
observed between all threlepartemets. the use of Arabic. The ethnic origins of the
rappers from Hautde-Seine need to be taken into consideration when analysing these

results. The following table contains the origins of all the chosen artists for this

département
LIM Algerian origins
Sdan Supa Crew
- Feniksi - Nigerian origin
- Leeroy - Moroccan origin
- Sir Samuel - his parents are from Guadeloupe and Martinique
- Vicelow - his parents were from Martinique and Togo
Sultan Comorian origin
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Booba French and Senegalese origins

These art i s tegpainvehy Arabic was sorimpgriamt & this section of the

corpus. When you consider that two tracks from LIM, Saian Supa Crew and Sultan were
chosen against only one from Boobacoit be
connection to Arabic were present in six out of the seven tracks from this corpus. As was
concluded earlier, a strong correlation exists between the use of Arabic and North African
origins, so that this difference should not be classified as detertnyuggartmentonly.

Once more, this underlines the importance of taking all determinants into account.
Ideally, only one determinant at a time should be analysed but French rappers are not so
easily categorised. These supplementary determinants can lm@isedh but never

completely erased.

Finally, given the close geographic proximity between the tthépartementst must be
acknowledged that one of the reasons why such a small contrast was reported could be
because irer-departmental variations mde neasuredonly by small and very subtle
differences in word choices and frequency. In other words, all tepartementsnay

use almost the sanmimberof colloquial words, for example, but some of these words
could be subtly different. The linguistic ansily presented in this thesis does not,
however, focus on this issue, since only broad NSL categories were analysed without
guantitative data about additional classifications within these categories. To fully
investigate this problematic, further researauld be needed that would focus on word
choices and frequency exclusively, ideally isolating one NSL category and refining it into

many other subcategories.
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4. Conclusions

This chapter set out to study the impact of the diatopic determinants of NSL use in the
sections of the corpus on ethnic origins, cities départementsThe general conclusion

from the analysis is that the diatopic determinants contributed much lesghthan
generational diachronic determinants to quantitative variation within the corpus when it
comes to the overall use of NSL. Some wider differences emerged in relation to specific
categories, suchisthe absence aferlanby Marseille rappers or the highuse of Arabic,

slang andrerlanby rappers of Algerian origin, but these differences are not as marked as
some of the findings from the previous chapiére main reason whyorepronounced
differences are not found is because the manifestation of #tbsec and spatial
determinants depends on complex, varying and individual identity performandes
narrativesDiatopic determinantdo have a strongnpacton language useutin a much

more individual and qualitative manner.

In fact, ®veral determinantappear to be influentiaeven though they are nalways

linked to strong quantitative differencdsrst, the concept of authenticity proves to be
essential because many rappers will not allow themselves to use specific types of NSL
unless their origins justify jtwhich explains the higher use of Arabic by rappers of
Algerian origin Then the unique historiesocio-cultural differences between citiesad

to specific identity performances by rappers. These performances are sometimes
correlated with quantitative differencenost notably for the smaller use of NSL and lack

of verlanin Marseille. Finallywhat rappers perceivetobehei r audi enceds
is also determiningThis isbecause they do not normally use an excessive quantity of

NSL terms that their audience is unlikely to understand.

In conclusion, we have seen how diatopic determinants impact language use in French

rap in a complex and multidimensional manner. All thseparate determinants do not
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account for much difference on their own, but, when put together, they allow researchers
to understand linguistic variation in French rap better. The stronger determining effect of
citiescoi i r ms one asH2,p.2) definitich pihpaeed addistinctive
comi ng t og e.tTheemportanoe ofthusadistanaiiveness is crucial. The higher
you go on the geographical scale, the stronger the differences are likely tioebacT

that spatial and ethnic identitypf@rmances are not found to be constant and generalised
also supports Browns ( 27@9) descrippon of identities as fictive and not consistent.
This concept appears to be very relevant to French rap in which some rappers can change
their artistic andinguistic performances dramatically from one track to the rieadtly,

this chapter contributed to writings in sociology and cultural studies on space,
immigration and ethnicity by providing a sociolinguistic and qualitative take on these
issues, whichauld form the basis of further research. For instance, other studies on this
topic could focus again on the notions of spatial and ethnic identities in relation to NSL
but from a different perspective, such as word choice and frequency of use. The impact
of the geographical scale could also be refined by analysing a larger corpus with artists

from other Frencispeaking countries.
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Chapter IV:

NCessez de bouscul er
masculi neo, or an a
determinants

1. Introduction

A quick glance at the discography of French rap since the early 1990s is enough to realise
that strong gender power and social differences are at play in the genre. Indeed, as we
saw, only about 5% of attommercially successfuécorded albums were perfoed by

female rappers. This is why the main approach in this chapter will be to see if observed
linguistic differences can be related to gender identity performance. In French rap, strong
prejudices and widespread stereotypical beliefs regarding lingdifgcences between

male and female artists are common among some rappers. They assume that such gender

differences do exist, often limiting their understanding of gender to men and women.
Such a point of view is illustrated ihg following extract frons e g iriteéview:

Ouais je pense que dans le monde du rap, le verlan ca fait yptugeuMoi

" mon s e amgendg caaca it up @eu plus macho, langage cité et les

filles vont plus dans un délire love, mecs, tchic tchac, ca reste du francais un

peu plus commercial mais ¢ca doit rester du francais. Tandis que chez les mecs,

c@est beaucoup beaucoup plus courant comme langage. Donc a celaiveau

entre filles et garcons ouijepensédqul y a 80 % eptendrecade c hanc
chezungarconquechemaui | | e m° me si Utiserquarelux peuve
méme, ca existe heifSemiji, 2013)

Although his description is limited teerlanin this short extract, Semiji still presents in a
few sentences an accurate summary of the dominant beliefs in the gerale: feppers
do not talk about the same topics as male artists, their word choidesavef t er 6 and

fappropriate for womean(notice the use ofloit restej and they are not expected to
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iImitate male rappers. His use of the wordchois also noteworthy and serves as an early
example of hypemasculinity and the importance of performance in relation to gender
identity, which will be discusseldterin the introductionin this context, it makes sense

to investigate these beliefs to geewvhat extent perceived gender differences determine
nonstandard language (NSL) use. Still, a researcher looking at gender differences is
bound to explore similarities too. In fact, as Jennifer Coates (2004, p.3) describes, looking

at gender from the pgpective of similarities can yield different types of answers. This is
also abundantly clear in Semjids quotatior
as well when he acknowledges that sometimes both men and women use this type of NSL,

which is afirst illustration ofthe problematic blurring of lines between gender and sex.

Accordingly, it is not surprising to find many counterexampieshe corpus to such
stereotypical views. For example, the following extract from Black Barbie does not

correspnd at all to what is normally expected of a female rapper according to stereotypes:

Yeah -est urcrdp deonne femme
Cru, franc, dr et brutal

Comme | eselleseprend q u
Quand il y a violence conjugale
Comme les contractions
Quitecrispentsu t o hoépitali t d 6

(@}

Un morceau cr albhgéne sal e, comme | 6
Dans ce foyer pour filleméres
Comme cematonqg u i  a Wna grisonnitice

(Black Barbie, 2009Barbieturiquefi Rap de bonne f emmeo)

Black Barbie may not use many NSL words in this extract, but she clearly does not focus
exclusively ondélire love mecsandtchic tchac Even when it comes to NSL use, the
corpus contains many extracts that disprove the notion that female rappers c@nnot u
such words asftenas male rappers. Consequently, in terms of the research questions,
the analysis presented in this chapter will attempt to show to what extent, tih@mge

of all the categories of NSL (colloquial and vulgar words, abbreviatglasg,verlan,
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foreign borrowings and any combinations thereof) is determinad bye agertderst s 6
performancen the written lyrics but also in video extracts, which will play a role, as we

will see, when looking at the effect of gender identity pertotoe on NSL use.

Trying to analyse gender differences immediately raises one critical question: what
constitutes gender? More specifically, it is vital to differentiate gender from sex,
especially in the context of this researchnbrracademic spheresinlary oppositions are

still very much at play or taken for granted, with male versus female being a prime
example According to Braidotti (1994, p.145), this attitude originates friime
universalistic stance of scientific discowsend its finherent dubsmo (e.g.
active/passive, culture/nature or mascufine/mi ni ne) . T h ea upified b1 e m
understanding of what gender is and how gender identity is developed continues to spark
debate and discussion for practitioners andlaezani (@alker, 2014,p.333). At first

glance, one could think that gender is synonymous with sex and the difference between
genders would therefore be biological. That chromosomal, hormonal and physical
differences between men and women exist is denied by very few reseaftigeissue

begins when focusing on genddentity. The average person and many researchers and
scientists believe that these biological differences are directly and naturally correlated
with gender in society (Braun and Wilkinson, 2005, p.509; see alsai®o, 1998, p.21

and pp.2324).

The belief that gender identities depend on biological differences does have some limited
empirical evidence in the literature. For example, Deborah Cameron (2007, p.103) reports
that language is more latéra s e d s ibrains.M\éhouiyh language takes place in the

left hemisphere mostly for both sexes, it would seem that women use both hemispheres
to a greater extent than men. It does not mean, however, and this is where the problem

lies, that this creates a differencelanguage performance, word choice and topics of
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conversation. Presenting all gender differenceas bi ol ogi ¢oaraskthed na't
true, socially produced power relations between the éexesich will be looked at

further in the introduction, @ahto present them as somethifigzhich cannot be
guestioned (Moi, 1991, p.1030). To counter this phenomenon, festsninave defined

g e nd e r cudusal irttenpeetation or significatiarof sex (Butler, 1997, pp.52822).

In other words, sex would be th®logical distinction between men and women whereas
gender would be its cultural manifestation. As Judith Butler (1999, p.10) explains, taking

this argument tdits logical limitdb means that no direct correlation should be found
between sex and genderhd is more, if fully investigated, the notion of sex itself loses

its straightforwardness. According to Butler (1993, pib)he concept of &s
troubled terrain, formed through a series of contestations over what ougltdedsive

criterion for distinguishing between two seaedhis concept also has a history, and

changes depending on the culture.

It results from this that, fundamentally, gender is a cultural category: it is seaiadyed
andfluid. According to Hughes and WilliamsQ@1, p.1), this stance was most famously
defended by Simone de Beauvoir, who made the distinction between sex and gender
chose not to believe ibiological destiny, and saw gender as a social pro&iss.

famously declared:

On ne nait pas femmen ledevient. Aucun destin biologique, psychique,
economique ne définit la figure que revét au sein deo@été la femelle

humaine; c 0 enseimble 1dé la civilisation qui élabore ce produit
intermédiairee nt r e | e mOI| eon qublifielde féniimanger a t guao
Beauvoir, 1949, pp.28386)

The pervasive problem with socialtlyeated gender identities is that their genesis is often
concealed, i.e. people believe in their naturalness anddineat relation to the sex of

individuals, whereas little or everome can be found in reality (Butler, 1997, p.522). For
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example, there is no biological reason why women are usually found in the employment
market as feminised service workers (e.g. salespersons, secretaries or air hostesses) or as
workersi n  fi h e lepsisni ¢p.onpsaxhdrs, social workers or nurses) (Fraser, 1989,

p.124).

However, gender identities are not simply binary and, like all other forms of identity,

must be looked at in terms of individual performances, which are usually called
O6performati vi tiesékwinglodigemdB8ut kémudender nf | ue
Trouble(1999; first published in 1990). Given the prevalence of this term in the literature,

this chapter will refer to gender identity performance as gender perfotmaiihis

gender performativity islearnedn d devel oped dlives(sea@dhBulet, peop
1999). Gender, as a performative act, is a learned behaviour that is imitative asdqumoce

to such an extent t h@alberstam, T08lpp4d3d. Ad Butlel o o k
(1993, p.2) specifies, gender perfotmavi ty shoul d ginguar obe see
deliberaté a c treiterdtive arid sitatidbnali.e. people are constantly performing their

gender according to cultural and soatndards. Gender performativity is therefore not
independent; it is constructed by all the contextual relations of the individual with their

social surroundings. In rap music, performativity differs from everyday life because
rapper so | i arggmoresexplicidy adistid pertotmances, but performativity

still applies. In fact, this notion plays an even stronger role in this movement, precisely
because of the fact that rapppesformin their tracks. These artists construct their artistic

gende performativity by imitating, adapting to, criticising or transcending whatrothe

artists have done in the past. This is whabpledo in their everyday livesbut with a

stronger emphasis on performance. It would therefore be even more inaccuratelbe des

these performativities as expressions of singular and personal gender identities.
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Given the social dimension of gender performativity, it comes as no surprise that these
performativities are governed by strong power relations. These gender powensela

are equally important in French raphere male rappers clearly dominate the movement

in terms of numbers compared to the minority of female rappers. Moreover, allusions to
these power relations can be found in many rap tracks, such as the folloanimg

Médine;

Garcon avec le cerveau dans le calegon

(...)

P u i enfuisla@hement par la grande porte

Avecl a certitudeenpate | e masculin | 0
Tropdec hoses qui me icid®s ol ent alors qubo

Ce sont les femmes qui font de nous des hommes,

Et que bierplus que les hommes elles sont chastes,

Que chez les lions ce sont les femelles qui chassent

(Médine, 2008Arabian Panther A A | 6ombre du moOl eod)

As Médine indicated in his lyrics, most individuals perform gender irdptermined
manners. For instancé/édine tries to defend women and criticises men for their
chauvinist behaviour. Many men are influenced to treat women in this chauvinist manner
by social norms and traditions based on sex segregation and stereotypical gender
performativity (hooks, 1981pp.560561). According to Toril Moi (2008, p.262), these
social traditions are the effect tifieterosexist and heteronormative power structures
Individuals are theoretically free to act as they wish and contesting the status quo is
always a possibilitybut most people feel compelled to follow traditibhehaviours

because they fear AButlec 1997, p52@®.ncti on and t at

As a consequence, we can say that:

Gender is not passively scripted on the body, and neither is it determined by
nature, language, the symbolic, or the overwhelming history of patriarchy.
Gender is what is put on, invariably, under constraint, daily and incessantly,
with anxiety and pleasar but if this continuous act is mistaken for a natural
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or linguistic given, power is relinquished to expand the cultural field bodily
through subversive performances of various kinds (Butler, 1997, p.531).

As Butler suggests in the above quotation, angtroorrelation exists between gender
performativity and power relations. Butler (1993, p.2) explains that the norms regulating
gendewor k per f or mat thevrateriglitytofdodies m pheysdierialise

t he ¢ ogshyvwielassawldiffr ences to consolidate fAthe
When making this claim, she does not deny that the fixity of the body is material;, she
simplysag t hat t hi s moattpredudtive ¢ffect of poives (ButldrE93 i

p. 2) . T h igender isinstituéed thrauglethe $tylisation of the bwdg other
words, it is through our clothes, bodily movemengestures, or actions that we
ficonstitute the illusion of an abiding gendered s¢Butler, 1997, p.519). In fact,
according to Bourdieul@98, pp.9192), the body is socially determined in a twofold
manner: its appearance depends on external -sattioral conditions, such as the
profession or eating habits, and its perception and evaluation rely oncsitcial
factors, e.g. considerirtpin bodies as desirable or on the contrary a sign of poverty. As
Hughes and Williams (2001, p.2) specify, this can also mean that gender performativity,
which is thus controlled bfithe dominant, compulsory heterosexual regims only

visible on the owdide of the body butapper s t o be t he expr.ession

The concepts of performativity and power relations are also essential in another discipline

that is key when carrying out an analysis of language use awémgeueer theory. This

field of study which is notthe same as Gay and Lesbian Studies, fian i nter di s
and antihegemonic critiqueo that analyses
Weber, 2011, p.155). Motschenbachatrmand St
for various, often highly heterogeneous, approaches that are driven by a critical focus on

het eronormativityo, often from the fApersp
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words, queer theory looks at how certain heterosexual norms ang &abitonstructed

as Anatural, normal, or preferableodo, such
women oOor men, t hat Opr oper 6Mowwchembachersamdd me n
Stegu, 2013, pp.52821). Queer theorists criticise the idea tbaxuality would be the
Abasis of an essentialist identityd becaus
of sexuality with other determinants (e.g. ethnicity, age, class, etc.) (Motschenbacher and

Stegu, 2013, p.520), a notion that will berenéully developedaterin the chapter.

At the intersection of queer theory and linguistics, the discipline that is most relevant to

this research is queer linguistics. This discipline uses some of the insights gained by queer
theorists and applies theto language, from a sociolinguistic point of view as well as

Aal most al ¢ | ataendgudigeci plineso (Motschenba
Consequently, queer |linguists critically a
het er os exiea lniotrynd taosgett her with the notion
(Mot schenbacher and Stegu, 20 luBderstandthe?2 2 ) , \
role of language in society withosti mpl y reproducing cultur al
p.39).This keads to analyses of the discourses surrounding sexual identities, with a focus

on Adiscursive actso and ficultural practic
is natural and normé@Nelson, 1999, p.376Queer linguists do not see languageasd

reflective of stable or prdiscursive identities, but rather as one of the means to perform

fluid and temporary, i.e. contextual, identiti@glotschenbacher and Stegu, 2013, p.522).

They challenge whether linguists and researchers in other dissipthould limit
themselves to t heattewoorfikismaroff medreo and f
alienates anyone who deviates from the average heterosexugotsohenbacher and

Stegu, 2013, pp.52223).
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Such contestation of the statggo also leds to discussions of androgyny and hybrid
gender performativity, which will play a role in this chapter. Fullwebdl.(2011, p.115)
explain that both genders can manifest typically masculine and/or feminine linguistic
features depending on various fastosuch as the purpose of the conversation or the

relationship between the two speakers. This prompts Thoeisah (2001, p.174) to

declare thafi g e npdeterential anguage i s not definitional

individuals are not limited byrgy single gendered linguistic strategy, but on the contrary
will select masculine and/or feminine features according to the context of the

conversation.

In this analysis, one of the main questions will be to see whether the previous assertion
applies toFrench rap. The literature that focuses on how gender impacts language use is
abundant mostly studying men versus women and, as Coates (2004, p.3destire
skewed by theaci ¢s aapddpddge@e vadetiesvhile rarely

taking the aforementioned queer linguistics notions into account. In recent years, the idea
that men and women talk differently has become immensely popular and forms what
Deborah Cameron (2007, g8 ; see al so Xia, 2Matsapd c al
V e n uFsimdamentally, the premise behind this myth is that men and women do not use
language in the same manner to communicate (Cameron, 200-8) paliegedly,and

these are the definitions that will be used in the upcoming qualitative snédysinine
speech is characterised @myllaboration and affiliationan increased interest in language,

a greaterlinguistic mastery, and a strong focus on interpersonal relations. On the other
hand, masculine speech is supposed to be characteriseanolsy linguistic
competitiveness, less politeness, more directness, anthtdr@alisation of a more
adversarial speech (Coates, 1996, p.13). The idea behind this theory is that since

childhood men are influenced to focus first and foremost on their staiagss, which
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is reflected in their speech and word choice, whereas women would be more encouraged
to focus on interactions and emphasise solidarity (Coates, 1996, Th22g differences

are assumed to be the ramtuse of miscommunication between mad swomen.

However, scientific research on this topic does not support these stereotypical beliefs
(Cameron, 2010, p.526) and many supposed misunderstandings between men and women
can be attributed to tactical decisions, like pretending not to undetstavadid having

to act (Cameron, 2007, p.89). When differences do emerge, they are not typically wide
and these same differences can be found when comparing only men or only women
(Cameron, 2010, p.526). Some observed linguistic differences can alsoireetind

linked to gender if they have a strong correlation with specific roles or activities typically
dominated by men (Cameron, 2007, p.50). If both men and women from the same role or

profession are interviewed, such differences are unlikely to manifest

Nevertheless, Cameron (2007, pp&8) does acknowledge that gender plays a part in
language use and that being a man or being a woman is likely to be marked in some way,
because most people see their gender as being fundamental to their identisheYet,
stresses that the ways to mark this distinction will always vary depending on the
individuals, since their linguistic performativity of gender does not realyedd on

figl obal c ameg arnide s wbfmmed d a pantieular aodhmuechhmer
localforrs o f mascul i ni(Gawercm, r2@07, ppesdd). Whahshet mgans

by this is that masculinity and femininity are gendered and performed equivalents of men
and women, they are not necessarily limited to biological sex, and they ameiversal

but rather individual and dependent on local gender performativities. The importance of
such local performativities was already made apparent in chapter 3 on diatopic
determinants and gender is no exception to this crucial impact of spatizhithetats. In

addition to local performativities, these linguistic choices will also vary according to
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peoplebs age, origin, occupation, soci al
Indeed, it would be wrong to compare gender differences taliffexences between
nations because no geographical boundaries separate gg€at@eson, 1996, p.36). So

if gender is performed linguistically in a similar way for men and women, why are
linguistic gender differences emphasised so much? Beyond the ipesn&ffect and
attraction of stereotypes, Cameron (2007, plZpcites the problem that many studies
that do not yield results are often not published. In the context of language and gender,
this means that studies that find no differences between niewamen are less likely

to be published.

The question that remains to be answered in this chapter is to see if the findings of
researchers like Deborah Cameron and Judith Butler will apply to French rappers and
their use of NSL. To tackle this questiohetquantitative and qualitative analyses will
offer two different approaches. The descriptioritef quantitative results will be much
more dichotomous, looking at male versus female rappers, while the qualitative analysis
will focus on broadr gender peormativity. In this chapterthe study of the similarities

will be as important as fiérences: when taking contextual performaimte account, do

female and male rappers use different or similar languages?

2. Quantitative data and gualitative analysiof the gender
determinants

The guantitative results (see Appendix Il 4. for full tables) from the linguistic analysis of
NSL use by male and female rappers show that the differences between male and female
rappers were relatively small in terms of oveNBL use. There was only .7% variation
between the two sexes (men: 7.61% NSL; women: 6.91%). All NSL categories were very
close, except for vulgar words and combinations of categdfieen though their use is

quite low for both sexes, these categoviesestill used around twice as much by men
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(0.76% vulgar words against 0.31%; 0.54% combinations compared to 0.31%). The use

of verlanby male and female rappers was also rather similar (men: 0.4%; women: 0.28%),
and certainly far theirroducBoa. wipedovéersmale andfemalept i o n
r a p puserotfareign words was quite similar, although male rappers usedligatty

more (2.04% instead of 1.72%) . Female rap
proportion of English (74.7%) and Aral{15.06%) to male rappers (79.62% and 14.1%).

This finding is particularly relevant for Arabic because strong contrasts had been
observed in the previous chapters. Yet, it appears that on average no difference can be
found in relation to gender. Despitieese similarities, it must also be noted that male

rappers used a greater variety of foreign languages (fourteen for men against nine for
women), although this difference is likely to have been caused by the larger number of
tracks in the male corpus thatlowed more infrequent borrowings to appear in the
databasewhich diminishes this distinction significantlyinally, the similarities between

the sexes extended to grammatical categories, as they exhibited very few differences.

Moving on to the qualitive analysis, the first crucial point that must be raisetihe

I mpor t an c eunwdrsalstic discaliisasvpen fboking at gender performativity

in French rap or any other social group (hooks, 1981, p.554), as was already mentioned
briefly in the introduction. As Kalle Berggren (2013, p.189) stresses, a more

Ai nt er sapmdachamust bedundertaken. By isgythis, the author means that

gender is always interconnected with other equally important determinants such as age,
social class, or ethnic and geographical origins, thatal\ce r ge t o cr esat e t h
personal gender performativitiyn other words, it is difficult to use gender on its own to

make broad generalisations as its performativity varies a lot depending on individuals and
their background, a phenomenon also mentioned by Scylla and L. Sinistros in their

interview:
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Je pense que ce queplersonne encore une fois veut faire passer, le langage

est une arme pour faire passer ¢a et chacun va avoir son intelligence de plume

et son humour souvent pour faire passer justement ca.sEjalkes ben

®vi demment S guelqudumdoastunguehguéudec
s e | mnage ¢dda envie de dégager dedméme, parxemple montrer que

c ' e st ungde a@ul, gen bva utiliser un vocabulaire le plus dur possible.

(.JMoi par e x e mplumde trgs &és dans lsmémpherd, et gabd

ben voila ¢ca dépend de qui tu es de la maniére dont toi tu es structuré, de ton
caractere, de tes influences, et de ce que tu veux dégager. (Scylla, 2013)

Je dir ay a pag wamemnt denddférence entre un rappeur et une
rappeuse. Maintenant, chaque personne est différente, chaque personne a un
vecu.(L. Sinistros, 2013)

Not only ar &pastlam backygrdund siguificaat! bdt, as Scylla remarked in
these exicts, the effect that they are trying to create in their tracks is also essential to
NSL use. These points have been raised in previouseskand are an overall theme of

the whole thesjssince all the determinants analysed in the separate chapters are actually

always manifested simultaneously in all tracks.

The quantitative results from two tracks by female rappers and two tracks by male rappers
illustrate this phenomenonwe.a s e@O®atfiur e r at ®e o LUbaresz 1. 1479
la bétg |, Princess Ani sb6s nTr &pCadefoarpde mad 15. ¢
douleu) Oxmo Puccinods fALe solLéeat me yahd op aio X
Scyll abés ABX Vi be dnimerdid).. TheIbéatrabt ound beBrveeh the

NSL results of these tracks certainly cannot be attributed to linguistic differences between

men and women, since both sexes produced tracks with a lot of NSL and tracks with very

little. To try and understand the differendestween these salts and their relation to

gender performativity, a deeper qualitative analysis of both lyrics and videos is required.
Given the amount of information found in each track, this analyiifoaus ononly two:

Caseybds fHCra®sat yliavibest ®e 0
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The first tr a,dskerformélrhb®Gasey a femate aappBremhose parents

were originally from Martinique, who was born in Rouen and who now lives in Seine

SaintDenis. Inthis track, shess| ear |y not the narrator. She

discourse anthckling the issue of racism towards black people in modern French society
and the history of African slavery. When looking at the linguistic results, one would not
expect to find a rap track with many adversarial and stereotypically masculine behaviours,
such as tring to appear aggressive, physically strong, independent, unemotional, active,
or more competitive. Yet the video and some of the lyrics tell a very different story. The
first image that the viewer sees islaull, followed bya muscular man with war paiah
hisbody accompanied by a sinister souisithe video progresses, women and half naked
men are seen dancing in trafde

states, muscles contracting in a display

of strength and agility. Then the camera

moves to Casey. It becomes rapidly

clear that her behaviour and appearance

Casey, 2010, léez la & S Zéature raides (0:19)

are far from being stereotypically

feminine Her physical appearance is masculine, with her braided hair, making it look

short, and her hoodie. Then Casey
118

on her thighs, with heavy, long

i | i]‘ My ‘ﬁ

necklace around her neck. She evda R
Casey, 2010, lémez la @ S Zéatdre rhides (0:49)

stands up and starts moving like

boxer, further stressing her aggressive and adversarial attitude.

170



What is more, the lyrics contain references to aggression and physical strength, such as

the following extract:

Parfois le auvage plonge dans la démence
En rage peut réduire un humain en miettes
(Casey, 2010.ibérezlabéte ACr ®at ur e r at ®e 0)

This image ofsavagery is a recurring theme in the track, as Casegrides and
appropriates views commomhen slavery was an accepted practice. Black people are
therefore described as animals. This creates a dichotomy in the lyrics. On the one hand,
it is very clear that this animality is negative and insulting, sibleek peopleare
presented as intellectibainferior to white people. Yet, on the other hand, the artist also
lends them strength and power, in several instances like the previous extract, by
explaining that these slaves were strong and should therefore be feared, which is also
emphasised by thé@deo that features men dancing with war paint. By drawing on both
the video and the lyrics, the viewer therefore understands that these slaves were not
inferior to white people in reality, but in fact proud warriors who were physically strong,
independenand active, all prominent stereotypical masculine features. In st®dan

see t haperséhal ifegxgeriences and sbeiad ethnic origins have Iduer to

create this track with a particular form of masculine gender performatity.

The secondt r ac k , A, BsXperfdrmédeby &cylla who is, as we saw in the
methodologya Frenchspeaking Belgian rapper whose parents are also Belgian and who
grew up in Brussels. His track is a clear example afgantriprap, focusing not so much

on himself btiratheron the city that he is trying to promote, Brusséle video starts in

the sky with the sun above the clouds. Then the camera plunges down. Underneath, it is
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raining on a grey city. A man stands in
the rain, raincoat and hood o@nly
half his face is visible and he appears

threatening, clenching his right fist.

Next, the camera zooms on his face as
Scyll S LYYSNEAZ2YZ 4. - ] . .
ehibi s *’ he stares at the viewer, with a very
intimidating expression. This threatening and masculine pedovity is matched by the
lyrics:
Alorsfieu, t u rdéconnaioge?pas | a force de |0
Tu morfles téas tort de me mettre hejeu
Pote je bosse ma gorge vaut délo r

Mo i élalpote une nouvelle sorte de rap exporté de la morgue
(Scylla, 2009)Jmmersion  fiVBiXb e s 0)

As the video continues, it turns out that he is standing on a roof above the city, like a king

on a throne overlooking his kingdo

but also a trope for an outsidén the
following shots, he is seen wearing
leather jacket and casual cloth

while walking in the city, rapping an

{Ottl S HnndD SOGSNEAZ2Y S

making aggressive gestures (e.
thumb across the neck), which reinforces his adversarial masculine gender performativity.
Other men are seen in the video, break
dancing or talking to the camera, lips
synced to the lyrics. Soon after, the

rapper is represented with the use of

drawings of himself as a winged

A
{Oeftftl X HAnndpX LXMSNEAZY S
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demon, which further stresses his strength and power.

In brief,itcanle seen t hat gender performatdeévity
In both tracks, the video and the lyrics feature strong, threatening figures who are
performing a form omasculine identity that is typical ofp music. Both videos are in
black and white and both artists are wearing similar casual clothes. Moreover, many
references are made to death in both tracks. Yet, the linguistic results could not be more
different. This confirms the fact that in many instances gender alone cannot prddict NS
use. In these two examples, the most determining factor, beyond individual differences,
might bet he genr e of srtragk belongsg tego trifacryd | Gds e y 6

knowledgeap. Thisdeterminanthowever, will be explored in chapter 5.

As coul already be observed in the previous two tracks, performativity is central to how
gender manifests in both music videos and lyrics. Indeed, this concept is as equally
important in the music industry as elsewhere (McClary, 1993, p.404, and 1994, p.78). As
mentioned in the introduction, and according to Butler (1993, ppb716997, p.519), this

act of performing gender through speech, bodily movemenisshionis reiterative in

its very nature. This means that male and female French rappers can bedetgecte
perform their gender by repeating certain bodily and linguistic behaviours. These
behaviours will be determined by what is considered to be the norm, which is
heterosexuality in most social groups, since not obeying it results in social sanctions and

taboo (Moi, 2008:, p.262; Butler, 1997, p.520).

If Frenchraps st udi ed a s objactive relatiorts betwieen endividuals ®r A
institutionswhoea e compet i ng f(Bourdieu,A9¥84bspal@r thésatgeek e 0
thatone of Fr eshdetbrminirg plokas regaoding masculine gender identities

can be viewed as t hma eu lfAcooidiagyte Zaitichik yand o f
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Mosher (1993; in Vokewgt al, 2013, p.562),hHis concepts a type of performativity and

narrative thatan bedefined as the embodiment of four intee | at ed bel i ef s:
as emotional sel€ ont r ol 0, Aviol ence as manl yo, i d
attitudes towar d wbeneefn2008;midvamete, A0 Iq etleee a | s o
words, it is theperformativity of excessive and stereotypical heterosexuality, defined as
having to be strong, independent, sexually active, and/or in control, which is sometimes
accompanied in rap music by threats of homicides (Hunnicutt and Andrews, 2009, p.626).
Although typically applied to men, these conc
ACr ®ature rat®eo already exemplified to sc

analysis.

This gender performativity is certainly not universal in French rap bsitnonetheless

very pervasive, partly due to the impact of Amerigamgstarap. Some of the most
famous and successful artists in rap history, like 50Cents, Tupac, TheGame, Dr Dre or
DMX, to name but a few, regularly show(ed) off their muscular bodieite videing
surrounded by provocative young women. Even in France, some of the melshovef

rappers imitate all or some of these behaviours, such as Booba, Sefyu, Rhoff, Nessbeal
or Seth Gueko. Not sprisingly, the corpus contaimeany passages that ditrate this

tendency:

Le doigt sur la gachette ou sur clgto
(ROHFF, 2010Lacuenta A Ri en ~ prouvero0o; NSL: 10. €

Pasd émbrouillesman pas de litige
Sinon ¢a va saigner esé que tpiges?
(Booba, 2008Tempsmort ABoul bi 6; NSL: 10, 48 %)

Trop cher le gasoil, ma jauge déborde de samgille!
Lespecsqui vont avec, la voix qui va avec
(Sefyu, 2011Quijelesuis fiTop Guno,; NSL: 9. 72 %)
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These three extracts exemplify typical hypessculine gender performativities. Rhoff
mentions havindnis finger on a clitoris or a trigger, the former exemplifying his success
with women while the latter stresses how dangerous he can be. The last two extracts focus
more on strength and aggressivity. Booba warns people that blood will be spilled if he is
provoked and Sefyu boasts about being full of blood and muscles. In other words, the
above extracts show how these male rappers are trying to project the image of being
strong, muscular and dangerous. These tracks also contain a high percentage of NSL
(arond 10%) because this type of hypwasculine gender performativity is often
reinforced by the use of slang and vulgarities, a concept that will be explored further in

the chapter.

Furthermore, this gendeelated doxa also contains the pervasive ideadht men
should rap, an observation exemplified by the overwhelming majority of male rappers in
the genre. This common belief is also illustrated in the following quotation from El

Matador:

Surtout en France et en Belgique je pense que si tu vois une fille rapper, tu te

distout de suite @h oui c'est la meuf qui rappe, nanani nananby a direct

quelqueche e on ne va pestgpasdgatei fn ®ygeitn .f , Macids
b e s o ielle teproude entre guillemets, stast une femmegEIl Matador,

2013)

In this extract, it is evident that, although they are not completely rejected or banned,
female rappers need to prove their talent before being accepted as rappers. By reading
between the ties, we can see how El Matador suggests the opposite as well: if a man sees
another man rapping, his first assumption will be that he is a talented and experienced
rapper. This opinion may change quickly after listening to him, but it is clear that, in El

Mat ador 6s opinion, upon first seeing a ma
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capacity to be a rapper is likely to be questioned. It does not help either that women are

treated by so many male rappers as sexual objects.

Even when male rappers do noalig treat them as such, many artists, like Whoopy
Jones, are still very uncomfortable with the idea of a woman speaking and rapping like

male rappers:

Oui, bien sir, je vais te dire clairement, moi, avoir des rappeuses qui parlent
comme des chiottes, ¢afntéresse pas. Cdastpas bien, je sais... Mais je

n @ aucun souci avec une fille qui va faire du rap, il y a juste une maniére de
le faire. 1l'y a des filles qui le font bien. Didésy elle le faisait bien. Elle était
terrible, elle était trop trop fte, elle savait dire ce Gufallait. Il y avait aussi

Lady Laistee... Mais les filles qui fonta | , aimeepasfedrouve quésst
pas... Enfin, elles le font moins parcedgjies savent bien. (Whoopy Jones,
2013)
The weight of dominant gender led6 | i es heavy ddeclaMiomopy J

Although he claims the contrary, he seems to be struggling with the idea of a woman
rapping. If they do, they are supposed to do it in a sterile and precise way, whereas male
rappers are free to rap however thegnt. He even appears relieved at the end of the
guotation when he states that most female rappers abide by this principle. However, his

opinion in this regard does not mattie actual behaviouof female rappers.

Faced with this lack of acceptance bysnmale rappers, many female rappers have had
the opposite attitude: they have leaned towards a more masculine gender performativity
by trying to imitate male rappers and to ignore the gerelated doxa. As El Matador

observed, female rappers often aud aress like male artists:

Tusaisil®my a pas usastaffrmé&uniaintgnant peéré que ca

se fera, en tant que meuf, mignonne avec des cheveux longs. Ellesusent

en mode gar -estpareimukKeun®., @©®G amds at dodautr
connues ontpas fqreementnpércé, mais ca a été comme ca tout le

temps. (El Matador, 2013)

El Matadots quotation simultaneously describes the phenomenon of masculine female
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gender performativity whi |l womanasa@bseneffromf or c i
French rap. In this quotation, he is policing the boundaries of gender in French rap by
implying that female rappers should be feminine, which he defines as being attractive

with long hair. He does not address the social constructigender nor the fact that the

way male rappers dress is equally atypical and even sexualised, since it is often about a
display of hypemmasculinity. It is as if, in his mind, it was strange only for a woman to

act and look like a rapper (e.g. baggy sers, a large hoodie, a hat, @gching jewels,

etc) . The wval i di tbghaviours ismmatl geesti@anedt Théstobsérvation
illustrates how many male rappers, who are part of the dominant group, almost cannot

see how their perception of rap musagects and belittles female rappers, who are part of

the nordominant group (on this topic, see hooks, 1981, p.557).

Yet, as explained above, it does not prevent many female artists from completely ignoring
the idea that women should not act like malgpers. Despite taboos and social sanctions,
my research shows th#ttey choose to perform a very masculine form of gender on
numerous occasions:
Cessezd b 0 u s exallea tgudulémasculine
Mesorig nes et mon adaispagsfardsanosgyne, j e no
(Casey, 2010, ibérezlabéte A R°ves il limit®so; NSL: 2.
Moi ici pour étre le meilleur des hommes
J\dens ici exposer toute ma réalité

Représenter imposer toute ma féminité
(Lady Laistee, 20055econd soufffée A Cor dao; NSL: 10. 96 %)

Petitepucelledumc r ophone,

jehymarddi s te d®chirer |
(Black Barbie, 2008Black Barbie style A L a

reine du 930; NSL

It is clear from these extracts that female rappers arecpgrdapable of adopting (hyper
masculine behavioursnd narrativesin the first two quotations, the two artists directly

allude to their masculinity, with Casey actually using the teyuesile masculineand in
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the third, Black Barbie utters a sentence that is very violent and sexually explicit, a
typically hypermascuine gender performativity for rappers. Unlike with the previous
tracks from male artists, this gender performativity is not necessarily accompanied by
moreNSL, as all three extracts vary in this respect. This means that some female artists
reject the ideaf acting or looking like stereotypical women but do not necessarily extend

it to their language.

This rejection of the doxa is not limited to female rappkrsmerges from my research
that nany male rappers also choose to perform their gender dntipositioning
themselves against common stereotypes in French rap. As will be apparent in the next
extracts, these male artists not only reject the accepted expressions ahagpatlinity,
but alsothe treatment of women and female rappers:

Il veut que des bellemeufs desliasseset des Berlines

A ce gu'il parait de nos jours, on appelle caM@
(Scylla, 2009)mmersion fiLe voil e des motso; NSL: 2

Nous aussi on souhaite émanciper la femme,

Mais on ne regélera pas le problemeeanokantles Afghanes

Travalil égal, fiche de paie inégale pour femme,

C ést tout de méme pas une philosophie musulmane

(Médine, 2008Arabian panther A Dondét Pani k o; NSL: 10. 7

Etils®r ont pas nombecoarssx ~ voénir ° ton so
Sous prétexte qun hommega souffre pas et cdaint pas

(Tandem, 2005C 6 est toujours ,pailre aneowmx eq rists &\ e
NSL: 11.11%)

In these extracts, we can see that the artists are condemning common beliefs and
perceptions in French rap and in modern society. Agais behaviour is not always
accompanied by a rejection of linguistic norms, since two out of the three artists use a
high percentage of NSL, a practice that is in accordance with the main doxa. One of the
extracts further illustrates how rappers arenaatessarily limited by one type of linguistic
gender performativity. Scylla used only 2.17% NSL whereas his previous track (Bx
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Vibes) contained 16.53%. Depending on their g@salsd on t he context

linguistic gender performativities will vary.

This confirms how these performativities are indeed fluid and temporary, as queer
linguists assertBased on my researclnig assessment applies to both male and female
artists. For example, female rapp&yender performativities are not edenensional and
limited to masculine and hyp@nasculine attituded/any female artists contest existing

norms in different ways:

Pour celles qui font la vaisselle et puent des aisselles
Pour celles estringsficellesqui jouent legpucelles
(Lady Laistee, 20055econd soufffe AiCor dao; NSL: 10. 96 %)

La plupart de mes siurs
Sonten mode40i 42
(Amy & Bushy, 20101 life, A Zoul etteso; NSL: 12.57%)

Remballetoutes tebimbos
R e g a rsudseas@dod
(Amy & Bushy, 20101 life, AAttendso; NSL: 10. 97 %)

These three extracts present coupenformativities to stereotypical beliefs regarding
women and female rappers. They are only a small sample of all possible performativities,
but they nonetheless already contain two very different attitudes. Thefiesttgpresents

a form of gender performativity that is neither masculine nor completely feminine. Lady
Laistee mixes stereotypes (washing up, thongs, acting like a virgin) andséeneotype
(smelling bad) to create a unique and intriguing form of agylious gender
performativity. Her use of the vejbuerin qui jouent les pucelleshould also be noted.

It illustrates the performative nature of gender once more: Lady Laistee stresses how these
women areactinglike virgins, a behaviour that is conteat@and reiterative. She does not

wish to claim that this is how they are, but only how they choose to act in certain

circumstances.
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The last two extracts differ from the first one in this regard by the use of thétverh

sounds as if Amy and Bushyeatrying to present facts about women which counter

general expectations by stating that most women are not like famous thin stars. They
perform their gender by stating how they ¢
and Bushyos ehowhow gender perforeatiaty i®notédinasy but must be

placed within a continuum of possible contextual and reiterative performativities.
Furthermore, it can be observed that all three tracks dismiss the notion that women cannot

or should not speak liketeseotypical male rappers: all three tracks contain a high

percentage of NSL.

All these examples of gender performativity are intimately linked to the existing gender
power inequalities in French rap. French rap is a movement that contains many male
artigs who feel that they are more entitled to rap than female rappers, which has become
clear after analysing some of the previous lyrics and quotations from interviews (e.g. El

Mat ador s and Whoopy Jonesods) . 't liys al sc
chauvinist rappers in France and America and in the limited presence of female artists in

the movement. Many of these male artists construct their gender performativity around

the heterosexist doxa in the movement. As a result, it is quite comma tivefces of

these beliefs in the lyrics, which serve to illustrate and reinforce the dominant position of

men over women and female rappers. The following extracts are good examples of this

phenomenon:
Surveille tafrangine si elle a des groszezs
(El Matador, 2009Au clair du bitume fA Ape apue apeo; NSL: 13

Et p e ntempsrcommend ¢ca va dendemt les autres
Bi en s auwpéur de ladoxgr devant lgesses
(Sinik, 2006,Sang froig fiDescent e aux enferso; NSL:

Touche pas smonpote encore moins a mgo
(Mafia KoDubBmgw,b "2 0M@&7/omdr test possibled; N
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Laisse pagrainerta fille ou son fils aura ma téte
(La Fouine, 2011Capitale du crimevol,3 fiJal ousi e0; NSL: 11.

All four rappersassert male domination over women in several different wialithese
narratives In the firstextract El Matador shares his belief that brothers need to interfere
with their sistersdéd romantic relationship:
them. He does not seem concerned to know whether his sister agrees with his initiative.
In the second, gender performativity is more complex becauseiSaplicitly not the
narrator. Instead, helays the role of an imagined abusive husband. Nevertheless, it is
striking to notice that this character is not afraid of beating his wife, only to do it in front

of the children, an utterance that exemplifies how male domination over women by using
fearand violence can appear normal to some individuals. The third extract is a mix of
protection and possession. Although the rapper is warning people that he will defend his
girlfriend if necessary, this declaration is also surrounded by domination andlcastro

this woman is unlikely to be free to leave him without potentially dangerous
consequences. The last extract alludes to the sexual possession of powerless women,
almost as if there was a direct correlation between wandering alone as a woman and being
sexually assaulted. We can also see that these reinforcements of male power can be

accompanied by higher use of NSL, although not systematically.

As we saw earlier with some examples of gender performativity, female rappers do not

passively endure thisate dominationThey adapt to this hypenasculine environment:

Et tu as aussi des filles qui se retrouvent dans un environnement ultra
masculin et qui du coup vont peétire vouloir prouver deux fois plus @lies

ont leur place ldedans. Donc elles vomteutétre rapper comme des
bonhommes et iiser peut° t r e e n c am autrepceriaiss tegmed

Parce qcelles misent aussi sur ce coté ironique, vu que c¢a fait un peu bizarre
déentendrec er t ai nes ¢ h o siredille. dkeelles wnt peedvec he d 6
méme parvenir a briser des clichés a ce nihlaa{Scylla, 2013)
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What Scylla is describing in this extract is a typeeréessivenypermasculine female
gender performativitywhich is emphasised by the usepobuver deux fois plysas a
response tohe hypermasculinity of French rgm phenomenon that has already been
observed earlieio some extentAs wesaw, many female rappers reject certain forms of
gender performativity that are built around appearing stereotypically feminine. They are
not afraid to claim the existence of their (hypenasculinity, to use vulgarities or to

appear violent and to createndiicts.

At this point in the analysjghis attitude should no longer be unexpected. What can be
surprising, however, is how far some female artists can go. As Scylla explained, some of
them are willing to do anything to show that they belong, evenoreinfy the male

dominated heterosexist doxa in their lyrics:

Dans| uinderground e c 1 ur eabteemmuréidans le Isétors 6
Tropd ecsau compteur donne mauvaise réputation
(Black Barbie, 2008Black Barbiestyle AiUnder gr oundo; NSL: 9

Celles gusucent pas pour leash
(Amy & Bushy, 20101 life, AZoul etteso; NSL: 12. 57 %)

Tameufkiffe tonpote t u sais pas ce qui tobéattend
S i as tleda chance, elle prendra sa pilule a temps
(Amy & Bushy, 20101 life, AAttendso; NSL: 10. 97 %)

Y a des tas dputes ca baisemais ¢a fait la prude
(Di amd s Pbangmabile fADans ma bull eo; NSL: 8 %)

Certaines attendent leursregiesu r t e f aellessontwierges r e qu 6
(Di amd s bangmlab@le fADans ma bull eo; NSL: 8 %)

All of the above extracts are helping to spread the idea that women can be regarded as or
treated like prostitutes, especially if they are sexually emancipba&en out of context,

these quotations could be assumed to belong to chauvinist male rappetisolapparent

that such linguistic and gender performativities seem to be accompanied by higher use of

NSL, just like the tracks with sexist content by male artists that were studied earlier. This
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observation dispels the incorrect idea that this gepédeformativity is found only in
tracks by male rappers. What is more, it also explains why so little difference was
observed in terms of NSL usthis study shows thdioth male and female artists are
capable of the same linguistic gender performatsjtregardless of how misogynistic

they may sound.

The opposite performativity by female artists is also very comimaime corpusThese
female artists react to the explicit expression of male dominance by condemning it or by

treating men in the same manne

Y a comme un godt de peur cheznesufsd e anl2@0
(Di amo s Panmlab@le fiLa boul etteo; NSL: 11. 30

Et les [rataillesbavent a la moindreatequi passe

Trop vite errade on s 0de ma titeltasseq u i est l a p
N6bessai e m° meanamalace ddt e mettre

A v a n bn dgoun@ ta vieille carcasse a la casse

ImmatriculePA, issue du 95

Lesreufstrinquentquand la rein@éra

(Princess Anies, 200&u carrefourde madouleur A Tr op despeeo; NS
15.87%)

(@}

Dansmabulless V®nus eadtlter¢ i ct i me do
Bah Vénus prend ugunet te vise a la téte
(Di amod s Pbangmabdle fADans ma bull eo; NSL: 8 %)

These three extracts show how female artists can adapt to and/or denounce common
hypermasculine attitudes. The second and third extracts especiallyostiamecause they

represent forms of Foucauldian reverse discoFsricault, 1990, p.10l)as these

women use common hyperasculine language, normally employed to belittle or ridicule

them, to attack chauvinist men with their own vocabulary. Vigheg¢ry intriguing about

Di a nséceril extract is that this artist was found earlier to adopt the opposite attitude

of reinforcing stereby p e s i n the dansana bukda Glearlytherac k (i

performativity of gender and her reaction to unequalgraelations are very flexible and
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cannot be reified, another good illustration of how contextual and temporary these
performativities can be. Princess

Anis gé&formativity is egally

interesting In the video, her appearang
changes a lot from scene to scene.
one scene, she utters very aggress
sentences while standing behind a WQE?SLSJQ?S éHnn\?Hszo |z OF NNEBT 2 d
fence, wearing a hat tilted to the side, with many men around her, a form of hyper
masculinegender performativityYet, in another scene, she wears much more feminine
(traditional Chinese) clothes and has an
elaborate haircut with only women
around her, a much mor&minine

gender performativityln the lyrics, she

is not only threatening men but also

I dz OF NNBT2d

Princess ABR = H Ny 3
RSALISSE OnYHHO questioning some of their belief
systems. As described earlier, part of (hyperasculine linguistic gender performativity

in French rap is often built around the saixpossession of women, but Princess Aniés
links this conduct to prostitution. By doing so, she is trying to create a power shift, which
she strengthens by claiming that male rappers raise a toast/suffer when she raps,
demonstrating their acceptance andmission with a single wordtr{nquen). In
addition, NSL is used profusely in all three tracks, which dismisses again the belief that

female rappers cannot use NSL and also shows once more that this type of violent and

adversarial gender performativityusually supported by specific NSL word choices.

The effects of unequal power relations and gender performativity are central to the

understanding of thetrongestiscrepancy observed in the quantitative data, the use of
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vulgarities. In the literature ohnguistic differences and gender performativity, the
closest observation that has been made on numerous occastbesidea that men
internalisemore adversarialpgech than women. This useauiversarial speech can be
applied to French rap, given theportance oégo tripand competition between artists.
However, it has already been observed on several occasions in this chapter that both male
and female artists can use this speech style. Furthermore, Cameron (e.g. 1985, p.35) has
also shown that this as a false belief. This variation has much more to do with social
class, education and bias on the part of researchers than with gender itself. Accordingly,
the discrepancy in the corpus regarding the use of vulgarities cannot be attributed to the

tendencyto be more adversarial.

Yet, there must be an explanation for this phenomenon since the corpus does testify to
the fact that male rappersse more vulgaritieshan their female counterparts. This

opinion can be found in several of the earlier quotes frdenviews and is also apparent

inthef ol l owing extmacts from Shuri ko
Ou i surement et | ene gtidgen et beurgqusetneny ellesf i | | e,
n @nt pas forcément besoinderéolar | e c!'t ® végotgpar it ®. A
dans le rap@st undradition.M° me une f e mmeégodrpeans faire d
probleme. Mais le cotéwyilai r e, o uai s estpasforcérhent® sec qul

plus valorisant pour le rap et quiest pas quelque chose dont elles ont besoin
de ginspirer.( Shur i kén, 2013)

Shurokdéextract illustrates the belief that
goes further than that, as it also contai
emphasisesis opinion by using the phras¢ heureusementhis can be interpted as a
manifestation of not only his belief that women should not use vulgarities but also of the

idea that it would in fact be very shocking for them to do so, hence his relief that it is not

the case. Second, he betrays, probably unknowingly, amluniig opinion that women

shoud not rap when he claims thatéme une femmean performego trip Indeed,
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Shurikén sounds as if it would be very di

although this is nuanced, inetlsame sentence, by his u§esans probléme

To investigate why such a discrepancy is found in the corpus, it is necessary to analyse
the content of the tracks. It emerges from the corpus that male rappetggasenords

that allude tahe (sexa | o r ppbsgessiomoamomen &s well as vulgarities related

to the shame of homosexuality, and more specifically of male homosexuality. The regular
use of these two types of vulgarities by male artists cannot be overlooked in this context.
It probably offers the best explama for the quantitative discrepancy found in the

cor pus. I n | i n e theoiy bdfithe Performativity Afuasguagen (9975, p.73),
themore frequentise of such words can be analysed as speech acts that serve as a hyper
masculine gender performmaty (on this topic, see e.g. McClary, 1994, p.Viii, 2008,

p.265). These words are not descriptive, i.e. only the manifestation of simple misogyny

or homophobia, but first and foremost performative.

First, this analysis will look into how this noti@pplies to misogynistic vulgar words in

the corpus. The following examples that will be studied are all from male rappers but it
has been shown that female artists are equally capable of using them. The only difference
in the corpus seems to be gquantitativmale rappers do it more often. So as to see how
this gender performativity impacts the use of vulgar words as well as NSL use, the
average results for both categories are mentioned with the track extracts. As a comparison,
the average NSL use in the whaorpus is 7.33% and the average use of vulgar words

is 0.66%.

Cettevibe n ést pas faite pour legosses pétassasles petites en feu

(Convok inScylla, 2009)mmersion A BX Vi bes Remi x0,; NSL:

vulgarities: 1.83%)

Parce que personne reut dd odphelin et que tout le monde vehdiserla
veuve
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(Fonky Family, 2006Marginale musique fiLa guerr eo; NSL: 3.
vulgarities: 0.6%)

Le deal le vol etbaiserdessales connes
(Disiz la peste, 2004.,es histoiresextm r di nai res doéen | eune d
AUne histoire extraordinaireo; NSL: 4 . 8

el l e mb

Jlaiseral a Fr ance jusamed ™ cC 0
Heauxd copuie 05 a \Ne

e
(Tandem, 2005C6est toujours ,pai®
9.46%:; vulgarities: 1.45%)

qu
r3

Tant quegaurai lagauleje serais la pour ldsaiser
Amene lagndleet leculd 6 Al i z®e darEtyséé es caves de | 6
(LIM, 2007,Délinquant A Si on r ®ussito; NSL: 12.64¢

These extracts all contain lyrics that centre around the sexual possession of women and
they clearly exemplify how these male rappers are asserting their-hgesulinity by
insulting and degrading womeWhen they use such words, they are not trying to offend
women. Instead, they are attempting to assert their virifitpther wordsmy anayses

lead me to assert thidttese narrativesiust be understood performatively. By using these
misogynistic vulgar words, they are showing to their audience and fellow rappers that
they dominate women and that they are not women themselves, since aivtindse
allude to their penis and theiegular heterosexual intercoursde three out of the five
extracts, the use of these speech acts is associateshavitfNSL and vulgarities: up to

twice as much NSL and four times as many vulgar words. Howeverdhislation is

not systematic. It happens that some artists who were not vulgar in the rest of the track
still employ such misogynistic terms, since gender performativity is only one of many

possible determinants.

As mentioned above, this performativeeusf misogynistic vulgar words is often
accompanied by insults related to male homosexualie following track extracts

illustrate this tendency:

Que legpédésrestent tous a terre, je les mets touslzekbi

187



(B-Lel, 2008,Un gars a part, AUn gars ~° parto; NSL: 12

2.63%)

Mo n réeopte daris lgxrides le tien dans les Gayrides

(Soprano,200Rui squbi,| fAHaltl aai Walel ado; NSL: 12.

vulgarities: 1.46%)

Dakar hémisphére ouest, chez nougdl yas dgédeés

(Alpha 5.20,2010Sc ar f ace, diOOMA resqgqtuer @n N$SWr n®gr o

7.55%; vulgarities: 2.74%)

T as beawgucerle monde entier, tu ne seras jamais ivre
(Sultan, 2011llssontpaspréts AiBadaboumd; NSL: 8. 29 %;
0.4%)

Tropd&pédésdans &rap parlent malkho checkmon numéro 9.2

\

(Booba, 2008Tempsmort Al nd®pendant so; NSL: 11. 47¢

1.94%)

The homophobic insults and references made in these extracts all serve as speech acts to
perform a type of hypemasculinity defined in opgsition to homosexuality. These vulgar

terms show that they are not themselves gay, that they are heterosexual artists who follow
the heterosexist doxa. It is also apparent that this performativity is connected to higher

uses of NSL and vulgar words amamgle rappers.

It is crucial to note that this tendency to use homophobic language does not apply to
female rappers in the corpus at all, which can further explain the quantitative difference.
Unlike with the use of misogynistic words, as we saw earli¢henchapter, the corpus

did not contain a single illustration of such linguistic behaviour from women. It should
not be concluded, however, that they never use them under any circumstances. The corpus
contains tracks from some of the most famous andenflal female rappers, so it is very
representative in that respect, but the number of tracks is limited to twenty. If the corpus
contained several times this number, some homophobic language might be found. Other
determinants could also be at play, sushhe impact of rap genres (see chapter 5). For

example, homophobia in American rap lyrics has been linked to gangst@wepe(
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2011, p.25). Further research would be needed, however, to explore this possibility fully.
Regardless he emphasis needshe placed on the discrepancy, not the complete lack of
such words from the female corpus. Male rappers appeesetthem more in this corpus.

One possible explanation might be that being compared to a homosexual is usually an
insult directed towards meand female artists are therefore much less likely to perform

their gender by appropriating these words.

In order to close the discussion of gender and NSL use, this final section will come back
to the research question and offer concluding and summareingrks with some last
striking illustrations. The observation that male rappers used more vulgarities than female
rappers might lead some people to conclude that female artists do tend to use more
standard language after all. During the interviews, oh¢he two female rappers

interviewed actually shared this opinion:

Oui je dirais que oui [that a difference does exist between male and female
rappers with regards to NSL use] parce quangutu vois Keny Arkana ou
Ladéa ben toutes les deux ont un langag@ies soutenu, plus philosophe, plus
r@f | ®c hi gue 1a&®&#kl., Dot petdesquipn poureih faird 6
alors une corrélation entre le niveau de réflexivité et le niveau de standardité
du langage. Parce quetjuve que Keny Arkana et Ladéat un langage

plus soutenu mais en méme temps plus réflégtenrotte, 2013)

Florence Henrotte sees a link between women and a more skilled, standard and rational
way of speaking. Regardless of how prevalent this idea is, it is actually based on

unfounded miths ashas been abundantly demonstrated throughout this chapter.

Justaswith any other gender performativitstrong contextual variations are present and
counterexamples to this incorrect belief abound. Both extremes of vulgarity and NSL use

are possible, as Black Barbie explains:
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Pas forcément parce @juy a des rappeuses qui peuvent étre tres crues, trés
cad et des rappeass g U i p e u v e nécritufetetrgai voptifares dans |
attention a ce delles écrivent(Black Barbie, 2013)

What Black Barbie describes in this quotation has indeed been observed in the corpus so
far. We saw how female rappers can msgogynistic and adversarial language like men
but their ability to emulate male rappers is not limited to vulgarities, sometimes they use

a lot of NSL, as the following track extracts illustrate:

Mets leswarningss i wois dantometro

Y aura pagi@oum zoum zendans tormerco

Mon cococéest lazik pas lacc

D énande a Co quEpeedsurmpcp a sex ae@quo

(Princess Anies, 200&u carrefour de madouleur A Tr op despeeod)

Dans ledlocsy a rien dmalsain a faire deashen sousmarin

Bail illicite-travail clandestin, toujounsnderground

Fautque nogmbmesa i | l ent ~° | 6®cole | e ventre ple
Et ynanaatchsia envoyer pour faireantinerl fi@nginalors

(Black Barbie, 2008Black barbiestyle fiUnder gr oundo)

Pour | epeedsnibautésdans le métro
Zbeuldans lagove checkgros doigt dans legtro
(Amy & Bushy, 20101 life, ARZoul etteso)

The three extracts from these female rappers contain a very high percentage of NSL, much
higher than what the average male rapper usesefigseence of such lyrics shows that

NSL is certainly not the prerogative of male rappers and that female rappers are as
capable of using it as men are, sometimes even more so. For instance, the top three tracks
with the most NSL inHis section of the cpru s  BRéteesa méiewith 18.01% (E
Matador, 2009Au clair du bitumg fiBX Vibesowith 16.52% (Scylla, 2009mmersion),

and iTrop despe avith 15.87% (Princess Anies, 2008u carrefour de ma douleur
Princess Aniés, a female rapper, is in third position, which means that she used more NSL
in her track than most male rappers in theéMtsreover, the only track without a single

NSL word was performed by a male art&s8ior, 2010Cris du Coeur  fi Hrave @ans
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nos coeurso). This further strengthens t hi
to a simple male versus female analysis, cannot and does not explain variations of

standard language use.

3. Conclusions

In this chapter, we analysedrgker determinants of NSL in a corpus that compared male

and female rappers. It can be concluded, both from the quantitative data and the
gualitative analyses, that no real difference can be found between male and female rappers
with regards to their NSL as When differences are found, they are not very wide and

can also be observed by only comparing men or only women. The only NSL category
that stands out is the use of vulgarities. Although male artists used twice as many vulgar
words, further analyses tife corpugprove that the total use of vulgar words by all rappers

is quantitatively low andhat great individual differences exist for both sexes in this
respect too. These findings do not mean, however, that gender does not play a crucial role
in relaton to NSL use in French rap. In reality, gender performativity is very influential,

but such performativities cannot be cenot el bbali camemand i es o
avomer® (Cameron, 2007, pp.585). In this analysis, the strongest gender determinants

are unequal power relations and hypsasculine gender performativity. Power relations

are essential because many male and female rappers react to heterosexist male dominance
in the movement either by countering these views or by reinforcing them, and sometimes
by doing both in the same track, which leads to specific gender performativities that are
correlated with the presence or absence of NSL. Then {myasculine gender
performativity is usually accompanied by higher use of NSL, especially slang and
vulgarities, because these linguistic choices are used by both male and female rappers as

speech acts to reinforce their image of hypaisculinity.
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In conclusion, the linguistidifferences between male and fem@ppers seem to belong

to the fAMyt h o {Canveomn, 2007a pp®). Pérehermased the fact that
different performativities were found within single tracks by the same artists supports
gueer | i ngndhatgandedpertorsnatigitied are@ontextual, fluid and temporary.
These fluid and temporary ways of performing gender linguistically show how
universalistic or binary discourses are hard to apply to the rap movement and how
individual differences must laken into consideration. In this regard, this study confirms
the long list of books and articles on the topic of gender and language use that assert that
no real difference exists that cannot be explained by culture or context. As this research
still shawved that the use of homophobic language seemed to be the prerogative of male
rappers in the corpus, further research on a wider corpus will be needed to see if this
attitude is generalised among female rappers or only limited to this study. It would be
patticularly important to see if other determinants might be at play that could explain this
difference, such as the diaphasic determinants that will be explored in the next chapter. It
would also be relevant to research whether this observation appliedeootshe rap
movement. Further research might also enable academics to find other differences linked
to gender in French rap or on the contrary reduce the small differences observed in this

corpus.
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Chapter V:

nNMon rap prendramde |
analsis of diaphasic determinants

1. Introduction

The last determinant of nestandard language (NSlusein selected francophone rap
tracks that will be analysed in the thesis is diaphasic. The term diaphasic typically refers
to the notion that differerdtyles or registers are used depending on the communicative
setting (Coseriu1981, ppl-32). This term must therefore be understood in connection
with situational or contextual variation, which can ultimately be individual (Ferguson
2006, n.p.). In otherwords, studying diaphasic changes means that researchers must
analyse how one or more individuals express themselves depending on particular and
varying linguistic, social or cultural contexts. In relation to the research questions, the
guartitative and galitative analyse developed in this chapter will look at how diaphasic
variation determines the use of NSL categories (colloquial and vulgar words,
abbreviations, slangerlan, foreign borrowings and their combinations), which should
further clarify towhat extent these types of words are used in the genre, both from
guantitative and qualitative perspectives. As in the previous chapters, the concept of

performance will be central, along with a strong emphasis on aesthetics.

Before embarking on such a glasic analysis, some essential notions must be defined
and understood: style, register, but also genre. Catherine §iitH, p388) defines

r e gi s b eariablaset ofiessential linguistic features that meet the communicative
needs of ae dadixadisetof featarésyhiat identify a particular author or

~

time periodod and genre as fia fixed set
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document oO. Al t hough these three ter ms h a
completely separate one from the other. Genre and register complement each other, while
style always determines them. Conventionally, register refers to the level ofifgoha

language, often including varieties of language such as formal, informal, colloquial, or
vulgar. Since the main focus of this thesis is NSL, which belongs mostly to informal and
lower registers, it is apparent that register has been and will bairafatus in this

analysis. As the corpus is constructed around many different individual rappers, style is
also bound to be strong determinant diISL use. To make this analysis possible,
however, the notion of genre had to come to the forefront iitisltieed, the first level

of diaphasic variation that had to be unpacked, and that formed the basis of the
guantitative data and subsequent qualitative analyses, relates to the different musical
trends, i.e. the genres present in rap music and more isptgifFrench rap. These

different genres have a determining impact on performance and can be separated
relatively easily, allowing for the creation of a corpus.

Many different genres eexist and sometimes intermingdli®r more on the topic of rap
genres,see e.gBarret, 2008;Béthunge 2004 and 2003or Cachin, 1996)The most
(in)famous of them is probablyangstarap, which is well represented in both America

and France. This controversial form of rap music, in which criminal activities,
stereotypical rasculine behaviours, material possessions and misogynistic acts are put on

a pedestal, has links with Africelamerican sociec ul t ur a l practices su
telling the tale ofanantier o who conquers all obstacl es
gane, as well as life in American ghettos and Frehahlieues(Béthune 2003, p35;

Béthune 2004, p129; Roserand Marks, 1999, 897). In this rap genre, transgression is

central and the line between fiction and reality is often blyiredauthor and meator do

not necessarily coincid®oserand Marks, 1999, p.902 an®f0). Another famous form
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of rap is calledreestyle Originally, this word designated improvised performances but
nowadays it usually refers to a track or a performance that is devoatrative thread,
l.e. a succession of lines and rhymes with little to no connection between one another

(Barret 2008, pl18).

Besidesgangsta rapand freestyle many other rap genres exist, suchhasdcoreand
alternative, often with a distinction lveten commercial and independent, but this chapter

will focus only on threejazz/poeti¢ knowledgeandego trip The analysis is limited to

three genres because it would not have been possible to carry out a thorough analysis of
all genres. The latter theewere chosen due to their stgodifferences and their impact

on French rap. These three genres have already been defined in the methodology (see
chapter 1), buego tripandknowledgeap require some additional clarifications. First, it

is important takeep in mind thaego tripbears a strong resemblariodothgangstaand
freestyleraps.Ego tripandfreestyleare nearly synonymous because almost all instances

of ego triptracks are iffireestyle though the reverse is not necessarily true, because what
matters is not so much what you say but how you say it, which leads tcanative
productions and successiongohchlinegBarret 2008, p50). Ego tripis also very close

to gangstarap becase the artists boast about all sorts of achievement, including their
illegal activites and their success with women, which are all prominent features of
gangstarap (Béthung2003, pr8). Béthung2004, p47) stresses the symbolic nature of
these performares, while Julien Barret (2@, p40) reminds us that interpreting these
texts as invitations to social revolt and violence would be nonsensical since the goal of
the MCs is purelytotso w t h e i rhandldthel mike iye. ptowide & good rapping
performance for their audience. Then it should be noted that, althegghtrip and
knowledgeap are two very distinct tendencies in rap music, this does not meagthat

trip andknowledgeappers can be opposed. Baf@Q08, pl19) stresses that most ats
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will produce both types of tracks throughout their careers. Furtherkoogledgerap
forms a minority within the industry (Barte2008, p27) and the criticisms expressed in
these tracks often focus on exclusion and discrimination in the systesn tiaéim on a

complete refusal of th political or capitalist system (Barre2008, p24).

Any analysis looking at how genres determine language use must also look, therefore, at
notions of aesthetics. Hanquirettal. (2014, p1 1 2) e x p | a i rdispoditians fNHae s
have traditionally focused on how artistic preferences and aesthetic judgments are
socially embeddedo. Accordingly, al | aesH
assimilation of a tradition without which it would be hard, if not impossitol understand

the true meaning and reach of artistic creations (Bétt20@8, pl6).i Bpulao art from

one era can become classical for another (Shusterb®®?, p209). What is more,

emotions aroused by art and hypersensitivity of the subject tewlaedaesthetic object

are also central to the understanding of perceptions of art (Re2@Qk ppl27-128).

The researchers that emphasise the social dimension of aesthetics often draw on

B o ur dDigtinctiors (19849 (e.g. seeHanquinetet al, 2014,p.112; Bennett2011,

p.530). Bourdiel1984g) considers that the construction of aesthetics is a social process

and is therefore entangled in relations of domination and poMs isb e cause fAart .
opposed to daily life, cannot be appreciated imntegial y wi t hout any cul f
(Hanquinetet al.,2014, p112).In order to appreciate works of art, people need to acquire
dominant andilegitimated cultural capital, which is not equally distributed in society
(Loesberg 1993, ppl0521053. This leads to power struggles surrounding the
Adefinition of |l egitimate, andAnddrser)1994w, an (
p.70), which are usually dominated by those who possess the most economic and/or
cultural capital and who therefore impose tlogin taste hierarchy. The habitus also plays

a role in this process by making people dfn
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as nat ur adesbergl®3, plo4) mVhdt is moreBourdieu(1984p, p41) adds
that working-class people defexthemselves in relation to dominant aesthetics, whether

they accept or reject them.

Nowadays, however, researchers sucliasquinetet al. (2014, p114) point out that

Afaest hetic stakes have been transfor medo.
Aconsiderably erodedod and ev e n(Hanguindiee , t o
al.,2014,p1 14) . Features of works of arut,ydi ke

or fAartistic ski |l(Hasgoinetettal 2084, pd15)o Mrdnks tocthisa n g e d
erosion of the importance of the historical aesthetic canon, rap music can be even more
readily accepted as an aesthetic object than before. In fact, as B&00depp21-23)

explains, it would be a great mistake to investigate rap only from a sociological

standpoint.

Furthermore, since aesthetic disposition towditelgitimated culture is based, according

to Bourdieu 1984a, B34), on distancewhereas participation is central fpopulan

culture,one of the elements that make rap music interesting is the fact that it bridges the

gap betweerilegitimated andfpopulao culture. Indeed, rap operates a defamiliarisation

of language in the traditim@l poetic sense, which serves to create disténare the

audience. AShklovsky (1998, pl9)e x pl ai ned, t he goal of poeit
the difficulty and |l ength of perceptionodo &
effort to make individuals consider the artistic value of the language being used, which is
exactly what Frenchappers do with their complex rhyming patterns and-standard
pronunciations and words. Yet, at the same time, the use of specific forms of NSL reduces

this defamiliarisation and creates a link with equally specific audiences who have access

to the meanig of those words. Moreover, the participation of the audience becomes even

more apparent in rap concerts and battl e:
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performances. As a result, French rap represents an aesthetic bféegitohated and

fpopulao culture

The problem, however, is that rap music does not easily lend itself to an aesthetic analysis.
As we saw in the literature review, it is not possible to use traditional musicological terms,
such as key, melody or harmonic structure, to descaipenusic (Béthune, 2004, p.62).
Instead, the elements that define rap stetching(moving a vinyl record back and
forth), mixing (combining multiple soundsgampling(re-using portions of sound from

other recordings), but especiatigatandflow (Kennett, 2001, p.358)rtega, 2008, p.26).
Beatmust not be confused with rhythm. Althougbatand rhythm can sometimes be
identical, the essential characteristic ofleatlies in its regularity, its uniform pulsation,
whereas rhythm can be variabler¢Bghton and Brewster 2003, p.10E)w designates

the quality of the verbal performance and depends on factors such as rhythm, timbre, or
pronunciation (Béthune, 2004, pp-82).Furthermore, rap stands out by its appropriation
and reuse of works from ther artists instead of unique and individual creations, its
eclectism and mixing of genres and contents, its dependence on technology, and its

challenge of aesthetic autonomy and artistic purity (Shusterman, 1992, p.211).

At the beginning of French raphe first element that posed a real problem was the
adaptation of American rhythm and stress. Indeed, while French and English have many
consonants in common, they differ in their vowels, and especially the stress of these
vowels (Nadsat2014,n.p.). French stress patterns are fixed and rappers can therefore not
really play with them as much as American rappers. What is more, French is much less
of a tonic language, which means that individual words do not normally get emphasised.
Instead, thedst word in a group united by meaning is stressed. Accordingly, French
rappers had to adapt rapping to the reality of the French language while also, sometimes,

adapting French to the reality of rapping.
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The latter has happened in different ways. For @t@amBéthune(2004, pp86-87)
describes how some rappers modify the natural stress of French words tofltthe
better Rubin adds (208) p4) that it is often this nostandard stress that leads people to
interpret French rap as aggressive even whernytiics and vocabulary have no violent

or rude element, as in the following extract from 1995:

Car | estfrocebqisséctdut le temps

Puis reviengéglo

Chacun de meiows choqueles giits, les grands
(1995, 2011l a SourceflLa source)

Here, twowords are strongly emphasised although they do not occur at the end of a group

of words. This serves to disturb listener
rhyme, a tactic that might be interpreted as aggressilieough it could also be a
consequence of the mabeatthat gets emphasised in the lyri€®me other artists change

the pronunciation of words to aciplaeve cert

ao (Rubpl., 200

While this nonstandard pronunciation offered one gibge adaptation, most of the
earliest French rappers also adapted rap to the French language by drawing on classical
French poetry and poetic meters like the Alexandrine. They made up for the lack of
varying stress patterns by relying more on poetic raetBarret(2008, ppl23124)
explains that poetic meters in early French rap tended to be regular, with more predictable
rhyming patterns. With time, however, the poetics of French rap gradually became more

complex, with a much smaller relianoa fixed numbers of syllables.

On top of this prosodic evolution, the focus of rappers has switched to complicated
rhyming patterns, soundchoes and figures of speech otleg last twentyfive years

(Barret 2008, ppl23-124). Rhyme, assonancalliteration, comparison, and word play
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have all evolved and become richer and more diversified. In other words, French rap has
changed as much in a couple of years as classical poetry in several centuriesA@28ret
p.67). Nowadays, rhymes do not essarily occur at the end of a vees®l most rappers

use assonanand paronomasias as much as rhymes. In fact, paronomasia has become
the most widely used form of sound echo and the oversaturation of this figure of speech
requires great articulatory cdphties (Béthune 2004 pp98-99). The following extract

is a good illustration of modern rhymes and word play in French rap:

Jo ai | a c o teetrecOte cheéz letbauchert 6 as | 0
Wallahque tes toilettes tu vas les boucher

Crouille, cGest le son qui va te faire quitterrtass

Pour unemeufguezmerou bien le mari de ton fils

Fissafissamo i  ¢néichem@@ffiche pas sur tefichesa

Molotov toujours au charbon comme dans la chicha

(Sefyu, 20110ui je le suisiiMr Molotovo)

Theprevious quotation is filled with rhymes, paronomasia, assorarmteord playThe
repetition of the wordoucherrepresents an antanaclasis which plays with the confusion
bet ween two meanings: fAbutcher o andsiait o cl
betweenla cote toiand (val)lah que tes toi(lettesThis particular form of paronomasia

is what we call aime semiéquivoquéebecause these two sound groups are almost
homonymous. There is also thee pauvrebetweenboucherand quitter and therime
suffisantebetweermissandfils. Moreover, we can see that rhymes do not always occur
at the end of the verse, fils andfissaare an example of ame annexédbetween the
last word of the verse and the first one of the next). Further in the sateecggmwe have
another example of @me semiéquivoquédetweermd e n  ahdmad la ¢ whilethee
last word of the sentencB¢che-a, is connected to botaffiche (repetition usingverlan)

and chicharfme richg. One last element stands out from thigaot and is very relevant

to this thesis: the use of NSL. It is clear that NSL words are implicated in many rhymes,
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such aswallah, miss or fiche-a. One of the main goals of this analysis will be to make

correlations between rap genres, sound echoebl&hd

The last problematic aspect of a diaphasic analysis that needs to be addressed in this
introduction is the notion of performandks we have seen on many occasiohsre is

of course the idea that the artjsés narratorsare performing their creation like a role.
Concretely, this means thathen rappertalk about crimes and violenéer instancethe

person talking or being talked about in the track may not necessarily be linked to the artist,
but rather to an imaginagharacter, much like the characters from fiction novels (Kjrsch
2011, p419). It is particularly relevant when taking into account the fact that many artists

rap in all three genres &howledgeap,gangstarap, oregotrip.

There is, however, one findr element of performance which must be considered. When

the diaphasic analysis is carried out, it may not be enough to look at the transcrdsed lyri

As Jeanette Bicknell (2005206 3) <c¢l ai ms, #fAsong i s music, t
that the t&t does not convey everything that can be gained from listening to the actual
performance. For example, Tyler Bickfof@007, p461) explains that a purely textual

anal ysis of Bob Dylandés ADown the Highway
highwayand baby because, in his performance, Dylan rhyrbebywith highway.To

this, Francis Gooding2012, pp44-48) adds that it may not always be possible to
transcribe rap lyrics adequately due to the inability to divide the lines or the voluntary

ambiguity of sane passages, to name but a few limitations.

Track performances can also be linked to videos. Numerous rap tracks have an official
video, which can turn out to be very meaningful and shed some light on the interpretation
of certain words, which was already made clear in Chapter 4. For this redsaphasic

analysis must also take videos into account. It is important to note that analysing a video
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does not only mean looking at narrattieeads Carol Vernallis(1998, p163) specifies

howusinga narrativehreadi s j ust HfAone olfl iseheaamrt iwawist ¥ ¢
instances, the video is constituted of a continuation of images which are linked to the

|l yrics, sometimes with a delay, and #fAthe
ground often takes the place of plot and characteredé o p me n t in a trad,;i
(Vernallis 1998, pl176). What is more, \wen it comes toap music,lyrics and gestures

in the video are often linked, which is certainly worthy of investigation in the upcoming
analysisSome researchers have also focusedhe presence and effect of certain themes

(see e.g. Sloanet al, 2013; Conrackt al, 2009). This can be relevant to the study of

NSL, since a correlation might exist between violent themes, for example, and the

presence of certain NSL words.

In cortlusion, the diaphasic analysis in this chapter will try to understand how the use of

NSL is affected by rap genres, aesthetics, figures of speech, themes and performance.

2. Quantitative data and qualitative analysisof the diaphasic
determinants

The quantitatve results (see Appendix Il 5orf full tables) of the analysis of the
differences in NSL use betwepzz/poetiaap,ego tripandknowledgeap show thaggo

trip tracks contained much more NSL (10.22%) than the other two genres (3.18% for
jazz/poeticand 2.32% foknowledgég In fact,ego tripartists used every single category

of NSL much more, including ten times as much slang and almost 14 times as much
verlan and combinations of categories. Thdazz/poeticrappers used half as many
vulgar words and one third of combinations comparekinowledgeartists whileverlan

was almost absent from both of these genres. When it comes to foreign languages, both
knowledgd84.21%) andazz/poetiq50%) rappers borrowed from English less tego

trip rappers (91.58%). This finding is quite unexpected, but it must be regatibecause
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both genres used very few foreign borrowings in total (18 wordg#arpoetiaap and

19 for knowledgerap). Furthermore, Latin words were usexdly in jazz/poeticand
knowledgeraps, whileego trip rappers borrowed from a wider variety of foreign
languages. These rappers borrowed from four different languages, and their use of Arabic
(6.31%) was relatively important. Finally, the use of grammatical categoriesemas v

similar in all three genres.

To explain these quantitative resultee qualitative analysis willirst look into how
rhymes, figures of speech, and other sound echoes determine NSL use. A&2Ba8et

p.18) asserted, onef the main features oégotrip is the production of nenarrative

tracks that accumulate memorable punchlines and sound echoes in order to glorify the

ego of the artist. This main aesthetic goa@d tripcan have consequences for NSL use:

Ouicail[NSL]ly est, phondéy WapshmurBmaseaiteéi c o6
de ton texte. Quand tu dis un truc en verlan, parfois avec la rime qui suit tu as
plus de possibilités de rimg&Vhoopy Jones, 2013)

As Whoopy Jones mentions, a connection may exist between rhymes and BffL in
trip. |l ndeed, as one of the artistsd main go
could be hypothesised that the use of NSL will be correlated with this genre because this

form of language increases rhyme possibilities.

To verify whether this @im can at least partially explain the quantitative results, it must

be investigated whethego triptracks really contain a higher concentration of rhymes

and other figures of speech and also whether these rhymes and figures of speech are linked
to NSL. It will also be important to analyse to what extent these rhymes, and particularly
the ones containing NSL, impact meaning, with a focus on how they help add emphasis
and/or polyvalence of meaning. With this investigation in mind, one extract from every

track of the diaphasic section of the corpus was analysed. Since it would be much too
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lengthy to report on the analysis of every single extract thoroughly, the following study
will focus on a few noteworthy examples. Even for these selected illustratisosipitey

all the rhymes verbatim would take a very long time while not necessarily being ground

breaking in and of itself. Accordingly, all rhymes, figures of speech and their connections
will be represented schematically and only the most striking rapdriant ones will be

explored?®

First, the analysis will focus oego triptracks, starting with the following extract from

AnJal ousi eo:

.h"' "':n

On espére s'en sortir, pourtant ca ne parle que de haram ...
Les traitres on les piétine, les jaloux on leur passe le salam
-

Y
Compose le eighteen, y'viens foutre le fire
4
Tes oreilles prennent de la valeur ..
¥

Banlieue Sale, Foulek Empire ‘
e k'

La concurrence est préte & tout pour bronzer bronzer sOuS les Ea]m * v

el
On court apres la ﬁ_mche les condés nous courent aprés 4
4 R , . o i':
Veulent des noms mais on préfére se faire contourner a la craie

(Sixcoups MC in La Fouine, 2011, Capitale du crime val.3, “Jalousie™)

This extract does contain a very high concentration of figures of speech, with both internal
and enedof-line rhymes,and many forms of sound echoes, which have an impact on

meaning in several instances. The firgamingful connection in an ewad-line rhyme is

29|n the next six extracts, NSL words will be highlighted as opposed to underlined to avoid confusion with
the underlined rhyming words.
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betweerParkinsonandmort qui sonneSince in a rhyming pair, the second word usually
gets the emphasis, thiatter rhyme stresses the concept of deatbri). If these two

words are analysed on their own, death can almost be seen as a logical conclusion to
Parkinsonds disease, but within the |lyric
impending scatterechets. This warning must be understood in relatiopace-balles
tringue (a word play betweeparre-balles bulletproof, andaltringueg informer), since

death is presented as the indiscriminate fate awaiting any informer. We can see how the
rhymes, figurs of speech and NSL all work together to draw the attention of the audience
to key notions. After emphasising a threat, the artist moves on to a mockery in the second
of the two lines containing th@me suffisanténaram(sin)/ salam(greeting). The double
emphasis formed by these two words, which fornmee suffisanteén Arabic, puts the

mockery of jealous people to the forefront.

Then, a little further, we find a series of three rhymes that culminate in the Esgpot
pronouncedhe English way. It is worth noting that, as Bickfd&D07, p461) stressed,

it was essential to listen to the track to notice this English pronunciation and therefore the
rhyme betweervaleur and Empire These rhymes and the use of English stress the
multinational appeal, value and poweB#nlieue Saleyhich can be interpreted literally,
therefore forming a striking contrast, or seen as the music brand that it is. These examples
of meaningful links between rhymes and thalgsed extract of the lyricsvhich are in

no way exhaustive, show that not only is it clear that the text is oversaturated with figures
of speech, rhymes and paronomasias, but it is also apparent that NSL plays a central and
meaningful role in many of thenfkurthermore, many of thessound echoes would not

work if a standard word were to replace the-standard one, such pare-balle-tringue,

flingue fire, empire oreighteen
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The next extract will allow us to see if this phenomenon is present in amgberip

track from the orpus:

This extract from Booba is also highly saturated with figures of speech, rhymes and
paronomasias with several skilled uses of meaningful NSL. The extract begins with a
long series ofimes suffisantesyhich quickly catch the attention of the audience due to
their repetitive naturaaffaires haltéres, désaltere, déblatere, mortuaire, spovearand
mere,with sportswear being spontaneously highlighted as the only NSL word in this
series of rhymes. Winelooking at these words individually, it becomes clear that
mortuaireseems out of place, especially in relation to the highlighpedtswear. This
connection betweesportswear and mortuaire is reinforced by their common nen

standard pronunciation: ¢y are pronounced with a stress on the first syllable and with
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