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Thesis Abstract

Talat Balca Arda, “Politics and Arts: The Transformation of the Kurdish
Oppositional Music in Turkey”

This study examines the question concerning the formation of the Kurdish political
identity through the works of art and the transformation of “the Kurdish Resistance”
in Turkey. To develop answers to these questions I investigated several Kurdish
oppositional music groups that are popular in Turkey and worldwide. By focusing on
the activities of the MKM (Mezopotamya Kiiltiir Merkezi / Mesopotamia Cultural
Center) and its members composed of the Kurdish musicians, managers and
administrators, I try to show the current dynamics in the formation of the Kurdish
resistance through the works of art. At this point, I particularly focus on the
transformation of the representation of the Kurdish political movement through
music and art by comparing its evolution vis-a-vis the recent liberal approach of the
government party the AKP (Adalet ve Kalkinma Partisi / Justice and Development
Party) to the Kurdish question that is popularly called as the “Democratic Opening
Policy” or shortly “the Democratic Opening” which is firstly declared to public as
Kurdish Opening in mid 2009. I concluded that the Kurdish movement together with
its cultural institutions do not welcome the Democratic Opening Politicies by
claiming that the AKP government misrepresents the Kurdish problem, reduces it to
a problem of cultural minority whereas the Kurdish question is a political question
that asks for a constitutional transformation to satisfy the demands of the Kurds
concerning political autonomy and self government as well as official education in
the Kurdish language. In my interviews that I conducted with the artists and other
members of the Kurdish cultural institutions they express these critiques through
describing the new approach of the AKP to the Kurdish question as an “insincere”
move. Throughout the research I tried to analyze how the criteria and definition of
being and claiming an oppositional Kurdish artist has changed in time according to
the transformation of the political sphere in Turkey and in the world. At this point, I
also tried to describe the formation of the Kurdish national imaginary through the art.
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Tez Ozeti

Talat Balca Arda, “Siyaset ve Sanat: Tiirkiye’de Kiirt Muhalif Miiziginin
Doniistimii”

Bu calisma, Kiirt siyasi kimliginin sanat iiriinleri araciligiyla kurulusuna ve
Tiirkiye’deki “Kiirt muhalefeti”nin doniisiimiine dair sorular1 incelemektedir. Bu
konudaki sorulara cevap bulmak amaciyla Tiirkiye ve diinyadaki ¢esitli Kiirt muhalif
miizik gruplarini inceledim. Ozellikle MKM (Mezopotamya Kiiltiir Merkezi)
tizerinde durarak iiyeleri olan birgok miizisyen ve idari ¢alisan ile goriistiim ve Kiirt
mubhalefetinin sanat calismalar1 araciligiyla gelisim dinamiklerini gostermeye
caligtim. Ozellikle bu noktada, Kiirt muhalefetinin sanat ve miizikteki temsilinin,
AKP (Adalet ve Kalkinma Partisi) hiikiimetinin liberal politikalar1 ve 2009 ortasinda
once Kiirt Ac¢ilimi olarak aciklanan Demokratik A¢ilim siireci karsisindaki evrimini
inceledim. Kiirt muhalefeti ve kiiltiirel kurumlarinin Demokratik A¢ilim
politikalarin1 benimsememe gerekcesinin AKP hiikiimetinin Kiirt meselesini bir
kiiltiirel probleme indirgeyip azinlik siyaseti haline getirmesi oldugu sonucuna
vardim. Halbuki, Kiirtler’e gore bu sorun ayn1 zamanda siyasi bir mesele olup
Kiirtlerin siyasi 6zerkligini ve kendi kendilerini yonetme imkanini saglayacak bir
anayasal degisimi ve Kiirt¢e’nin resmi egitim dili olmasina dair talepleri biinyesinde
barindirtyor. Bircok sanat¢i ile yaptigim goriismelerimde, AKP hiikiimetinin Kiirtlere
yaklagimi “samimiyetsiz” olarak degerlendirildi. Bu aragtirma boyunca, Kiirt muhalif
sanatc¢ist olma iddiasina dair tanim ve Slgiitlerin Tiirkiye ve diinyadaki siyasi
degisimler dogrultusunda nasil doniistiiglinii analiz etmeye calistim. Bu anlamda,
Kiirt ulusal tahayyiiliiniin sanat araciligiyla nasil kuruldugunu tanimlamaya calistim.

v



ACKNOWLEDGEMENTS

I am grateful to many people who directly or indirectly contributed to this
work.

First of all I want to thank to all of the Kurdish musicians who kindly accept to
participate to this study, shared their time with me and answered to my long and
sometimes boring questions with patience and enthusiasm.

I also want to thank to my dear instructors Hakan Yilmaz, Binnaz Toprak,
Zafer Yenal and Selcan Kaynak for both their teaching and precious support. I hope I
will successfully grow the seed I get from them and use what I learned in my future
works.

I thank to my friends from the MA program in the Political Science department
for patiently listening to my unending talks and debates in class or in cafeterias again
and again and for sharing their valuable thoughts and comments on my research
questions.

I thank to Faik Bucak and Samim Cagr1 Ocakli for their help in terms of
providing me connections of several Kurdish musicians, and to Firat, the manager of
the artists in the MKM, for his endless companionship throughout my research.

I also thank to Roni and Serdar, without them, I would be lost in KdIn!

I want to thank to my former math students, Miige Miilazimoglu, Ezgi Kut and
Dilara Tan for allowing me to give a break to my thesis with maths and for their
presence at home!

I thank to my friends from the Borusan Artcenter, irem Tok and Lale Delibas
who listened to my endless speeches about my research. They also tolerated all my
repetead worrisome talks about I do not have enough time to do anything.

I want to thank to Cigdem Bozdag, Derya Tasdemir, Onur Unutulmaz, Firat
Kurt, Ozgiir Cagdas, Nazar Bagc for their lifelong friendship.

I thank to my collegue and patient supporter K. Murat Giiney for sharing most
of his precious time to evaluate my thoughts.

I specially thank to my cat, Kopiik, because I have no other option to declare
my love publicly to her

And I thank to my lovely family, Vedat and Fikret Ozbalci, Almila
Biiyiiktaskin, Cansu Mericer and Okan Arda for just being with me; Giines Meriger,
Ece Biiyiiktagkin and Bilge Biiyiiktagkin for being my little nieces; to my mom,
Sema Arda for sharing her super powers and enthusiasm for problem solving with
her daughter.

This work is dedicated to my father, Prof. Dr. Tevfik Seno Arda who made me
love art, enjoy science-fiction and who taught me painting. He was and will always
be my role model. I hope to be a wonderfull academician just like him in the future.



CONTENTS

CHAPTER 1: INTRODUCTION. ...ttt 1
The Main Concern and the Theoretical Background of the Study............ 1
Research Methodology, Location and Schedule .........................c....

To be a Turkish Researcher on the Kurdish Question ......................... 12

CHAPTER 2: THE SHORT HISTORY OF THE KURDISH MUSIC

INTURKEY ..ot 15
The First Years of the Broadcast in Kurdish: Radio Erivan and the First
Famous Figures of the Kurdish Music .............coooiiiiiiiiiiii, 17
The History of the MKM (Mezopotamya Kiiltiir Merkezi - Mesopotamia
Cultural Center - Navenden Canda Mezopotamya - NCM in Kurdish....... 22
Financial Resources of the MKM’s ATtStS........cooeiiiiiiiiiiiiiieanannn, 31
MKM'’s Recruitment Policy of the Artists............c.ocoiiiiiiiiiiiiiinn... 36

CHAPTER 3: POLITICAL AND HISTORICAL BACKGROUND: AKP’S
LIBERAL APPROACH TO THE KURDISH QUESTION: “THE
DEMOCRATIC OPENING POLICY” ...ttt 40

CHAPTER 4: THE KURDS’ QUEST FOR SINCERITY AND THE POLITICAL
AND DISCURSIVE STRUGGLE TO BE RECOGNIZED AS THE “TRUE”

REPRESENTATIVE OF THE KURDISH CULTURE......................... 46
The Critique of the TRTO. ..o 48
Partipation to the TRT6 as a Betrayal of the Kurdish Artists and as the

Corruption of the Kurdish Art..........cooooiiiiiii 52
The Question Concerning Participation to the AKP Government’s Invitation to
The Meeting with the Artists..........cooeiiiiiiiiiiiiiie, 57

CHAPTER 5: THE ANALYSIS OF THE MKM’s DISCURSIVE
CATEGORIZATION OF THE KURDS: “SINCERE” AND “INSINCERE”

AR TS T S 68
Judging the Conscience of the Artist: Singing in Kurdish...................... 68
Judging the Conscience of the Artist: Singing for the Kurdish Resistance... 78
Judging the Conscience of the Artist: Respect for the Ethnic Plurality...... 82

CHAPTER 6: DIFFERENCES AND SUBALTERN GROUPS WITHIN THE
KURDISH POLITICAL AND CULTURAL MOVEMENT................. 90

To be a Woman Artist within the Kurdish Political and Cultural Movement 91
To be a Gay Artist within the Kurdish Political and Cultural Movement... 96
To be a Zaza Artist within the Kurdish Political and Cultural Movement... 98
To be a Different Kurdish Voice alongside the Kurdish Political and Cultural

Y (N3 10157 11 101

vi



CHAPTER 7: MODERN VERSUS TRADITIONAL KURDISH MUSIC...... 107

The Process of the Modernization of the Kurdish Music..................... 107
The Critique of the POp MUSIC........coiiiiiiiiiiiiii i 120
The Critique of the Arabesque MUSIC...........evveviiiiiiiiiiiininenn.n. 122
CHAPTER 8: INTERNATIONALITY: THE WESTERN AND EASTERN
PARADIGMS . ... 128
The Kurdish Musicians in the Diaspora.............c.ccooviiiiiiiiiin... 128
The Question Concerning the Possibility of the Universal Recognition of the
Kurdish
11 18] o 134
CHAPTER 9: CONCLUSION: THE STRUGGLE FOR THE KURDISH
CULTURE: FROM RECOGNITION TO REPRESENTATION............ 149
APPEN DX ES: . 156
A. LIST OF THE INTERVIEWS:
MKM’s artists and staff members ..o 156
Kurdish Artists from Diaspora (connected to the MKM)....................... 158
Other Kurdish MUSICIANS. ......ooviiiii i e 160
List of the Events Joined and Recorded.....................ocoiiiiiin . 161
B. LIST OF CRITICAL DISCURSIVETERMS........ccoooiiiiiiiienee, 162
BIBLIOGRAPHY ...t e e e e 163

vil



CHAPTER 1

INTRODUCTION

The Main Concern and the Theoretical Background of the Study

The 1980 military coup harshly suppressed the Turkish left and introduced the
conservative Turkish-Islamic synthesis as the new norm of the Turkish identity. As a
response to the intense state violence and oppression in the early 80s the armed
conflict between the PKK and the Turkish state has begun. During the armed clash in
Turkey’s southeastern provinces that started in 1984, the Kurds were excluded by
successive Turkish governments as “security threats”, as the alleged collaborators of
the armed Kurdish militia, the PKK that fought against the Turkish army for the
political recognition of the Kurds. As a result, in addition to the deaths and
devastations in the region one to three millions Kurds were forced to evacuate their
villages in the southeast and migrate to the urban areas of Turkey during the 1990s.
However, the election of the AKP in 2002 and the consequent flourishing of liberal,
Islamic and pro-Kurdish NGOs in Turkey have changed radically the political
approach towards the Kurdish question. While AKP’s coming to power gave rise to
the Turkish official policy of seeking integration to the European Union, it also
coincided with the pro-Kurdish Political Party’s (HADEP at that time) victory in the
local elections in southeastern and eastern Turkey, where the Kurds won for the first
time in 37 municipalities including major cities such as Diyarbakir, Batman, Siirt and
Van. These conditions allowed the multiplication of the demands of Kurdish people
as well as considerations of the problem by the Turkish intellectuals and NGOs. As a

result, from the 2000s on, in Turkey the historical primacy of security of the



sovereign state has been challenged by the liberals and Islamists who put forward the
priority of the security and well-being of all populations, including the Kurds.
Consequently, even though Kurds continued to be targets of violence by the Turkish
state, the discursive space has changed dramatically disclosing new and multiple
forms of politics within the liberal democratic sphere.

In this historical and political context, in order to answer my principal question
concerning the historical formation of the Kurdish political identity and the
transformation of the “Kurdish Resistance” in Turkey I investigated several Kurdish
oppositional music groups that are popular in Turkey and worldwide. By focusing on
the activities of the MKM (Mezopotamya Kiiltiir Merkezi / Mesopotamia Cultural
Center) and its members composed of the Kurdish musicians, managers and
administrators, I try to show the current dynamics in the formation of the Kurdish
resistance through the works of art. At this point, I particularly focus on the
transformation of the representation of the Kurdish political movement through
music and art by comparing its evolution vis-a-vis the recent liberal approach of the
government party the AKP (Adalet ve Kalkinma Partisi / Justice and Development
Party) to the Kurdish question that is popularly called as the “Democratic Opening
Policy” or shortly “the Democratic Opening” which is firstly declared to public as
Kurdish Opening in mid 2009.

Kurdish musical performances are widely perceived as a popular presentation
of the Kurdish political and ideological resistance in the public sphere: Particularly
the MKM presents Kurdish music as the historical memory of the Kurdish identity,
and in the current age of politics of “difference”, the MKM effectively uses the
works of music as a means to support its political claim concerning the presence and

difference of the Kurdish identity. Consequently, today the Kurdish musical works



play a significant role in criticizing the official discourse of the Turkish state that
considers all of the citizens of Turkey as a homogenous group, namely as Turks.

However, in the course of integration to the European Union strenghtened by
the approval of Turkey’s candidate status to the EU at the European
Council’s Helsinki meeting in December 1999, the liberal approach of the AKP
government, entitled the Democratic Opening Policy whose most concrete
implication was the introduction of the TRT6 -the first official TV channel that
broadcasts in Kurdish, made the question concerning the recognition of the Kurdish
identity more complicated. Through the Democratic Opening Policies the AKP
government promises that the right to give children Kurdish names, to name streets
and places in Kurdish and to do academic researche on the Kurdish language and
literature will be guaranteed. Thus, in September of 2009 the institute of “Living
Languages” in Mardin Artuklu University was formed with YOK’s (Institude of
Graduate Education in Turkey) permission and the institude was designed to accept
students in September of 2010 (Star Gazetesi, September 11 2009). Moreover, the
ban on the use of the Kurdish language in jails was abolished in 2009
(Habervaktim.com, 12 May 2009). Recently, the ban on making political propaganda
in Kurdish was abolished in 2010 (Dunyabulteni.net, 8 April 2010).

The formation of the TRT6 in January of 2009 marks a significant
transformation in the Turkish state’s approach to the Kurdish question, since it seems
now that the presence of the Kurdish cultural difference is recognized and managed
by a government for the first time in the history of Turkey. However, the Kurdish
political movement, composed of the armed militia of the PKK (Partiya Karkeren
Kurdistan / Kurdistan Workers Party), the political party BDP (Baris ve Demokrasi

Partisi / Peace and Democracy Party) as well as the cultural organization the MKM



do not consider the recent liberal approach of the AKP government adequate and
satisfactory. On the contrary, representatives of the Kurdish political movement
including musicians and artists from the MKM claim that the Democratic Opening
Policy of the AKP government is not only inadequate but also it aims to delegitimize
the presence of the Kurdish political movement as the true representative of the
Kurdish people. In contrast to the AKP government’s liberal solution, members of
the Kurdish political movement asked for the recognition of the Kurdish political and
cultural rights constitutionally, for the political autonomy of the Kurds in the
southeast of Turkey and the right to official education in Kurdish in public schools in
order to solve the Kurdish question permanently.

To analyze the reflections of this political conflict between the AKP
government and the Kurdish political movement in the sphere of art and music, I
conducted research on performers of the Kurdish oppositional music by asking the
following questions: Why and at what point does the liberal approach of the AKP
government to the Kurdish question is not considered adequate and satisfactory by
the Kurdish political movement? What are the expectations and requirements of the
MKM to indentify works of Kurdish musicians as critical and oppostional? What
makes the musical works “oppositional art” and part of the Kurdish resistance
according to the musical authorities in the MKM? How do the members of the MKM
define and describe the Kurdish music? What are the different responses of the
contemporary Kurdish musicians to the AKP’s new liberal approach in terms of the
recognition of the Kurdish cultural difference? Do they agree or disagree with the
government? What are the major expectations from and critiques of the AKP

government’s Democratic Opening Policies?



Thus, in this research I explored the effects of the transformation of the Kurdish
question and the new sides of conflict between the AKP government and the Kurdish
movement after the governmental attempts to recognize the cultural aspects of the
Kurdish identity. Moreover, I questioned the possibilities for an agreement and
reconciliation in the Kurdish issue after the reformation of the political sphere by the
liberal policies of the AKP in the course of Turkey’s integration to the European
Union. In addition to these major questions, in this study I also explored some other
interesting issues that came up during my research and my interviews with the
Kurdish musicians while I discovered my problematic status of Turkish researcher on
Kurdish question since the high rate of ethnicitizing this political debate and its
partners on Kurdish question in Turkey. This ethno-nationalist approach of the
reconciliation between the Turkish government and the Kurdish people that I stated
in the next part of this chapter can also be the reason why this process can end up
with a deadlock since the ethno-nationalist approach limits “the friendship” of an
ideal Derridarian democracy to a so-called natural tie of birth that can never be
eliminated.

In the chapter entitled “The modernization process of the Kurdish music”, the
interpretation of the modern Kurdish music is examined through its similarity to the
modernization of the Turkish music in the nation-building process that was based on
the Western-Eastern synthesis and through the mimetic reflexivity of art on its
audience. The chapter on the possibility of the “international recognition” of the
Kurdish music explored the opinions and expectations concerning the recognition of
the Kurdish music worldwide and the meaning of internationality and universality of
the music for its performers. The section about the “quest for sincerity”

(“samimiyet”) by the MKM members who blaim other Kurdish artists of supporting



the AKP and thus of being “insincere” (“samimiyetsiz”’) analyzed the severe critiques
of the Democratic Opening Policy by the Kurdish political movement and
investigated MKM’s own critical definitions and descriptions of the Kurdish culture,
music and art. Moreover, I also dealt with the question concerning the different
cultures and subaltern existences within the Kurdish political and cultural movement
and, I tried to question whether diversity within the Kurdish political movement is
possible. At this point I tried to understand whether the Kurdish movement is open to
accept diversity within itself while struggling for the recognition of the Kurdish
cultural difference within Turkey. In brief, throughout the research I investigated
possibilities of living together with differences and asked whether reconciliation
between the sides of conflict is possible.

At this point, the research also aims to analyze the different levels of interaction
between and within the performers of the Kurdish oppositional music after the
introduction of the liberal reforms by the AKP government. I particularly focus on
this issue in the chapter 4 “the Quest for Sincerity”. Moreover, in the chapter 6
“Differences and Subaltern Groups within the Kurdish Political and Cultural
Movement” I try to analyze the manifestations of difference within the Kurdish
cultural performances and the ways in which these differences are percieved and
evaluated by the cultural authorities of the Kurdish political movement. Following
these questions, in the chapter 7 I also study the statements of the Kurdish music
performers and leading members of the Kurdish movement on the modernization
process of the Kurdish sound where the synthesis of traditional Kurdish musical
traits interacts with the Western ones. Thus, this study allows me to analyze the
formation of the Kurdish national imaginary and the role of the art and music in the

formation of the Kurdish national identity. In the final chapter about



“Internationality” I focus on the relations between the Kurdish oppositional music
and the international audience in order to analyze the presumed requirements for the
universal recognition. In brief, all of the chapters mentioned above adress differents
levels of identity formations through the Kurdish art performances. In this study I
particulary concentrate on the ways in which art manifest itself in the Kurdish nation
building process which can be considered a formation of both the counter-hegemony
against the hegomony of the Turkish state and also the hegemonical body for the
formation of the Kurdish identity. I argue that the contemporary Kurdish
oppositional movement presumes, produces and shapes a particular understanding of
Kurdish identity through the performance of music and art.

To interpret the results of the research I used Jacques Derrida’s approach to
“the politics of friendship” (Derrida, 1997) as my main theoretical source. In his
book with the same name Derrida analyzed various connotations of friendship while
he introduces a certain kind of democracy as the model of friendship whose equality
is based on fraternity. The possibility of the fraternal friendship after the long lasting
conflict between the Kurds and the Turkish state and the limits of the “Democratic
Opening” in terms of introducing a fraternal frienship is one of the questions of my
study. Derrida defines the ideal of democracy on the basis of friendship in the sense
that the friend is considered fraternal even s/he is absolutely unfamiliar to and
radically different from oneself. Consequently, friends should not be limited to the
equal, the intimate and the same but friends should also include the radically
different others. The analysis of the subaltern existences within the political
movement of the Kurdish resistance is therefore as important as the analysis of the

conflict between the Kurdish movement and the Turkish state. I explored some



aspects of subalternity such as the presence of women, gays and ethnic minorities
(such as Zazas) in the MKM.

In addition to these issues, I also explored Theodore Adorno’s views about the
musical context and its relation to the resistance while I interpret the statements of
my interviewees. Adorno describes art as a tool to imagine a better reality and a
better world through a direct confrontation and negation of the present actual world
that is in fact a dystopia for Adorno. For Adorno, this ability of the music derives
from its quality of being a language without being a conventional system of signs so
that the music can reveal what is beyond the existing systems (Adorno, 1997 &
1999). I followed Adorno’s arguments in the chapter concerning the
“Internationality” where I discussed how the Kurdish music seeks to be universal and
yet remain oppositional. In the case of universality, Immanuel Kant’s aesthetic
judgment comes into play when he defines “the beautiful” as something that cannot
be described through concepts but enjoyed universally (Kant, 1987). At this point, I
tried to analyze the relation between the Kurdish music that seeks to be universal and
contains political messages and the Kantian aesthetic judgment that presupposes
enjoyment without conceptual perception as the requirement of being universal.

Moreover, Adorno’s writings on the role of “bars and cafes” (Adorno, 2002)
helped me to study various arguments concerning the places where the Kurdish
music performances take place and where the Kurdish musicians also earn their
income. Furthermore, Roland Barthes’ definitions concerning “the levels of
listening” (Barthes, 1991) provided me with some explanations while I interpret the
reasons and effects of the ban on the Kurdish music as well as while I question why
several Kurdish musicians disfavor singing in Turkish. I discuss this issue in the

section concerning “the ethnic plurality”.



Through such analysis of the statements of my interviewees I tried to examine
the current situation of the Kurdish music and to understand what Kurdish music’s
current situation offers us to learn about the Kurdish resistance and the formation of
the Kurdish identity through the interactions with different audiences, and the new
stage of the conflict between the Kurdish movement and the Turkish state in a new
period when demands for peace and reconciliation are at stake. On the other hand, it
can be said that this research on the formation of the Kurdish identity requires a more
comparative approach based on the other examples throughout the world to define
the general and specific characteristics of the relation of resistance and art to the
identity formation. I hope to continue and look more closely to this issue and develop

a more comperative perspective in my doctoral project.

Research Methodology, Location and Schedule

In the course of Democratic Opening, serious critiques by the Kurdish artists
appeared in the media. Most of them were the declarations of the MKM’s members
and I decided that the MKM was an ideal site for me to find answers to my research
questions concerning the perception and responses of the Kurdish musicians and
artists to the AKP’s new liberal approach to the Kurdish question. Furthermore, the
practice of the ethnic music with western sound and their popular collaboration for
oppositional music in the MKM attracted my interest since many other leftist art
centers miss this art perspective. The MKM and its environment allowed me to study
the effects of these novel mechanisms of governance on the everyday lives of the
Kurdish artists as well as the ways in which the Kurdish oppositional groups

negotiate and resist to the liberal approach of the government. I collected data using



in-depth interviews as well as participant observation in art performances sometimes
just as a listener and for other times I recorded their performances and took pictures
for the MKM’s archieve just as an insider since MKM’s members asked me to do
that. For the first run of my in-depth interviews, I asked friends of friends of mine
having close relationship to the Kurdish movement to present me to the leading staff
of the MKM. I was very careful for the first interviews in my naming or
pronounciation of some sensitive terms such as the Kurdish prounciation of the
MKM and not the Turkish one. I can say that in my third interview, the past
interviewees as well as the staff members started to salute me when I came to the
MKM'’s cafeteria for tea even after some time; they even came to chat with me if |
was alone at a table and they enjoyed teaching me Kurdish words and the way they
are written. Sometimes, they spoke in Kurdish among them if they did not want me
to understand what they were talking but I assume that after some time they started to
tell these chats in joking ways to me even if they did not want it to be recorded. I
think that they regard me as an outsider but also as a potencial insider in time and
even they began to ask me if I could help for English translations when some foreign
guests visited the MKM. From January 2010 to the June of 2010 I conducted
interviews with 10 members of the MKM composed of managerial staff and
musicians. Between March 25 2010 and April 1 2010, I also conducted 6 interviews
with the Kurdish musicians who are connected to the Kurdish political movement yet
living in diaspora, namely in Germany and in Belgium. Moreover, I interviewed with
3 famous Kurdish musicians who are independent from the MKM in order to
compare their statements with the statements of the musicians directly connected to

the Kurdish movement. Besides this, in order to observe the Kurdish audience and
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performances during the research period I participated to 5 concerts and one press
conference and recorded them to study them further.

The actual start date of my research is December 2008 when the TRT6 started
its first test broadcasts as the first official Kurdish TV Channel. At that time, I
conducted my very first interview with the members of the MKM about the TRT6 to
explore their reactions on the issue. I think that the current period of the “Democratic
Opening” introduces a new level in the conflict between the Kurdish movement and
the Turkish state, and thus, helps me to understand the new content and limits of the
Kurdish resistance. Through participant observation I established connections both
with the MKM’s members and Kurdish singers. I visited them during their
performances as well as in the MKM’s local office in Taksim, Beyoglu. These
formal and informal conversations helped me understand the ways in which Kurdish
musicians perceive and conceptualize their art and the new reconciliation process
imposed by the AKP government. Moreover, during my research I followed the pro-
Kurdish newspaper “Ozgiir Giindem” and the pro-Kurdish news agency “ANF (Firat
News Agency)” and analyzed their content in order to examine the opinions and
critiques developed by the Kurdish intellectuals, artists and writers about the
Democratic Opening process, the introduction of the TRT6 and the participation of
some other Kurdish musicians and artists to the TRT6 and the democratic opening

process.
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To be a Turkish Researcher on the Kurdish Question

During my research, the reason why I was studying the Kurdish music and the
cultural policy of the MKM, and why I was interested in the Kurdish issue is highly
questioned by my friends from the masters program, by my highschool friends as
well as by my family, and usually my interest in the Kurdish question is considered
“problematic” since it is known that I am not from Kurdish origin and even I am not
a member of a minority group in Turkey. My ethnic origin was also a matter of
curiosity and wonder in the case when my interviewees asked about me, and tried to
find out an ethnic connection with me in order to prove themselves that I can
understand them because I experienced the same suffering and paid the same price
for my suppressed ethnic origin. In almost all cases my ethnic origin was
investigated so that they can trust in me or they can be proud of me as a Kurdish
woman who was educated and conscious enough to state academically or publicly
her own national problems in scientific ways. Sometimes, I had to mention that my
grandmother was from Sivas, a city known for its high population of Kurdish Alevis.
Even though in the beginning of my study I thought that the birth place of my
grandmother was irrelevant to my research my interviewees care too much about my
connection to the Kurdish ethnic origins. I assume that their care about my ethnicity
or their quest for our common ethnic origin stems from the severe critique of the
Kurdish resistance by outsiders. Thus, I realized that most of my interviewees
believe that only an insider can be trusted in and only her research can be “sincere”
(‘samimi’) and objective because of the same reason. I remember my participation to
one of the “Baris I¢in Sanat” (Art for Peace) meetings (a collective body of

alternative art performers) together with the MKM’s members. During the meeting
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all the participants talked about their minority status while I felt that I was apolitical
and even ugly since I had no minority status and no history of severe suppression in
ethnical terms in Turkey. Thus, I can be called “a white Turk” if one looks at my so-
called ethnically Turkish ancestors, my family’s educational level and middle class
status. I also remember a Belgian activist, who is a friend of my father’s old Belgian
friends, introducing me to her Kurdish friends in Liege and talked to my “Turkish”
ear: “Don’t make me regret for it, don’t harm them”. “Where are you from?” is
actually a tricky question since the answer of this question can end up with one’s
inclusion or exclusion to the debate.

To be honest, I was firstly interested in art and its potential for displaying the
resistance. Moreover, the Kurdish question and its art policy were just well-related
cases to explore this issue in a context where the Kurdish issue is a subject that
nobody in Turkey can keep himself excluded from. I did not define myself “Turkish”
since my graduation from the high school because I think that the ethno-national
perceptions of someone’s identity are fictional and stereotypical and not natural. Yet,
as I saw during my research ethnic-national origins still matter as a tool of power
networks for inclusion, exclusion or otherization even though I preferred to eliminate
this ethnical identification for myself. On the other hand, it is true that I have not
experienced the pressure of being a Kurd in Turkey and I have grown up surrounded
by the Turkish nationalist ideas, but I hope that this does not mean that I cannot feel
empathy and I cannot understand what the Kurdish artists want to display in their
music. In my personal life, too, I try to imagine the term of friendship in Derrida’s
perspective as unlimited and not only based on the sameness just like the way in
which I interpreted the results of this research. However, I expect that this research

and my interpretation can be criticized based on my so-called “ethnicity”, and
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moreover, my interpretations can be even considered as “a denial” of my so-called
ethnicity. Both of these critiques would be based on ethno-national perceptions. Yet I
think that this ethno-nationalist approach can also be the reason why the
reconciliation process between the Turkish and Kurdish camps always ends up with a
deadlock since the ethno-nationalist approach limits “the friendship” to a so-called
natural tie of birth that can never be eliminated.

Therefore, naturalized ethno-national identities appear as a major obstacle
before the peace process since a naturalized understanding of ethnic identities
reproduce and maintain conflicting camps as radical others. In brief, I do not think
that I have to be a Kurd to investigate the Kurdish music; I am a painter and not a

musician but still we can be friends.
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CHAPTER 2

THE SHORT HISTORY OF THE KURDISH MUSIC IN TURKEY

In this chapter, I would like to introduce some famous figures of the Kurdish sound
in Turkey whom most of whom my interviewees from the Kurdish music performers
mentioned severel times defining them as the major inspirations of their art. These
early performers of the Kurdish music and their history portray the transformation of
the meaning of the Kurdish music as well as the development of the relation between
the Kurdish art and the Kurdish political movement. All of the information gathered
is from some popular and official websites and especially from the sources such as
the ANF News Agency (Firat News Agency) that is useful to explore the general
views of the important figures of the Kurdish movement.

If one look at the Kurdish music’s history in Turkey starting from 1980s,
Turgut Ozal’s amendment for lifting the ban on speaking and singing in Kurdish
must be emphasized particularly. This legal arrangement permitted the spread of
Kurdish music albums freely whereas before that time Kurdish music albums were
sold and distributed secretly. Turgut Ozal, the prime minister of the time, declared to
the press that “the Kurdish language is now free” after his meeting with the Milli
Giivenlik Kurulu (MGK - National Security Council) in 1991. The ban on the
Kurdish language introduced by the constitution of 1982 prepared by the military
administration that came to power with the coup on 12" September 1980 was lifted
with the law number 2932 on 12" April 1991. The press announced the news as from
that time on “the Kurdish language is free” (Birgiin Newspaper, 4 January 2009).

This was a radical change since during the years that followed the 1980

military coup there had been strict censorship on the use of Kurdish languge. The
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names of the 2842 of the 3524 villages of Adiyaman, Urfa, Antep, Mardin,
Diyarbakir and Siirt were changed because these names were Kurdish. Moreover, in
every state institution in the eastern and sourteastern province of Turkey, the
signboards “speaking in other language than Turkish is banned” were placed. After
the coup even former members of the parliament such as Serafettin El¢i were
sentenced to legal punishment because of their open declaration of their Kurdish
origin. Some officials of the State Institution of Statistics were sentenced because of
the same the reason that they gave place to the Kurdish language in the part of
spoken languages. The ban on the Kurdish language became constitutional in 1982
with the article 26 that said “any thought cannot be explained, spread, published in a
banned language by law'” and with the article 42 that said “any language besides
Turkish as mother tongue cannot be taught in the institutions of education and
courses to the Turkish citizen™”.

Because of the the lack of any constitutional guarantee on using the Kurdish
language in the public, Turgut Ozal’s amendment in 1991 and later on the emergence
of the first official Kurdish TV Channel of Turkey in 2009 did not prevent the court
cases and arrests of the Kurdish music performers because of their use of the Kurdish
language. For the most part the claim of the public prosecutors is “the
encouragement of terrorism” by the Kurdish artist. Recently, the ban on making
propaganda in Kurdish was abolished in 2010 and the ban on the use of the Kurdish
language in jails was abolished in 2009. However, still no constitutional arrangement
was prepared to protect the recent laws that allow speaking Kurdish in jails and

making political propaganda in Kurdish.

' 1982 Turkish constitutional article 26: “Diisiincelerin agiklanmasi ve yayilmasinda, kanunla
yasaklanmis olan herhangi bir dil kullanilamaz.”

? 1982 Turkish constitutional article 26: “Egitim ve ders kurumlarinda Tiirk vatandaslarina Tiirk¢e’ nin
disinda bagka bir dil anadil olarak dgretilemez.”
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The below-mentioned agents of the Kurdish music primarily belong to this
period of severe censorship between the years of 1980-1991. Furthermore, some
others performed Kurdish music after the Ozal’s amendments between the years
1991 and 2000. These early generation of the Kurdish political music are considerd

as the major insprition by the current Kurdish artists.

The First Years of the Broadcast in Kurdish: Radio Erivan and the First Famous

Figures of the Kurdish Music

Radio Erivan (Radyona Rewane): A brach of this official radio broadcast in Kurdish
starting from 1955 in Erivan, Armenia. Radia Erivan is described as the common
language, voice and consolation of the Kurdish people even though Radio Baghdat
from Iraq and Radio Urmiye from Iran made Kurdish broadcasts since 1939, it is
claimed that Radio Erivan is much more popular because it broadcast in the regional
accent of the eastern provinces of Turkey and gave place to the music of “bilur”
(kaval) and “fig” (mey) (Kurdish folkloric music instruments). It was told that the
Radio Erivan was listened in the guest rooms of the villages or in some houses by a
wooden radio charged with batteries and, all the listeners knew well about Soviet
leaders since their names were repeated frequently in the news presented before the
music programs. The Radio Erivan presented the Kurdish broadcast of the dengbe;j
music at 4 pm, generally listened by the youth and at 9 pm, by the old generation. It
was stated that Erivan Radio allowed the transfer of the Kurdish music heritage to
the younger generation while the ban on the Kurdish music in Turkey persisted and
the Turkish translation of their old Kurdish well-known songs were heard in the

TRT, the official channel of Turkey (Birgiin Newspaper, 6 September 2008).
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Fatma Isa: She is one of the famous female dengbejs of the Radio Erivan. Her
singing of the love ballad “De Miho” was the mostly appreciated one for most of her
listeners and, and today this song is played as the MMC’s (Kurdish Music Channel)
generic music. Fatma Isa is known for only singing in one of RojTV’s program after
her resignation from the radio because of the reason of shyness and her preference
for singing in weddings with female relatives. She died in this year, namely in 2010
in Krasnodar in Armenia and buried with a ceremony prepared by the Kurdish
Culture Autonomy (Rojaciwan.com, 17 January 2010).

Aram Tigran: Armenian singer of the Kurdish songs, Tigran worked for the
Radio Erivan and immigrated to Europe in the 90s. In his 11 albums there are
Kurdish (both Kurmanci and Zaza dialects), Arabic, Turkish, Syrian and Greek
songs. He sometimes used poems by famous Kurdish poets such
as Cegerxwin or Qedrican in his songs. “Mazlum $éré Kurdistan e” is one of his
songs that the lyrics were written by the Kurdish militia (ANF News Agency, 15
October 2007). In 2005, Kurdish singers composed an album that includes Aram
Tigran’s 14 songs. Three of my interviewees, Rotinda, Kawa, Seytixan, participated
in this project as singers. Tigran died in Athens in 2009 and was buried in Brussels
since his wish about being buried in Diyarbakir was rejected by the Turkish
government that claims Tigran is not a Turkish citizen. Osman Baydemir, the mayor
of Diyarbakir from the BDP, brought Diyarbakir’s soil to his grave (Hurriyet
Newspaper, 15 August 2010).

Mihmed Shexo: Mihmed Shexo was a Kurdish singer from Syria. He managed
to sing with his “saz” while singing was considered a sin in the Kurdish culture in
Qamishlo (Syria). He went to Lebanon in 1970 to have artistic education and there he

set up his musical band, “Serkeftin”. Then he joined the Radio Baghdad in Iraq.
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After his first album, “Ay Gewre”, in Syrica he sentenced improsenment for several
times. He refused to prepare programs for the Radio Tahran because the
administration wanted him to change “Kurdistan” in his songs to “Gulistan”
(kurdishmagazine.com). He died in 1989. Ali from the music band Agire Jiyan sang
the covers of his songs in his 3 album.

Sakiro (Sakir Deniz): He was Dengbej Reso’s student and known as one of the
last representative of the tradition of Dengbej music. His amateurly recorded
cassettes were spread to Iran, Iraq and Syria from Turkey. He died in 1996 in Izmir.
He was also Ozcan Deniz’s (popular singer in Turkey) uncle. I remember Kawa,
Kurdish singer and one of my interviewee, who blaims Ozcan Deniz for not
following his uncle’s path and not assisting Kurdish movement. For his song “Wey
diil” Rojda recorded a duet with Sakiro by using Sakiro’s former recordings.

Ayse Sen (Eyse Sen): She left Diyarbakir because of the severe patriarchal
critique of her songs, even she could not come back for her mother’s funeral and she
composed her song of “Dayike” to mention her suffering. This song has also
interpreted by Siwan Perver. She became famous for her radio broadcast in Turkish
in Antep. In 1963, she migrated to Istanbul and gave concerts there in Turkish and
Kurdish. After her first album composed of Kurdish and Turkish songs, she had to
leave Turkey and go to Germany because of the oppressions supported by the
Turkish state. In 1979, she started to sing for the Radio Baghdad using the nick name

Eysana Eli. She died of cancer in 1996 (ANF News Agency, 21 January 2009).

Ahmet Kaya: He worked for a while as a taxi driver in Istanbul before he
became a well-known singer in the mid-1980s. His first album, “Aglama Bebegim”,
was released in 1985. His popularity continued to rise in the 1990s when in 1994 he

released the album: “Sarkilarim Daglara” which was sold in a record, 2.8 million
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copies. During his career he recorded approximately 20 albums and was known for
his protest music and fight for social justice. Recurring themes in his songs are love
towards one’s mother, sacrifice, and hope. On 10 February 1999 in the annual music
awards ceremony of the Music Critics Association at which he was nominated as the
Musician of the Year, he spoke about his Kurdish background and said that he
wanted to broadcast the first Kurdish video clip in Turkish televisions. He announced
that he had recorded a song in Kurdish (Karwan, released on the Hoscakalin Goziim
album in 2001) and intended to produce a video to accompany it. At this event he
was attacked by some famous Turkish singers such as Serdar Ortag, Ebru

Giindes and many others because of his stance on the use of Kurdish. Kaya went to
France in June 1999 escaping various charges arising from his political views.
Among them were the accusations that he had performed in front of a poster for

the PKK at a 1993 concert in Germany, and that he had made statements in support
of Abdullah Ocalan. In March 2000 he was sentenced in absentia to three years and
nine months in prison on the charge of spreading separatist propaganda. He died of a
heart attack in Paris in 2000, at the age of 43, and is buried in Pere

Lachaise cemetery. His memory is kept alive by his wife Giilten Kaya.

Ciwan Haco: He was born near in Qamishlo in Syria. His grandfather was
originally from Mardin, Turkey. After finishing high school, he left for Germany in
order to continue his studies. He studied music at the University of Bochum for three
years. He is now residing in Sweden. Ciwan Haco is one of the very
first Kurdish singers who combined Kurdish folk music with western style pop
music, rock, blues and jazz. As of today he has released 14 albums and a live VCD
and DVD of his famous Batman concert in 2003 to which more than 200.000 people

attended. Ciwan Haco is known for his lyrics that are often intentionaly simple and to

20



which the main recurrent theme is love, with variations around this same theme. The
main song from his last album Off (2006), Li héviya te (“Waiting for you) features
vocals in both Kurmanci and French language (the latter being sung by a female
vocalist. Very popular in the Kurdish diaspora as with the Kurdish people in Middle-

East, Ciwan Haco has held plenty of concerts in many parts of Europe.

Siwan Perver: From 1975 on he became a protest singer. When asked why he
did not choose fame and fortune he answered “I want my songs to bring a message
about my people, about their reality, their situation, their suffering, social misery,
about occupation. I must give Kurdish Music a face, a personality. I want to serve
my people with my music” (sivan-perwer.com, 2007). He was studying mathematics.
Yet gradually he taught himself music by studying other people’s music and
developing his musicianship. He has become the best known Kurdish musician in the
world, accompanying himself on the tambur, Kurdish 3-course lute. At this time he
has recorded more than 30 cassettes, records, numerous CDs, film and video music.
He cannot go back to his homeland since the day he left his country in 1976. Today
he lives in Germany, though much of his time is spent travelling and performing all
over the world. In 1991 he appeared at the “Simple Truth”, Live aid concert,
performing alongside Peter Gabriel, Sting, Paul Simon, Tom Jones, Gipsy Kings as
well as other international artists. The proceeds from this concert went to the aid of
the Kurds in the Iraqi Kurdistan fleeing the Gulf War and was considered as one of
the most important aid concerts for that region. Sivan Perwer has a career expanding
over 30 years and has received many honour Doctorates, International World music
prizes and is considered a Cultural Ambassador of Kurdistan. In the year of 2004

Sivan Perwer, with a philanthropic initiative and mainly for the improvement of
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culture in society, established the Sivan Perwer International Cultural Foundation in

Frankfurt.

The History of the MKM (Mezopotamya Kiiltiir Merkezi — Mesopotamia Cultural

Center - Navenden Canda Mezopotamya - NCM in Kurdish)

The MKM is Kurdish movement’s one of the major institutions that introduces and
promotes products of the Kurdish culture. The MKM was established in 1991 and
now it has 15 branches and offices in 12 cities of Turkey. Its center is located in
Beyoglu, Istanbul. Since the foundation of the MKM, many Kurdish artists and
musicians who are members of the MKM have been put on trial, have been
sentenced to imprisonment or other severe punishments or they had to leave Turkey
to escape legal punishments.

The founders of the MKM are Musa Anter (Kurdish writer, who several times
put on trial for “propagating Kurdisness” and murdered in 1992), ismail Besikci
(Turkish researcher who was put on trial many times for his several researche on the
Kurdish question and spent 17 years of his life in the Turkish prisons), Feqi Hiiseyin
Sagni¢ (writer and linguist of the Kurdish language who died in 2003) and Ibrahim
Giirbiiz (Kurdish businessman) together with several artists and intellectuals. Most of
the MKM’s founders are also listed as the founders of the Kurdish Institute in 1992.
The MKM defines its mission as struggling against the assimilationist politics
exercised on the Kurdish people and against the cultural corruption, and fighting for
the preservation, defense and development of the cultural values of people of
Mesopotamia. They state that institutionalization of the MKM aims to strengthen

freedoms for everybody in the world.
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“El Yordamiyla Renkler” (Gropely Colors) is the presentation documentary of
the MKM prepared for the celebaration of its 5™ anniversary. Firat, the manager of
the MKM’s artists, gave me this documenraty to support my study on the history of
the MKM. The documentary includes several interviews with the members of the
MKM and other artists and intellectuals such as members of Grup Yorum and the
chairman of the Human Rights Association (IHD — Insan Haklar1 Dernegi) of that
period. The documentary was prepared both in Turkish and in Kurdish. The main
emphasis in the documentary is on the difficulty of being the first institutional body
that promotes Kurdish culture and also the problems concerning supporting Kurdish
culture in an envirorement where Kurdish identity was totally neglected. Nuray Sen,
a Kurdish poet and the chairperson of the MKM of that period, expressed MKM’s
task as exploring the Kurdish history and bringing it back to today’s world while
finding out the connections between the Kurdish history and the Kurdish movement.
One of the interviewees in the folklore department of the MKM mentioned that the
aim of the MKM is appropriating the Kurdish culture. According to the Kurdish
folklore unit in the MKM, they have to work to reclaim the motives of the Kurdish
folklore that for a long time appropriated by the Turkish folklore groups. In my
interview with Rotinda Yetkiner, a Kurdish singer and the current art co-director of
the Kurdish political movement’s media RojTV and MMC (Mesopotamia Music
Channel), expressed that he is one of the founders of the MKM:

I was in a quest in the years of 80s... if I talk about my own

experience it can be accurate because I am one of the founders...you

know this time, the bans were extreme even the ban on the Kurdish

language was in effect...but thanks to the Kurdish movement, they had

to step back...in the 90s, they abolished the ban...at this time, there

were many Kurdish music bands, Kurdish artists...they had everything
except a place or a school for them...this was the Kurdish movement’s

23



offer...we opened the MKM at the end of the year 90 but 91 is the
exact start date”.

Rotinda stated that the MKM is a school in all aspects and a new beginning since for
the first time Kurdish people were performing art in their own language and, this was
great in the sense of making Kurdish people feel as real humans, as free individuals.
Rotinda mentioned that he was teaching 120 children in his chorus and every student
of the MKM “if he does not deny himself” would be probably successful. Here,
“denying himself” is imagined as not internalizing and contesting for one’s ethnic
values and national chracteristics.

Ali, the soloist of the popular Kurdish music band Agire Jiyan, joined to the
MKM when he was 17 years old and he told me that every Kurdish artist must
participate in the activities of the MKM once in his life:

One has to take his education here; what one finds in the MKM is the

morality and the culture. How much one puts this morality and culture
into practice is another thing... But I think one has to take the education

of the MKM both for educational and artistic purposes... Then, it is not

important whether one continues to live here or not- it is his choice”.
Ali claimed that he was introduced to many valuable friends in the MKM and that
they worked together for several projects. He concluded that he benefited from both
the artistic education and the companionship (“yoldaslik) in the MKM.

Koma Asian’s members mentioned their reason to join the MKM as their

refusal of the idea of the market. They consider the music as their payback to the

Kurdish people:

? Interview with Rotinda Yetkiner: “89’Iu yillarda ben biiyiik bir arayis i¢cindeydim. Kendimden
anlatirsam biraz da, ¢linkii kurucularindan biriyim. O dénemde biliyorsunuz yasaklar cok daha ciddi
boyutlarda- hatta dil yasag: var- Kiirtce dili yasag1 vardi- miicadele sonucu geri adimlarini
attilar...900 yillarda sanirsam serbest birakildi. O dénemde de bir siirii Kiirt gruplari var, sanatgilari
var, ama bir seyi, okulu, mekam yok. Ozgiirliik miicadelesinin tanidig1 bir sans oldu... MKM’yi biz
9011 yillarda 901n sonunda ama 91de agtik.”

* Interview with Ali from Agira Jiyan: “Her Kiirt sanatgist MKM’den ge¢cmelidir... MKM egitimini
almalidir. MKM’deki ahlaktir, kiiltiirdiir. Ne kadar alir ne kadar uygular o ayr1. O egitimden hem
sanatsal hem egitimsel, gecmelidir diye diisiiniiyorum. Ama burada yapar yapmaz yasar yasamaz
kisiyle ilgili bir durumdur...”
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I am a case point, I was exiled when I was 8 years old without knowing

it, my friends were exiled, too...we experienced such pain, our people

did...we cannot work for the market or we cannot work to make more

money through selling our music... our only purpose is to assist our

people, to present our people’s suffering to the world through the

universal language of the rock sound’
Mehmet, the performer of traditional Kurdish dengbej music, expressed that the
MKM is the place for him to use his dengbej music in the service of the Kurdish
movement: “there are so many things that the guerilla offered us in terms of art. Yet,
we are unable to evaluate and make use of all these contributions...®”.

In their statements, one can assume that they regard sometimes their music as a
payback to the Kurdish people, their own people who have shared the suppression all
together and, they name this payback as the artist’s “conscience”. I think that at this
point one can talk about a feeling of “guilt” of the artist for not being sacrificed
himself such as the ordinary Kurds or the militas, yet, the MKM provides a new
battlefield where they can join to compensate this feeling of guilt through works of
art. Mehmet also emphasized that in a city like Istanbul they were unable to share the
experience of Kurdishness with other people and that is what the MKM is for.
Moreover, Mehmet Akbas, a former member of the MKM and a Kurdish singer from
Alevite and Zaza origin, who is now living in Germany, stated that the MKM was the
first station for him when he joined the MKM in the year 1998. He defined that time
as a period of chaos that started particularly after the arrest of Abdullah Ocalan, the

leader of the PKK, by the Turkish intelligent service in November 1999. At that time

Akbag was the soloist of the Zaza music band Venge Sodiri, which played a leading

> Interview with Koma Asian: “Mesela ben 8 yasinda siirgiiniin ne oldugunu bilmeden siirgiin edilmis
bir insanim. Arkadaslarim Oyle. Cok acilar yasadik. Halkimiz da yasadi. Bu saatten sonra kalkip
piyasaya, ya da yaptigimiz miizikten para kazanmaya ugrasamayiz yani. Bizim tek amacimiz
halkimiza hizmet edebilmek. Halkimizin acilarini belki evrensel bir dil olan Rock’la diinyaya
duyurmak.”

% Interview with Dengbej Mehmet: “Gerillada o kadar seyler var ki, sanatsal olarak, ama biz bunlar1
degerlendirmekten cok aciziz.”
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role in introducing songs from all the accents of the Zaza language. As part of the
MKM, the Venge Sodiri did not expect any financial benefit but struggle for the
preservation and promotion of the Zaza culture. Therefore, Mehmet Akbas defined
the MKM “as a pioneer institution™’.

Moreover, Kawa, a Kurdish singer, who is living now in France, told me about
the success of the MKM in terms of resisting against all kinds of Turkish state’s
oppressions. For Kawa, thanks to this resistance and thanks to the high price that
many members of the MKM paid so far, Kurdish music met with the large audience
of the Kurdish people and MKM have great music bands such as Koma Amed and
Koma Azad. Mehmet Akbas also mentioned the hard conditions under which the
members of the MKM work. In my interview with Akbas, he underscored the fact
that the psychological aura of the war time always influences the work of the artists:

MKM'’s conditions are not normal- you cannot compare the MKM for

example to the BGST since the media does not regard the MKM in the

same way that they approach to the BGST... BGST has enough

opportunities such as [their producer] Kalan Music and they have

Bogazi¢i University behind them. Bajar [a music band of the BGST]

released an album and even though their release was so glittering the

media didn’t use the arguments that they used against the MKM. Since

they have all of these opportunities they should shake the world. I wish

each of us had the same opportunities, yet, the MKM does not have

these opportunitiesg.
Akbas stated that one should admit that the MKM has made a serious contribution to
the promotion of the Kurdish culture despite their poor conditions. Akbas mentioned

that this is thanks to the presence of the artists who are sacrificing their musical life

for the survival of the MKM. As Mehmet Akbas state, artists who are still MKM’s

7 Interview with Mehmet Akbas: “O anlamiyla MKM bir ilkler mekani aslinda...”

8 Interview with Mehmet Akbas: “MKM’nin kosullar1 normal kosullar degil... MKM’yi bir BGST
gibi diistinemezsiniz. Basinin, sistemin BGST’ ye bakis1 ile MKM’ye bakis1 farklidir. BGST nin o
kadar olanaklar1 var arkasinda, Kalan Miizik var, Bogazici var. Bajar bugiin bir albiim yapt1 tiim basin
argiimanlar1 ¢ok az kulland1 ve o kadar sasali gelise ...imkan var sallamalisin artik... keske hepimizin
Oyle imkanlar1 olabilse MKM’nin iste o imkanlar1 yok.
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members could only produce 2 albums in the 30 years whereas an artist normally has
to do one album for every two years. He concluded that nobody can consider the
MKM as if it has normal conditions. To change these conditions the state must
regard the MKM in a different way, the MKM has to get good connections with the
media while it possesses a very well-settled place in Beyoglu, in the heart of
Istanbul.

I also questioned Bajar about its attachment to the BGST and why Bajar is not
part of the MKM’s project. Vedat from Bajar answered me that the discourse of
“every Kurdish artist has to pass through the MKM” is a statist argument: “There are
20 million Kurdish people ... Thus, there should be numerous differences...so the
MKM is not the cultural ministery of the Kurdish people isn’t it?”” Vedat defined
BGST as another organization that focuses on the problems of all people and
minority groups living in Turkey and, that is a sign of its refusal of the statist
understanding, whereas the MKM has some insufficiencies in its policy in the sense
that the MKM does not perfectly appropriate all the colors of Mesopotamia, for
instance they did not have a work on the Syrian culture and so forth.

However, what I personally observed in the MKM’s recent performances such
as the concerts in the Bostanci Performance Center and Yedikule Zindanlar1 in 2010,
in the programs there were several international oppositional singers or local ones
singing in different languages. Actually, Ilkay Akkaya sang in Turkish “Ciao Bella”
in Bostanci, one singer from the former music band Koma Asmin performed in
Armenian and Syrian, Tunisian singer Amel Mathlouthi sang several songs in
Kurdish, Turkish and Arabic in Yedikule Zindanlar1. Yet, the MKM underscored the

priority on practicing the Kurdish music and supports primarily its spread.

? Interview with Vedat: “Bir yirmi milyon insan bu Kiirtler... Madem bdyle bir seysin. Cok farkli
seylerin olmasi gerekiyor. MKM yani Kiirtlerin kiiltiir bakanlig1 degildir degil mi?”
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Besides this, in the MKM, they talked about the police attacks and arrests in the
former MKM concerts and activities, as well as the former court case against the use
of militia costumes in a show of the theatre group of the MKM. Actually, right now,
Rojda, artist of the MKM, is sentenced to 2 years imprisonment because of singing
songs of the Kurdish militia or Zelal Gok¢e, Nurcan Degirmenci and Meral Tekgi
(members of Koma Aheng) are sentenced to 10 months imprisonment in November
2009 because of singing “Oramar” (a Kurdish song prepared by the Kurdish militia).
Firat, manager of the MKM’s artists, mentioned that right now 15 members of the
MKM were arrested. He also stated that Rojda’s arrest took place at the same time
when she was invited to Tayyip Erdogan’s Artist Meeting:

Right now, there is the discussion about the constitutional

amendments...but Rojda is right now sentenced to 20 months

imprisonment...I told this to a journalist, if this is possible we do not

want any progress that derive from the democratic opening, always

something bad happened to us after the introduction of this democratic

opening (he laughed)lo.

However, he defined that there is a change in the use of violence by the state and in
term of the tools used by the state in the sense that earlier the physical violence in the
form of police attacks were widely used by the state, yet today even it is still
practiced, right now the judicial practices are much more frequent: “As if they try to
kill us in the corridors of the courts, so they do not use bullets like in 90s but we are
dealing with courts’ documents just like the bullets''”. He claimed that right now

there are 7 or 8 court cases against the MKM and therefore, their chairman had to

immigrate to Europe. He also emphasized that for any organization to which the

' Interview with the manager of the MKM’s artists Firat: “Acilimin yapilacag: giinde Rojda iceri
alindi, anayasa tartigmalarina gecilecegi sirada Rojda 20 ay ceza yedi...Bir gazeteci aramist1 bununla
ilgili sen ne diistiniiyorsun demisti...dedim...a¢ilim dendi dava agild1, anayasa tartismasi oldu, ceza
yedi...miimkiinse gelisme istemiyoruz...”

" Interview with Firat: “Oyle bir yola girmis ki, mahkeme yollarina getirip gétiiriip 6ldiirtecegim diye

herhalde... Yani 90lardaki gibi kursun sikmiyor ama kursun gibi mahkeme tutanaklariyla
ugrastyoruz.”
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MKM applied, the required documents are as the same as for an organization that
they apply abroad, wheras in fact only an identity card and some usual documents are
sufficient for other institutions to organize a performance in Turkey. I told Firat that
since the MKM can organize its concerts in Bostanc1 Performance Center, Harbiye
Theatre or Yedi Kule Zindanlar1 (the major places for music organizations in
Istanbul), this can be considered also as a sign for the transformation of the Turkish
state’s practices towards the MKM. Firat answered me:

But they raised too many difficulties for Bostanci... and in Agire

Jiyan’s concert 4 years ago, the police and security measures were

extreme... it is just like the police attacked Harbiye, their number was

approximately 2000... Harbiye is the one of the most prestigious

concert halls...nonsense'.

In brief, it can be interpreted that the form of the relationship between the Kurdish
movement and the Turkish state as well as the tools of excersing power mobilized by
the state has transformed. Nowadays the state started to mobilize more effective
judicial mechanism to suppress the Kurdish movement without being seen as an
extremely violent force. To be sure, as Mehmet and many others mentioned, this
does not mean that the state gave up using physical violence against the Kurds.

The MKM has several departments of art: folklore, modern dance, theatre,
movie-making, and music. The music department is considered to be the main one
since the Kurdish culture is considered as the inheritance of the dengbej music that
was transfered orally from generation to generation. Formerly the MKM also had a
department of children’s chorus that Firat, the manger of the artists, claimed the core
unit for the future members of the MKM. However, Ali from Agire Jiyan mentioned

that the MKM sometimes seems only having 7-8 soloists whereas the MKM has to

stress also on being a school. Even though there are some courses for guitar and

2 Interview with Firat: “Bostanc1’da da bizi ¢ok zorladilar ama Harbiye konseri vard 4 yil nce. Polis
Harbiye’yi bast1 dyle diyeyim yaklasik 2000 polis Harbiye’deydi. Harbiye gibi Tiirkiye’nin en iyi acik
hava konser yerini polis basti, sagmalik...”
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baglama (folkloric instrument), the MKM now does not have children chorus. Ali
thinks of forming a chorus for educating soloists. Firat also agreed that right now
there are some interruptions of chorus’ works but he insisted that chorus’ works are
essentials since many of the MKM artists have been educated in these chorus and
this period of neglect ended up in the rise of the arabesque music and in the
interruption of the MKM’s connection with the new generations. Works of the
workshops or art courses were driven by trainers and not by artists themselves
because of artists’ busy schedule. Firat told that the registration for workshops starts
in September or October every year. He emphasized that the MKM’s education
programs are also important since they allow connection of 200 students and their
families and this connection fortifies the community. I asked if there are any
problems concerning the female students’ families or if they have problems for
getting familial permission to join the art trainings. Firat expressed that there are
some students both female and male getting education without familial approval but
this is not because patriarchal issues yet because the MKM’s disoriented reputation
in the sense that families worry about their children:

There was a student... she came here for two years and yet her family

did not know it, she got guitar lessons and she succeed in the exams of

the conservatoire...her family learned that she was here and got

education and entered conservatoire through the MKM, they came here

many times and shouted out ‘how could you hide my daughter here

without our permission?’-however right now, this family enjoy our

programs and they have not got away from the MKM...There are also

some examples like that'’.

In brief, the MKM’s course schedule can be considered such as a tool for both

education of the Kurdish artists and communication with the Kurdish community.

" Interview with Firat: “MKM bazen aile bilmedigi zaman farkl algilayabildigi bir yer o yiizden aile
kaygilanabiliyor- ama hatta bir arkadas var, 2 yil gidip geldi ailesinden gizli bizden gitar dersi ald1
konservatuar egitimi ald1 bizden konservatuari da kazandi- birkag ay evvel ailesi duydu bizden gelmis
gitar 6grenmis konservatuar egitimi bile alip kazanmig MKM iizerinden- aile bizi gelip gordiikten
sonra birka¢ defa kaygiyla geldi nasil kizimizi nasil bizden izinsiz kapatabilirsiniz aslinda hiddet ile
geldi simdi MKM’den ¢ikmayan bir aile- yani sey ornekleri de var...”
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MKM'’s claimed financial resources do not include the education programs
since the students are mostly from poor families and sometimes they pay 20 or 50
Turkish Lira for a month, but the MKM do not push them to pay. Firat mentioned
that the MKM has always been in a financial crisis even before the today’s
worldwide economical crisis and that they usually pay their rent with the income that
they earn through participating public organizations with their performances such as
BDP’s or Ozgiir Politika Newspaper’s nights. Besides that, for the albums of the
MKM'’s singers, Firat claimed that they do not have extra profit unless they obtain
the cost of albums since the albums can be listened freely on the internet. He
reminded that Agire Jiyan’s first album was sold one million copies secretly when
Kurdish music was banned. However, right now even Sezen Aksu’s album cannot be
sold so much. That is to say music albums do not bring anymore a financial benefit
anymore. For him, albums only assist to introduce musical works today and
therefore, Kom Music, the MKM’s production company, still produces albums.
However, many of the MKM’s artists have financial problems even sometimes they
cannot have the money to come to the MKM’s office in Beyoglu from their home in
Istanbul. Yet, Firat stated that the MKM’s money is not communal even if they try to

assist financially some poor friends as much as they can personally.

Financial Resources of the MKM’s Artists

Most of the MKM artists cannot cover their living expenses through their earnings

from their works of art. Mehmet, the dengbej musician, mentioned that he is also a

construction worker. Umit, a member of Koma Asian works in a textile firm.

Another Kurdish musician from Germany, Roni, also stated that he goes to weddings
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where he has to waste his time and energy for money while he can use it for his art.
Roni actually works in a factory in K6ln, and he carries his mobile phone for
recording some melodies that come to his mind: “a Kurdish artist do not earn money
from his art, on the contrary he supports his art with the money he earns from other
sources'®”. T think that, this condition derives from Kurdish artists’ disfavor of the
market relations. Moreover, the support of the cultural institutions of the Kurdish
movement is poor and these institutions favor some artists while excluding some
others. The Kurdish cultural agencies have the power and authority to introduce the
Kurdish musicians to the Kurdish audience, thus, the limited support of the Kurdish
cultural authorities is distributed selectively among the Kurdish artists. Indeed, only
the Kurdish musicians who are active members of the Kurdish political movement
can occupy administrative positions such as Rotinda or Seyitxan, the co-art directors
of the RojTV and MMC. Rotinda and Seyitzan declare that they have a modest yet
sufficient financial source to compensate their living expenses. Among the Kurdish
artists I interviewed only Kawa talked about his satisfaction about his earnings that
he can get only from making art and music.

Ali, the soloist of the famous music band Agire Jiyan declared that he had to
quit the MKM for a while for financial concerns in his 10® year when he got
married. Ali said that in the MKM he did not earn any money from the concerts and
from the album wheres his request from the MKM for a support for his marriage was
rejected. He stated that most of the money he can earn is from the wedding events
that the MKM arranges for him, and Ali does not want to sing in the bars even
though this could satisfy the musician economically. Ali said that he does not like the

audience of the bars who can act as the boss of the artist and therefore the artist

" Interview with Roni: “Kiirt sanat¢1 kendi sanatindan para kazanamiyor tam tersine maddi yardim
yapiyor.”
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cannot conduct his art: “ The bar audience says : [ am giving money so you have to
entertain me- if the listener came to see you to satisfy his needs you cannot practice
art"”. Ali concluded that maybe playing in a bar can develop the ability of the artist.
However, Ali stated that he preferred to play only in the Babylon (a famous music
venue in Taksim) where the elite audience usually comes to listen to the music so
that the artist can really perform his art.

Mehmet Akbas, Kurdish musican living in Germany, works as barmen for five
days a weak to compensate his everyday expenses, and he talked me about how he
collected money through working as a barmen for his album that will be released in
the summer of 2010. I asked him whether he plays in bars or in the wedding events
even though I knew that Akbag’s experimental music, which is electronic music in
Zaza dialect of Kurdish, was not appropriate for this kind of activities. He answered
me that he cannot sing if there is humming and murmur in the hall. He told me about
a reception of Newroz that he joined:

I started to sing and in the meantime they served meal to the audience-

actually it was an elegant reception for foreigners mostly- yet I started

to hear the sounds of the forks and knives while I was singing my

second song...I said ‘Please accept my apoligies but I cannot sing under

these conditions, please enjoy your meal’ e
He also declared that he tried to sing in some “tiirkii” (ballad) bars, yet later on he
gave up even though this kind of job could satisfy his financial needs, and that is why
he preferred to work as barmen five days a weak instead of singing under murmer

and humming. On the other hand, Vedat from the BGST expressed that Kurdish

people have to have some music venues in the cities that they can come together,

'S Interview with Ali: “Para veriyorum beni eglendireceksin- bir kendini eglendirme mantigi- kendi
duygulari tatmin etme mantig1 ile gelen dinleyici olursa sen sanat da yapamazsin.”

' Interview with Mehmet Akbas: “Bir yerden ugultu geliyorsa sarki sdyleyemem..bir yerde ben
ciktim bir Newroz resepsiyonuydu. Sarki sdylemeye basladim, insanlara yemek dagitmaya basladilar-
giizel bir resepsiyondu, yabancilara yonelik- catal bigak sesleri geldi ben 2. sarkimi soyledim...ve
“kusura bakmayin” dedim, “bu kosullarda sarki soyleyemeyecegim, afiyet olsun”...”
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visit frequently on the weekends and listen to music there: “Where can a student
from Diyarbakir enjoy music in Istanbul? There are many Kurdish students here, yet

17 Vedat also mentioned that

where are they meeting? There is a problem here...
Bajar played in Studio Live (a popular bar in Taksim) yet their event was not
advertised correctly and adequately, and the administration of Studio Live did not
give the tickets to “Biletix” (the online ticketing company for the events), since they
worried about losing their usual customers because of a concert of a Kurdish music
band, Bajar. However, as Vedat told me, after their concert there, Studio Live
changed its mind and publicized Bajar’s second concert in Studio Live through
“Biletix”. Therefore, Vedat insisted that they have to struggle for their recognition in
the public sphere. Even he emphasized that the “democratic opening” can have a
meaning if it guarantees a quota for the Kurdish music in every festival in Turkey:
For him, “the issue of appearing in the public sphere” cannot be solved only through
giving their rights to the Kurds or only through opening Kurdish institutes; to appear
in the public sphere first and foremost the public should be persuaded. Vedat also
argued that a music band has to be selective in term of choosing the place where it
plays if the music does not want to be a “meze” (an appetizer by being a background
music). Yet, Vedat stated that bars cannot be excluded from the sphere of art since
bars are also meeting points for musicians and their audience.

Rojin, autonomous Kurdish soloist, claimed that an artist has to perform in any
place if she is a professional. She stated that in terms of Kurdish music Istanbul is a

place to perform music in every place whereas Anatolian cities are rather places for

concerts. She stated that she sings in Bakirkoy’s “tiirkii” (ballad) bars where she

' Interview with Vedat: “Diyarbakirli falan..Mesela iiniversiteli gengler nerelerde? Bir siirii .
tiniversiteli Kiirt var. Bunlar nerelere gidiyorlar? Nerelerde bulusuyorlar? Nerde egleniyorlar? Oyle
bir sikint1 var aslinda..”
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earns the money for her living expenses and where also she meets with many friends
and journalists.

At this point, there are two contesting arguments: One defines “bars or cafes”
as inappropriate places to sing Kurdish music, and the other ones claim that “bars or
cafes” should be considered as public meeting places and therefore they are
important in terms of persuading the public opinion about the presense and
legitimacy of the Kurdish art and Kurdish identity. The view of the first group
reminds one Adorno’s arguments who described cafes and bars as places where
music is commodified. Adorno points out that this is “exiled music herself, pushed to
the edge of existence, holds out loyalty there: music as background” (Adorno, 2002).
This means that for Adorno a listener in a bar or cafe cannot be a critical listener,
instead he just consumes the music whereas for Adorno the audience should be
conscious and critical which is the precondition for social change. For Adorno, the
ultimate beauty of the music in its enigmatic truth content must be both heard and
thought so that the active listening can create intersubjectivity between the listener
and the sound composition which drives him beyond status-quo, the existing societal
system (Leppter 2005). Thus, for the supporters of the first view, the music in the
background becomes also a kind of silence and lack of communication for the
Kurdish artist. According to this point of view the Kurdish music can only
accomplish an emancipatory task for the Kurdish people or for all humanity if it
creates a conscious and critical discontinuity in the system.

On the other hand, for the supporters of the “public appearance of the Kurdish
music” as much as possible, performances in “bars or cafes” has the potential to
create a symphaty towards the Kurdish music in Turkey, where Kurdish music stands

together with Turkish music. A space for familiar and recognized noises creates a
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territorial propriety that Barthes defines through the notion of first listening, namely
“the alert” (Barthes, 1991), through which the unfamiliar sounds that belong to an
outsider can be appropriated. According to this view, as much as Kurdish music is
performed in different bars, cafes and other public places Kurdish music will become
no more a threat but a legitimate sound of the public sphere. Following this view that
underscores the significant effect of the public practice of art, Kurdish music can
perhaps reach to non-Kurdish music audiences, who enjoy to know about different
musics and to share different sounds, and thus eliminate the possibility of
otherization. However, when one looks at the actual practices of the Kurdish music
in the public one sees that these performances for the public does not help much to
include differences and to appropriate the outsiders. For instance in the wedding
events and bar performances that musicians mostly define as “a way to make some
money”, usually Kurdish musicians sing and play for the Kurdish audience and thus,

such performances generally misses the opportunity to bring differences together.

MKM'’s Recruitment Policy of the Artists

Not everyone can enter the MKM, yet Firat, the manager of the MKM’s artists, told
me that there is only a small number of exceptions for rejection and it occurs if the
candidate has financial and marketing or celebrity concerns for doing art or if he
performs arabesque music or wedding music that only a keyboard and a baglama can
be sufficient or if he sings in bars. These conditions mean for him the absence of the
will to develop oneself. However, one can enter the MKM without knowing musical
notes but this one must has the will to learn them and the only criteria for a MKM

artist is to have the will to work. Firat mentioned that there are 6-7 applications from
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the musical bands to join the MKM this year and their forms of application were
discussed according to the musical and political measures and every one of them
right now is MKM'’s artist.

A MKM artist can frequently join the MKM’s events but must participate
regularly to the hard practices and trainings; they can share the MKM’s studio for
rehearsal and then can have a chance to release an album with the support of the
MKM. I asked Koma Asian’s members, young rock musicians in their twenties,
about how they joined the MKM since they were recently admitted. They mentioned
that firstly one has to perform a presentation of 5 songs in front of a jury composed
of the MKM’s music trainers and musicians and also the administration staff. They
told me that the candidate can be a mediocre musician but the jury is primarily
interested in the content of his songs or if the candidate can offer a different
interpretation of the song it can also affect the jury. Firat stated that he votes firstly
for the MKM’s need secondly for his musical taste and that he voted for a rock band
much more joyfully since rock music is still experimental for the Kurdish music.
Koma Asian’s members state that there is a second presentation for the theory where
the candidate presents his views about the world, the politics and how he thinks
about the Kurdish movement. Then the candidate has to be approved by the musical
unit and then by the MKM general administration. They stated that their frequency of
coming to the MKM also counts in the sense that the MKM wants to know if the
candidate really wishes to join to the MKM or applies only for having some
opportunities to participate to the MKM events and for introducing themselves to
public and thus to become famous. Firat, the manager, also talked about a period of
3-5 months where these candidates frequently visit the MKM, join the workshops, so

that they can learn the system and also the MKM can learn about them. Then, r they

37



can get through the two exams composed of “practical” and “theoretical” sections.
Their previous participation to some programs can be also a reference for them.
Besides this, Firat told me that he remember many candidates now his friends in the
presentations bearing headscarves or long skirts and with their sleepers on their foot
which means for him, not having an artist’ stand but having a religious tenure. They
only reject candidates who does not have social and political concerns or who wishes
only to be famous and apply for using the MKM’s connections for pragmatic
concerns. He emphasized that the music section decides which group or soloist
would have an album and that Agire Jiyan made only 3 albums in the last 18 years.
Therefore, actually the MKM does not favor the famous ones. Firat picks up
musicians for several events according to the activity’s content. For instance, for a
political night a musician famous for political songs goes or if it is a folkloric event
this time a folklore group is sent to the event. In this context, Koma Asian expressed
that the fact that they play rock music was an advantage for them to join to some
youth events. Furthermore, I asked Koma Asian’s members whether their families
have early connections to the MKM. One of them stated that his father’s uncle is one
of the MKM’s founders and that her family visits frequently the MKM when they
pass through Taksim. The other one claimed that there is nobody connected in his
family while they have the sympathy for the MKM. However, to be a member of a
militia family is not sufficient to be accepted and some of my interviewees who have
Kurdish militias in their families mentioned their refusal or their waiting status which
means that the MKM actually searches for artistic abilities. However, the
“theoretical” exam that a candidate has to pass to join the MKM is a tricky one in the

sense that for a MKM artist to criticize the Kurdish movement in the context of
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suggesting alternative policies of resistance is perhaps not approved since the
candidate faces a jury that decides what is true and the best for the Kurds.

I asked also Vedat from the BGST, whether they have some similar procedures
for recruitment of the artists for the BGST. He answered me that any artist willing to
participate to the extremely hard working conditions can join the BGST. However,
there are some main principles of appropriating “anti-nationalism or anti-gender-
rationalisms” and besides this the members come together periodically for reading
and lecturing and discussing these issues. He mentioned a nationalist guitarist who
was a member of the BGST: “There was a guy in Kardes Tiirkiiler...we did never
said ‘get out’ but we discussed the nationalism with him. B However, the
nationalist guitarist left the BGST: “I wish he did not quit and he made progress. As
you know nationalism is also an illness'®”. Considering the terms of admission, one
can say that the brotherhood in the sense of friendship with its practice of democracy
in a community of art is limited to the people who share the main ideas of this group.
Indeed “sameness” is the first and major requirement of belonging to a group even

though the MKM and the BGST declared that anybody can be their member.

'® Interview with Vedat: “Ama mesela bizim bir gitarist cocuk vardi Kardes Tiirkiiler’de... Ama biz
hicbir zaman sen git demedik yani tartistik bilmem ne.”

" Interview with Vedat: “Keske kalsaydi...Keske degisseydi.. Yani sonugta o da bir
hastalik...Napicaksin yani...”
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CHAPTER 3
POLITICAL AND HISTORICAL BACKGROUND:
AKP’S LIBERAL APPROACH TO THE KURDISH QUESTION WITH

“THE DEMOCRATIC OPENING POLICY”

AKP’s new liberal approach to the Kurdish question was named firstly in mid-2009
as “Kurdish Opening” and then it was renamed as “Democratic Opening”. However,
the transformation of the governmental approach to the Kurdish question is not an
overnight change. The current AKP government in the last 8 years has discussed this
issue as part of the extension of its liberal approach. For some critics, AKP’s catch-
all party character and the expected support from the of Kurdish voters play an
important role in AKP’s liberalization of the approach to the Kurdish issue: As part
of the Democratic Opening Policy the AKP government firstly cancelled the ban on
giving children Kurdish names and labeling streets, villages and towns in Kurdish.
Moreover, the AKP government promised to establish Kurdish language departments
at prominent universities in Turkey and right now Mardin Artuklu University
includes the Institute of “Living Languages” that encompasses the Arabic, Persian,
Syrian and Kurdish language education since 2009. Thus, the formation of the TRT6
in December of 2008, the first official TV channel in Kurdish, marks a radical
change in the perception of the Kurdish question by the Turkish government and
public opinion. In January of 2010, the AKP published a booklet entitled
“Sorulartyla Cevaplariyla Demokratik A¢ilim: Milli Birlik ve Beraberlik Projesi”20

(“Questions and Answers About the Democratic Opening: the Project of National

Togetherness and Brotherhood”) that includes 30 questions and answers about the

20 Retrieved from http://www.akparti.org.tr/acilim220110.pdf
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Democratic Opening, - there are some points stated in this booklet that I want to
mention to describe AKP’s perspective:

e Turkey’s unitary structure of one nation is protected. The idea that
Democratic Opening makes concession about Turkey’s unitary system is
a black propaganda (a lie) —The national unity does not mean ethnic
unity- a nation can be composed of diversity in terms of ethnicity.

¢ Democratic Opening aims to handle firstly the issue of terrorism and
every single problem and economical position of ethnic and sectarian
diversity and intends to decrease these complications.

¢ The official language of Turkey is Turkish. However, the AKP will
remove all the obstacles about one’s right to learn, to speak, to sing and to
listen to her mother tongue or publish or broadcast in official and private
channels in her mother tongue. Turkish is also the only language of
education.

¢ Since the Kurdish question stands forefront, many press groups and
agencies named the Democratic Opening as “the Kurdish Opening”.
However, Democratic Opening encompasses problems of all the
minorities.

¢ To eliminate terrorism, the government has to take also economic,
cultural, social and psychological measures beside security measures,
whereas former governments focused only on the latter.

® Democratic Opening is not a sudden movement of the AKP government.
The AKP has worked on the prosperity of the eastern and south-eastern

parts of Turkey for 7 years.
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¢ The AKP government does not offer a concession to an illegal structure
of terrorism with the Democratic Opening. Instead Democratic Opening
is designed to guarantee the citizens’ their major human rights.

¢ In the process of Democratic Opening, the AKP’s genuine partner in the
dialogue is the 72 millions of citizens of Turkey. AKP’s policies are also
supported by several NGOs (Non-Governmental Organizations),
scientists, members of media; however, the terror organization is not part
of the dialogue and negotiation. Despite all the efforts of the AKP firstly
the oppositional parties the CHP and the MHP and then some other
political parties preferred “to bring oil to the fire” (they did not support
the Democratic Opening and by doing so they provoked more severe

complications of national problems )

Considering some points stated in the AKP’s booklet about the “Democratic
Opening”, one can assume that AKP’s policy considers the Kurdish question as a
minority problem and it refuses the PKK as a legitimate partner in the process of
negotiation and dialogue. As a result, the AKP continues the former official policy of
the Turkish state that divides the Kurds between the loyal ones and the illegitimate
terrorists. In this perspective, the pro-PKK cultural agencies of the Kurdish political
movement such as the MKM can still be the target of state’s pressure and the ban of
the DTP (former pro-Kurdish political party) can be considered as a legitimate act.
However, the DTP got the votes of the majority of the Kurds in the south-eastern part
of Turkey and the PKK has recruited militias from the same region where the
Kurdish people mostly settled. In this context, most of my interviewees emphasized

the insincerity of the Democratic Opening by claiming that this new policy aims to
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eliminate the Kurdish political movement and its agencies. They mentioned that the
state’s both physical violence and judicial measures still target the agents and
supporters of the Kurdish movement:

¢ The DTP, the former pro-Kurdish political party was banned by the
Constitutional Court on 11 of December, 2009 because of its alleged ties
to the PKK. Moreover, 37 members of the party are banned from political
activity such as the co-presidents of the DTP Ahmet Tiirk and Aysel
Tugluk.

e Many Kurdish children between the ages 8 and 15 were sentenced to
years of imprisonment because of their alleged support and propaganda
for the PKK especially for throwing stones to the police during the
demonstrations. Recently, some judicial arrangements were applied to
decrease the extremely severe punishments, yet this new arrangements are
still considered insufficient by the members of the Kurdish movement.

¢ During the KCK (The Alliance of the Kurdistan Community- a political
organization of the PKK) operations in December 2009 more than 1000
members of the DTP/BDP (pro-Kurdish party) including current mayors
were arrested and they are still detained in the prisons.

e Several members of the peace committee of the PKK that entered Turkey
on 19 of October 2009 from Mahmur and Kandil were arrested in June,

2010, the court case about other members still continues.

Furthermore, my interviewees repeatedly mention the disregard of the voice of

the sorrow of the Kurds. Aynur, a well-known independent Kurdish singer, stated

that in every Kurdish house, there are loss and war traumas that have to be voiced
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whereas the Democratic Opening is still a unilateral act imposed by the government
and nobody knows clearly what its intentions or accomplishments are. However,
right now, in her view, there is only one progress that is the proliferation of the
discussions on the Kurdish issue:

Now we can talk about it [the Kurdish question] comfortably while in

the past we could not- [in the past] we were careful about our sentences

or we could not say what we wanted to say since we were wondering

what the cost of it would be...*".

Just like Aynur, Vedat from the music bands Kardes Tiirkiiler and Bajar that are part
of the BGST (Bogazi¢i Gosteri Sanatlar1 Toplulugu / Bogazici Community for
Performance and Art) emphasized the slow progress of the Democratic Opening
process and the lack of the constitutional amendments that will guarantee the rights
of the Kurds. For Vedat the slowness of the process results in rise of the tension in
the conflict. Vedat explains AKP’s lack of consistency with AKP’s election
concerns, since the AKP can neither risk the votes of the nationalist Turks nor give
up with the votes of its Kurdish supporters.

Moreover, the members of the MKM argue that thanks to the Democratic
Opening, the Turkish state seeks to be seen as the legitimate representative of the
Kurdish culture while it undermines the legitimacy of the cultural agents of the
Kurdish political movement as the true representatives of the Kurds. Thus, for the
cultural agents of the Kurdish political movement, the Democratic Opening is a state
project to establish a cultural hegemony that serves nothing but to suppress the

resistance of the Kurdish movement by marginalizing its political demands and

associating it with terrorism.

! Interview with Aynur Dogan: “Rahat konusabiliyoruz degisen o oldu- konusamiyorduk...Dikkat
ediyorduk ciimlelerimize, kelimelerimize...veya soyleyeceklerimizi soyleyemiyorduk.. acaba neye
mal olur diye...”
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In the following sections I will focus on the Kurd’s quest for sincerity and I
will state and analyze more in detail the reaction of the Kurdish cultural agents to the
Democratic Opening of the liberal AKP government, to the formation of the TRT6
and to the Artist Meetings organized by the government. I will try to find answers to
the following questions: Why and for what reasons does the TRT6 is not considered
by the Kurdish cultural agents as an adequate and true solution for the Kurdish
question? After the introduction of the democratic opening policies, how and in what
ways concepts such as hegemony and resistance are reconsidered and redefined by
the members of the Kurdish cultural agencies of the Kurdish movement especially by

the MKM?
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CHAPTER 4
THE KURDS’ QUEST FOR SINCERITY AND THE POLITICAL AND
DISCURSIVE STRUGGLE TO BE RECOGNIZED AS THE “TRUE”

REPRESENTATIVE OF THE KURDISH CULTURE

We know that there are no friends, but I pray you, my friends, act so

that henceforth there are. You, my friends, be my friends. You already

are, since that is what I am calling you. Moreover, how could I be

your friend...if friendship were not still to come, to be desired, to be

promised...If I give you friendship, it is because there is friendship

(perhaps); it does not exist, presently (Derrida, Politics of Friendship,

1997, p. 235)
For Derrida, one cannot enclose the friend within our knowledge in the sense that the
friendship does not require reciprocity and equality but the logic of gift giving
without return rather than a calculated exchange. Therefore, friendship is not a matter
of self-love or self-affirmation but the friend is someone who accompanies me with
his alterity. In other words, Derrida defines the friend as a “dissymmetrical other”
rather than the equal, the intimate and the same. Consequently, friendship is not a
club for limited membership but it is unlimited. If one considers the Aristotalian
statement, the relation of father to his child is monarchical, the relation of man to his
wife is aristocratic and, finally the relation of brothers is the democratic model in
politics. I think that this understanding of democrarcy in the model of Derrida’s
friendship can assist to investigate “The Democratic Opening Policy” of the AKP
government and its reflections on the Kurds in Turkey in the period of reconciliation
between the Turkish state and the Kurdish movement. My assumption concerning the
appropriateness of the term friendship also appears in many arguments of my

interviewees while the Kurds talk about their disagreements regarding the process of

the Democratic Opening. [ will try to state some relevance of my theoretical ground
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of Derrida’s historical analysis of friendship in his book the Politics of Friendship
especially for “the quest of sincerity” that most of my Kurdish interviewees
introduce as the major requirement for the reconciliation. Among the Kurdish artists
and musicians the question concerning “sincerity” plays a crucial role in identifying,
who is the true representative of the Kurdish music. In the interviews that I
conducted with the members and musicians of the MKM as well as with the
members of other independent Kurdish music bands, lacking sincerity is usually
introduced as a sign of being a betrayer and of assisting the Turkish state’s
hegemonic ideology. Particularly after the introduction of the AKP’s liberal
democratic policies about the Kurdish question, and the consequent formation of the
first official Kurdish TV channel TRT 6 and Prime Minister Tayyip Erdogan’s
meeting with the artists, a division among the Kurdish music performers took place.
This division was usually expressed in terms of being or not being sincere. At this
point, I want to introduce the popular definitions of sincerity and its meaning as the
marker of friendship in the period of reconciliation between the Kurdish cultural
agents and Turkish government.

Yet, this chapter’s main argument through the analysis of the statements of
several Kurdish musicians from both the MKM and other independent groups and
people coincides with Elizabeth Povinelli’s critique of the Australian
Multiculturalism that intends to recognize the cultural rights of the Australian native
populations, namely the Aboriginals, and include them to the sphere of liberal
governance. Povinelli defines the current multiculturalist discourse as a new
hegemonic apparatus of the state to ensure the future of the nation, and its core
institutions and values rather than shaken it (Povinelli, 1998). I argue that this idea

can also explain the critiques towards the Democratic Opening Policy’s procedures
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and help one to understand better why the lack of sincerity is frequently mentioned
by the Kurdish musicians and artists that were interviewed. Moreover, this new wave
of multiculturalism can be understood by Gramsci’s term of hegemony, even if it is
addressed especially to the class struggle and domination. It shows also the reasons
behind Kurdish movement’s mistrust in state’s hegemony, which is a process by
which “educative pressure is applied to single individuals so as to obtain their
consent and their collaboration, turning necessity and coercion into freedom”
(Gramsci, 1971). Whereas in Gramscian terms the freedom produced by the
instruments of the ruling class molds the “free” subject to the needs of an economic
base, in the case of the Turkish state and the Kurdish movement, the Turkish state
seeks to introduce itself as the supporter of the Kurdish cultural rights through the

instruments of the Democratic Opening Policy, such as the TRT6.

The Critique of the TRT6

The recent declarations of the members of the Kurdish movement about the
formation of the TRT6 criticize the legitimacy of the first official Kurdish TV
channel established by the Turkish state. The TRT6 started its official broadcast on 1
of January, 2009 with several interviews with the political and other important actors
while Recep Tayyip Erdogan, the prime minister, ended his 10 minute long speech
with a statement in Kurdish: “TRT Ses Bi Xér Be” (“May TRT6 go well” — “TRT6
hayirl olsun”). First of all, members of the MKM and the Kurdish cultural agents do
not consider the formation of the TRT6 as a present of or an opportunity provided by
the Turkish state. They rather believe that such an approach ignores the long history

of the Kurdish struggle for freedom and its political gains. For the members of the
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Kurdish political movement the TRT6 is not a gift of the Turkish state but a result of
the struggle and sufferings of the Kurds of the last 20 years (Ozgiir Giindem
Newspaper, 5 January 2009). Members of the Kurdish political movement argue that
the presentation of the TRT6 as the marker of the Turkish state’s new liberal
character reproduces state’s hegemony and underestimates the political power of the
Kurdish movement.

In a television program at NTV (A prominent news channel in Turkey) Giilten
Kaya, the wife of the prominent Kurdish singer Ahmet Kaya, who died in Paris in
exile, in the year of 2000, said that “Kurdish people’s suffering is voiceless”
(Aktifhaber.com, 1 July 2009). The program showed Ahmet Kaya’s formerly banned
Kurdish music clip for the first time on televisions. When the journalist asks Giilten
Kaya about her comments on this first broadcast of the music clip, Giilten Kaya
stated that after the death of Ahmet Kaya this does not mean anything for her. She
added that the cost of broadcasting this music clip was too much; there was too much
suffering for her and for the listeners of Ahmet Kaya. She said, “the broadcast of this
clip after so many years cannot bring Ahmet Kaya back; he is dead now, and nothing
can compensate this loss” (Aktifhaber.com, 1 July 2009). Then, Giilten Kaya said
then that if this music clip had been broadcast 9-10 years ago they would not have
experienced such hard times. In her view, the lyrics of the song are not effective
anymore because it is too late. In an interview she gave to the Kurdish media, she
also states that the attempt of the current government to bring Ahmet Kaya’s tomb
back to Turkey would not mean anything unless all of his songs are broadcast
without any ban and TRT6 becomes more than a symbolic and a delusional channel

for the Kurdish people (Ozgiir Giindem Newspaper, 1 January 2009).
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One can consider the Kurdish critique of the TRT6 as a struggle for the
representation of the Kurdish subjectivity. The fact that the TRT6 is a state-promoted
Kurdish channel aims to dilute the differences between the government and the
Kurdish movement in terms of representing the Kurdish people. Right now, the fight
is for the form and the way of representing the Kurdish subjects.

Another point that was emphasized by the Kurdish cultural agents is the lack of
“sincerity” on the Turkish state’s side. While many Kurdish people are in jail
because of accusations concerning speaking in Kurdish in the public sphere, a
Kurdish TV channel that broadcasts in Kurdish for 24 hours is a sort of hypocrisy.
They claim that the TRT6 is settled down to omit the Kurdish movement or to pacify
the Kurdish uprising. Moreover, the TRT6 is accused of decreasing the rating of the
Roj TV which is considered by the Kurdish cultural agents as the true and legitimate
TV channel that represents the Kurdish resistance. In my interview with the members
of the MKM, the terms such as “sincerity, innocence, trust” are defined as the
qualities that the Turkish state and the current government of the AKP lacks. They
mention that the quick and easy settlement of a Kurdish public channel, the TRT®6, is
also a matter of question, which proves the lack of sincerity in this move. Moreover,
it is noted that the Kurdish deputies’ presentations in Kurdish in the national
assembly are still banned and the Kurdish language is still defined as an ‘unknown
language’ by the official discourse of the Turkish state. That is to say the right to
speak or sing in Kurdish is not guaranteed constitutionally. Musicians and artists in
the MKM argue that all of these show the hypocrisy of the Turkish state’s liberal
reforms. Furthermore, they state that while the TRT6 can use the banned letters “W,
Q, X” that are also part of the Kurdish alphabet, today, the participants of the

Kurdish political movement as well as Kurdish ordinary people are not allowed to
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use them even in naming their children in Kurdish. This means that the usage of
these letters is only legal when it is used by the Turkish state.

This question became especially visible in the example of the censorship of
Ahmet Tiirk’s (the former leader of the pro-Kurdish Democratic Society Party —
DTP) speech in Kurdish in a meeting in the Turkish parliament on the World’s
Mother Tongue Day, 24th of February, 2009. Whereas Tayyip Erdogan used Kurdish
words in his opening speech of the TRT6, Ahmet Tiirk’s speech was banned by the
government itself. This means that, there is a sort of double-standard in terms of
state’s different reactions to the use of Kurdish by the members of the Turkish
government and Kurdish movement.

Therefore, the Kurdish authorities and media define TRT6 as a “second-hand
Kurdish TV channel”. For them, if the AKP government was sincere in this move,
the AKP should discuss the formation of an official Kurdish TV channel together
with the Kurdish cultural and social institutions before the establishment of the TRT6
(Ozgiir Giindem Newspaper, 27 December 2008). Yet, because the Turkish state did
not talk to them beforehand, and never recognized members of the Kurdish political
movement as legitimate representatives of the Kurdish culture, the MKM and other
Kurdish cultural institutes also refused to prepare programs for the TRT6 after its
formation. Many Kurdish cultural groups, musicians and music bands did not give a
positive answer to the TRT6 since they state that they do not want to take part “in the
game of the AKP government”. At this point, Kurdish movement’s critique of the
AKP government’s “sincerity” can be considered as a critique of what Gramsci
defines as hegemony. For Gramsci, state institutions secure the consent of the people
by political and cultural hegemony so that the state power domesticates all resistance

by including it (Cox, 1987, p.251). So then “hegemony” means the formation of
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domination without the use of physical violence. Following Gramsci’s critique of
power, Kurdish cultural authorities claim that the AKP government by exercising
hegemony aims to appear as if it secures Kurdish citizen’s cultural identity and
promotes the idea that Kurdish resistance accomplished its mission and there is no
need for any other body to manifest Kurdish identity besides the Turkish
government. Thus, Kurdish movement’s critique of the TRT6 as a corrupt promotion

of the Turkish government ties Kurdish identity to the Kurdish resistance.

Partipation to the TRT6 as a Betrayal of the Kurdish Artists and as the Corruption of

the Kurdish Art

Another controversy related to the formation of the TRT6 is about the Kurdish music
performers or Kurdish artists who accepted to prepare programs for the TRT6. Some
critiques about them present these artists as the collaborators of the Turkish state and
consequently as the betrayers of the Kurdish political movement. The critiques of the
several Kurdish artists about their commitment to the TRT6 were discussed in large
in the Kurdish media. The news that Niliifer Akbal, a famous Kurdish singer, who
decided to take part in the managerial team of the TRT6, revealed various
interpretations. Niliifer Akbal invited the Kurdish artists in exile to join to the TRT6
instead of having a miserable life abroad. In response to this invitation, the Kurdish
musician and the art director of the RojTV, Rotinda Yetkiner states that Niliifer
Akbal cannot be able to support the Kurdish culture in the TRT6 and adds that
Niliifer will rather be the part of the Turkish state’s plan of assimilation (Ozgiir
Giindem Newspaper, 26 December 2008). Yetkiner names the formation of the

TRT6 as the artistic version of the “Koruculuk” (The Kurdish Paramilitary funded by
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the Turkish state to fight against the PKK). He says that the TRT6 makes the Kurdish
people the enemy of other Kurdish people by dividing the Kurds as the loyal ones
who watch and are satisfied with the TRT6 and the betrayers who still persist on
demanding political recognition and autonomy for the Kurds. In the case of Dezz
Deniz, the Kurdish hip-hop music performer, the Kurdish media affirms that she
refutes her declarations in the interview published by Radikal Newspaper where she
was presented as if she is in the managerial team of the TRT6. The interview entitled
“TRT SES’in Son Transferi” (The Latest Transfer of the TRT6) is considered as a
manipulated news by Dezz Deniz. She articulates that she will not join the TRT6 as
long as this channel is not supported by the Kurdish people’s will and the Turkish
state continues to deny the Kurdish reality (Ozgiir Giindem Newspaper, 11 January
2009).

It is very important to underscore that in this context the TRT6 marks a shift in
the definition and understanding of the resistance. Now, only singing and performing
in Kurdish can no more be considered as a resistance. It is also expected that the
singer/performer is clear in his/her political choices in terms of supporting the
Kurdish political movement. Right now, the two camps are restructured on the basis
of claims concerning who is the real Kurdish singer or who represents the true
Kurdish music.

Kurdish artists who joined to the TRT6 are named the “White Kurds” in the
critiques by the writers of Ozgiir Giindem newspaper. It is claimed that despite all the
quests of Rojin and Akbal they can only recruit some local artists for their programs
since the majority of the prominent and famous Kurdish art performers do not want
to collaborate with this corrupted version of the Kurdish reality (ANF News Agency,

8 February 2009). They are considered as “the Kurdish people of the Turkish state”.
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On the one hand, the term “White Kurds” is used to imply the ones whose Kurdish
identity is “distorted” or “corrupted”. On the other hand, the Kurdish political
movement insists on being the true representative of the Kurdish resistance and the
Kurdish people.

What are considered as the signs through which the TRT®6 illustrates a distorted
version of Kurdishness? Primarily, there is a strong emphasis on the censorship
practiced in the TRT6. Consequently, the question that comes into mind is the
following: While the TRT6 marks the cultural recognition of the Kurdish people,
what kind of the Kurdish people are recognized? The ANF News Agency (The major
news agency of the Kurdish political movement) announces that the Kurdish words
“Berfin” and “Amed” are banned in Ozan Yusuf’s songs in Rojin’s TV show at
TRT6. Ozan Yusuf, a local singer, claimed that he regreted to participate in Rojin’s
show because of the censorship of the TRT6. Yusuf gave an apology to the Kurdish
people in the sense that he accepted to be seen in the TRT6. He added that “there is
no way for the Kurdish artists to express themselves in the TRT6” and “no Kurdish
national values can be presented in the TRT6 because of the strict censorship” (ANF
News Agency, 8 February 2009). In the same news, MKM’s director, Veysi Giines,
also agreed with Yusuf and concludes:

TRT6 is the new strategy of the Turkish state to assimilate the Kurdish

culture. Ozan Yusuf quickly understood his mistake and apologized

from the Kurdish people. We appreciate this act and are very happy to

hear that he saw the truth. We ask all the Kurdish artists not to be part

of the TRT6 (ANF News Agency, 8 February 2009).

Afterwards the announcer of the TV show, Rojin herself criticized the censorship in
the TRT6:

Can you imagine a TV show announcer who is unaware of the

messages and issue of her own TV program beforehand, and then

directs this same TV program? Can you imagine that everyone that I
invited as the TV announcer is refused by the director of the TV

54



channel or every word I say is censored or intervened? This means that

the directors of the TRT6 acts as if my program is a crime and I am a

potential criminal (ANF News Agency, 14 April 2009).

When the TRT6 denied Rojin’s claims about the censorship, Rojin decided to resign
from the TRT6 because of the suppression of her freewill while preparing her TV
show. However, Rojin’s resignation from the TRT6 does not satisfy the readers of
the Ozgiir Giindem newspaper

“Rojin left the TRT6 for the same reason she had left us before. Even though
Rojin apologizes from the Kurdish people, this is not enough”. They address to
Rojin: “You would not be forgiven” “You would not be purified even if you clean
with the water of one hundred streams.”- “You joined to the side of the Turkish State
while 16 other Kurdish TV channels are present yet banned by the Turkish state. The
way that you wanted to be loved by them broke our heart. Dear Rojin, even if you
were deceived by the promise about democracy, we, the conscious nationalist
Kurdish people were never deceived by the TRT6. I had worked as a teacher there; I
used to have many Turkish friends, unfortunately, according to my own experiences
I had realized that they would never accept me with my Kurdish identity. I gave up
trying to persuade them (Ozgiir Giindem’s Readers’ Comments, April 2009).

The pro-Kurdish Newspaper Ozgiir Giindem claims that Rojin, who was
formerly considered as a militant woman singer (Ozgiir Giindem Newspaper, 4
March 2006), has disappointed her Kurdish fans when she accepted to prepare a
program for the woman in the TRT6, which was called Rojiname, in the same format
as the popular Turkish TV shows for the women (Ozgiir Giindem Newspaper, 13
January 2009). The news states that Rojin could not find any guests for her program.
A Kurdish woman Seve Demir claims that she was offered 350 TL to be the guest in

the program of Rojin, yet she refused this money. Seve Demir also states also that if
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Rojin wants to be honored, she has to leave the TRT6. It is crucial to note another
critique of Rojin’s TV-Show in the TRT6, namely Rojiname: Kurdish women argue
that they do not want to watch the repetition of the same format of the Turkish TV’s
woman programs in the Kurdish channel. They declare that TV shows for woman in
the Turkish media serves to pacify women and their critical approach towards the
dominant patriarchal discourse of the state. One can relate this to Adorno’s
interpretation of the popularization of music: The particular Kurdish music that is
considered as ethnical world music and integrated into the market logic is considered
as the assimilated music by the Kurdish cultural authorities. They claim that
assimilated Kurdish music lost its ability of producing social and political critique.
Therefore, Kurdish cultural authorities emphasize that the popularization of the
Kurdish music has negative effects on the manifestations of the Kurdish resistance as
counter-hegemony. For Gramsci, counter-hegemony should provide a comprehensive
critique of the dominant power regime and produce alternative visions, perspectives
and political imaginations (Carroll & Ratner, 1996). Therefore, for the members of
the Kurdish political movement the Kurdish culture has to define and support another
social project that transforms the status of women in the society positively. The
Kurdish political movement has a significant group of female militants who
explicitly express anti-patriarchal statements. However, for the feminist branch of
the Kurdish movement the format of the Rojiname TV show serves only to
strengthen the patriarchal values as promoted by the Turkish state.

In brief, the TRT6 is considered to be the manifestation of another distorted
way of the Kurdish reality, where neither the free will of the Kurdish artists nor the
Kurdish national values can be a part. Besides, the format of the TRT6’s program

differs from the revolutionary understanding of the Kurdish movement since the
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TRT6 reproduces the format of other Turkish TV channels where critical thinking is

repressed.

The Question Concerning Participation to the AKP Government’s Invitation to The

Meeting with the Artists (“Sanatc1 A¢ilimi”):

The meeting with the artists was introduced in the media as a platform for
exchanging ideas between the prominent artists and the AKP government in terms of
the Democratic Opening Policy. The meeting was presented in the mainstream media
as a free and genuine public sphere where artists could manifest their demands
regarding the Democratic Opening Policies and where the Prime Minister Tayyip
Erdogan could express his good intentions in terms of supporting this process of
democratization. In this sense, through what it is said for it in the media, the meeting
with the artists appeared as an opportunity of direct contact with the government.
The Meeting with the artists planned as series of meetings, first with musicians, on
February 20, 2010, second with the cinema and theater artists, on March 20, 2010,
and the last one with the writers and literary critics. The last one of these meetings
took place on April 17, 2010. Rojin was a participant of Erdogan’s Meeting with the
Artists. In my interview with Rojin I asked her whether she got what she expected
from the meeting. She stated that she was the only artist contesting for democracy:

It was awful, artists were talking about their own problems...This marks

the poor artistic environment of Turkey... I was the only person who put

to the agenda the issues that the Prime Minister did not approve on the

agenda...I told about the Law concerning the Reform in the East (Sark

Islahat Kanunu), I asked to give original Kurdish names for the Kurdish

songs which were translated to Turkish back...I wanted him to facilitate

the visit of the Kurdish artists to the eastern provinces, I talked about the
problems in terms of the broadcast of the alternative Kurdish TV
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channels... However, in the meeting I looked as if I was communicating
from NASA™.

Rojin also stated that in the meeting she mentioned the problem concerning “the
Kurdish children who threw stones” and how this problem overshadowed the process
of Democratic Opening. For her, it is now Erdogan’s turn to take these critiques
seriously. Rojin considered Erdogan as sincere and calm when he was listening to
her.

On the other hand, Bogazici Gosteri Sanatlari Toplulugu (BGST) was also
invited to the meeting and Feryal Oney from the music band “Kardes Tiirkiiler”
participated to the meeting. Vedat, the soloist of the Kurdish rock music band
“Bajar” (another project of the BGST), declared that they discussed for a longtime in
email groups to decide whether or not they should go to the meeting as the BGST
while the AKP seems “insincere” in its Democratic Opening Policies. He also stated
that this was a usual process in the BGST for important decisions: “Because of the
insincerity issues...the danger of being exploited was the issue...we decided to go
there because in any case there is always a little that we can contribute, because of

the current situation [didn’t change the fact that] people continue to die LB

** Interview with Rojin: “Genelde sanatgilar kendi sorunlari ile konustular bu korkung bir seydi.
Tiirkiye’nin sanatinda sanat¢inin oldugu noktayr gosteriyordu herhalde en aykiri konusanlardan biri
bendim. Belki bagbakanin en hosuna gitmeyecek konular, iste 1955 Sark Islahat planinda Kiirtce
sarkilarin Tiirkge sarkilara doniistiiriilmesi hususunda, Kiirt¢e sarkilara isimlerinin iadesi, iste Batili
biitiin sanatg¢ilarin bolgeye gelmesi bizim, Kiirt sanat¢ilarinin gidememesi ile ilgili teklif, iste giizel
Kiirtce kanallarin kurulmasi, ben orda NASA’dan bildiriyor gibiydim...”

2 Interview with Vedat: Ama biz katilmadan evvel ¢ok tartistik. Bu giivensizlik meselelerinden
dolay1.. Bir vizyon olarak kullanilma tehlikesi... Konustuk boyle mail gruplarinda. Bizde 6yle olur
tartisilir.. Gitmeye karar verdik; ¢iinkii sonugta 6yle bir mesele ki, yani kii¢iik bir sey bile katkida
bulunsak ¢iinkii; 6yle bir sey ki, insanlar 6lmeye devam ediyorlar.. Bir cam kurtarmak bir sey
s0ylemek ve programli bir sekilde gidebiliyorsan ve sana orda sansiir uygulanmiyorsa ve en dnemli
nesnelerden bir tanesi oraya gittiginizde birka¢ miizisyenle sohbetiniz olur bir sey yaparsiniz Feryal
iste orda Emel Sayin ile sohbet etmis mesela sey muhabbeti falan donmiis.. ermeni destek...
Ermenistan’da konser versek kiiciik bir adim ama gitmeseydin belki boyle bir sey olacak m1
bilmiyoruz ama olabilir protesto edeceksen de git orda et.. Rojda’nin durumu biraz farkli ¢iinkii
gercekten gozaltina alinmis ona da bir sey diyemiyoruz.”
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He also declared that the accurate place to criticize the insincerity of the AKP
policies is the meeting. He added that nevertheless, he could not blame the MKM
singer Rojda for not participating the meeting because she was protesting her arrest
that took place just days before the meeting. Vedat said that the sociability between
the artists which could be achieved in this meeting was also a precious outcome as in
the case of the dialogue between Feryal and Emel Sayin for a collaboration to
support Armenian artists. Furthermore, he claimed that he could imagine the feelings
of the masses in Diyarbakir or Batman; there is kind of problem of ambiguity about
AKP’s Democratic Opening since the AKP wants to create its own Kurds. This is
because, in his view, the process of opening is prolonged. He emphasized the lack of
certainty and clarity as the example of the replacement of the newly founded
linguistic department’s name “Kurdology” with the department of “Living Cultures”
shows. Education in the Kurdish mother tongue and the use of Kurdish for political
propaganda were still banned*.

Rojda, one of the major singers of the MKM, had a press conference in the
MKM on the aftermath of her arrest two days before the meeting because of a song
in the name of “Hewal Kamuran”. She sang this song in Diyarbakir. Rojda told me
that, this song was about the 13 Kurdish martyrs (who were members of the PKK)
and these lyrics were the reason why she was arrested. This press conference was
organized to express her refusal to Erdogan’s invitation to the “Artist Opening”
(“Sanatc¢t Acilimi”). Rojda and two other major artists of the MKM, Genim from the

music band Koma Ciya and Nurcan Degirmenci stated that Rojda’s arrest on the

** Interview with Vedat “Ciinki seyi bile veremediler. Bir tiniversite agtilar ya bir kiirsii kiirdoloji
diyemediler yani “yasayan diler enstit:usu” falan yani boyle olunca Kiirtler tarafindan samimiyet
devamli sey yapiliyor. Bu da kendi Kiirdiinii yaratma meselesinde de samimi olmak- bir dil haklar1
meselesi -dilin kullanimi- sinirsiz kullanimi- propaganda dili mi olur bir de su cok biiyiik bir haksizlik
inanilmaz bir sey yani siz bir ¢ocugu nasil- cocugun anadilde egitim 6gretim hakki meselesini
tanimamak...”
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same night when she was invited to have brunch with Erdogan marked the
arbitrariness of the acts of the Turkish state and the insincerity of the Democratic
Opening Policies. In my personal interview with Rojda, she claimed that her arrest
was intentional and aimed to humiliate her as an artist before other artists who were
invited to the meeting. She supported this claim with the fact that she was only called
to make a deposition about the song and this generally only required a short visit to a
police station, which she used to do it. However, she was kept under arrest for two
nights, as if the police did not know where she lives or where she works. She stated
that they usually send letters or call for her giving a deposition but this time was
different. At this point, Erdogan’s invitation of Rojda to the artist opening meeting
was a sign that the government considered Rojda, an artist from the MKM, as a
Kurdish cultural authority, as a respondent in the reconciliation process. However,
Rojda’s arrest re-names her as a “terrorist” artist. When I asked her if her refusal
could not be seen as the annulment of dialogue on their behalf, she tells that this
brunch did not mean that she becomes a genuine partner in the reconciliation debate.
In her words, this artist opening is only a brunch -no one can be heard- no agreement
can be an outcome of this meeting. Rojda repeated her views in the press conference:

As long as the pressure on the Kurdish democratic institutions persists,

and a thousand Kurdish civilians, intellectuals and artist are in jail

because of the ongoing political operations, and Kurdish children who

contest against the empire of cruelty with their small bodies but great

hearts are tortured and kept within grey walls, we do not consider

AKP’s democratic opening and its meeting with artists as sincere.

Therefore, we, the artists, would not be the instruments of this process
of the reduction of the democratic powers25 .

* Rojda’s Press Conference in the MKM, Beyoglu. February 14, 2010 “Demokratik Kiirt kurumlarina
yonelik baskilar yogunlasarak siirdiiriilen siyasi operasyonlarla binlerce Kiirt yurttasi, aydin ve sanatgi
tutuklandi. Sorusturmaya tabi tutuldu, zuliim imparatorluguna minik bedenleri ama biiyiik ytirekleri
ile kars1 duran Kiirt ¢cocuklar1 iskencelerden gecirilerek gri beton duvarlar ardinda hapsedildigi bir
stirecte, AKP’nin demokratik a¢ilim adi altinda sanatcilarla yapacagi toplantiyr samimi bulmuyoruz.
Biz sanatgilar olarak Kiirt halkina, demokratik gii¢lerine uygulanan tasfiye degirmeninde su tasiyan
kollar olmayacagiz.”
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Consequently, it can be said that, according to the view of the MKM, the AKP must
accomplish some requirements to be also accepted as sincere in this reconciliation
period, so that it can become a respondent in this dialogue. In this sense, “the
Democracy” of the Democratic Opening Policy, requires the friendship which cannot
be based on the calculations about the upcoming election or on the potential Kurdish
votes for the AKP but on sincerity.

The Prime Minister Tayyip Erdogan, is also personally regarded as insincere
besides AKP’s government’s Democratic Opening Policy. Rojda emphasized the
arbitrariness of his acts, in his preferences and political stance, since Erdogan can
become the defender of the Palestinian children who are throwing stones to the Israel
soldiers while he cannot defend Kurdish children who are throwing stones even if
these children are the civilians of the very country where he is prime minister. Rojda
stated that she also protested the state when Erdogan was imprisoned because he read
a poem of Mehmet Akif. She claims that Erdogan is hypocritical in terms of his
appreciation of democratization, because Erdogan can introduce himself as a victim
of the absence of democracy and free expression whereas she cannot do the same
thing. She explained to me that the intolerance towards the lyrics of “Hewal
Kamuran” that talks about the 13 Kurdish martyrs means that the limits of tolerance
still persist when it comes to the Kurdish resistance and its agents. In her terms, the
recognition of the Kurdish reality by the Turkish state can be achieved only through
the Kurdish resistance. In other words, for her the Kurdish reality is what the Kurdish
resistance presents. She stated that:

If one side calls the victim as a martyr this is a war. This is a war if you

call the death as a martyr. Yet, if one dies and is called martyr while the
other side does not accept and respect this, a mutual tolerance cannot be
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formed... To be sure, if there are losses in a war, there will always be
songs and lyrics written for them?®.

She mentioned that this song has to be written to remember and elevate the sacrifice
of the PKK militants and their families and, there is no way for reconciliation with
the Kurdish people without recognizing and respecting their loss:

Is this so difficult for God’s sake? See what is seen! You cannot do this

without seeing it- when I visit someone’s house; she wants me to write

a song for his son. What can I say to this woman? I cannot say that it is

forbidden and I cannot name your son as martyr. How can I express

this?”’
In this context, Kurdish artist’s loyalty to resistance and conscience consist in
interiorizing the guerilla’s and his family’s pain, as well as AKP’s, the government
of Turkey, sincerity depends on interiorizing and sharing the same pain, the pain of
the other. This reminds Derrida’s argument about mourning: “One has to give the
dead anything that it can now be only in us, the living” (Derrida, 2001). In this sense,
the AKP and the Turkish public opinion have to mourn in a mimetic way, the PKK
member’s death by allowing the spread of banned songs of Kurdish resistance in
order to be considered as “sincere” by the members of the Kurdish political
movement. Only at this point the peace can be achieved. Rojda also stated that the
current popular movies touch on the question concerning the September 12 military

coup’s terror, could be made in Turkey only 20 years after the coup and this is unfair

and not respectful to “what was experienced”zg. It is somehow just like that the “real”

% Interview with Rojda: “Diger taraf buna sehit diyorsa savastir..s avasta 6len sehittir.. eger bir taraf
diger tarafin sehidine sayg1 gostermezse kabul etmezse, tahammiil etmezse- tahammiil sinirlari
kalkmaz ama su da bir gercektir ki her iilkede bir savas varsa ve yitirilenler varsa bunun adina sarkilar
da yapilir destanlar da yapilir dile getirilir ne kadar yasakli olursa olsun.”

*7 Interview with Rojda: “Cok bu zor allahaskina, birakin da yasanmusliklari da goriin. Gérmezden
gelemezsiniz ki., gelemezsiniz. Birinin evine gittigimde diyor ki, benim ogluma sarki yap, ne diyeyim
ki ben simdi bu kadina? Yok yasaktir soyleyemem mi diyim. Ogluna sehit diyemem mi diyeyim, nasil
bir ctimle kurmaliyim?”

% Interview with Rojda: “12 Eyliil filmleri yapiliyor ama bunu yirmi yil evvel yapabilirler miydi? 20
yil evvel Tiirkiye’de bundan bahsetmek miimkiin miiydii? Devletin bu kadar iskence yaptig1

62



peace can only be achieved while each part shares other’s loss and memory, so that
one can admit that there is no victor of the war. Derrida invites us to explore the
possibility of friendship without the necessity of fraternal kinship, without
resemblance, without affinity, without analogy” (Derrida, 1994, pp.154-55), where
he deconstructs the naturalization of the limitation of fraternity to the biological
brother. In this sense, the mourning of the Turkish public opinion for a militia’s
death can be the sign of friendship which is “unshared, without reciprocity” primarily
because it is not an “amour-propre” or narcistic self-love as the militia is always
defined as the other in the Turkish public opinion. Secondly, because mourning for a
friend itself lacks reciprocity in Derrida’s terms, as with death, one escapes the
proximity and the distance of a given friend. Derrida defines mourning, as remaining
loyal to the dead one; one becomes friendlier when he loves than he is loved. In this
term, Kurdish political and social agents of resistance should be considered as friends
and partners in the reconciliation process.

Considering all the above mentioned statements of various performers of the
Kurdish music, one can identify a division between those who regard Kurdish
question as the cultural recognition of the Kurdish identity and those who identify it
as the political recognition of the Kurdish identity besides the recognition of the
Kurdish cultural rights. The latter group is totally not satisfied with the AKP’s
democratic opening policies and its liberal approach to the Kurdish question. This
dissatisfaction stems from the limited approach of the AKP to the Kurdish question
as a problem of cultural minority. That is why, in AKP’s statements in the media,

there is the combination of Kurdish question with that of other minorities just as in

Diyarbakir’da insanlar1 camurdan..kim diyebilirdi..kim iddia edebilirdi..ama simdi filmleri yapiliyor
degil mi...simdi bunu kabul etmeli herkes..bugiin bir savas yasandi bir act yasandi bunun tiirkiisii
olacak bunun filmi de olacak..dans1 da olacak..bunun folkloru de olacak..bu da kiiltiirdiir..bu
yasanilacak..o tarafta... Bu taraf da onu gérmeli.”
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the example of the change of the name of the Kurdish Opening later to the
Democratic Opening embracing all the ethnic and subaltern problems and promises
to solve these for forming one but democratic pluralist Turkey. This approach of the
AKP seems to be perceived as an act of insincerity as it misses to offer the right of
representation of the Kurdish people by the Kurdish political movement and
introduces the AKP government as the only legitimate representative of the Kurds.

Thus, unlike the former approach of the Turkish state to the Kurdish question
that was based on the absolute denial of the Kurdish presence and political demands,
the policies of the AKP aim to divide the Kurdish movement from inside by
recognizing the presence of the Kurdish culture but not the Kurdish political
demands. The lack of steps for constitutional reform to recognize Kurdish cultural
and political rights can be considered as the pacification and assimilation of the
Kurdish identity. Kurdish cultural rights are recognized not only by the AKP’s
initiative but thanks to the long lasting Kurdish resistance. Thus, the cultural rights of
the Kurds can never be guaranteed as long as they are not persistently supported by
the Kurdish political movement and not combined by the constitutional recognition
of the Kurds.

As aresult of the AKP’s Democratic Opening Policies, the distinction between
the “Kurdish-speaking citizens on the streets” and the “Kurdish terrorists on the
mountains” has persisted, even though a certain part of the PKK members who fight
on the mountains at night are the tradesmen in the streets during the day, and
although the members of the PKK are sons, daughters, fathers or mothers of the
‘Kurdish civilians’ in the streets. While the Kurdish movement attempts to form the
Kurdish political identity through the collapse of this distinction, the liberal AKP

government persistently operates in the zone of indistinction between the citizen and
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the terrorist in that it exercises its sovereignty “on account of the security of the
population in the region”. Some sections of the Turkish liberal civil society also took
over this separation between the civilian Kurds and the terrorists. The formation of
the so-called ‘civillian’-‘terrorist’ distinction within Kurds allowed the Turkish
government to continue its military interventions in the region. In this sense, “the
democracy” of the Democratic Opening Policy is not based on the democracy of
friendship since it is defined by the dominant concepts of national identity, national
borders and the classical axiom of friendship where Aristotle defines a friend as
another self. Hence, the Democratic Opening Policy seems unfriendly to the Kurdish
political movement, because it considers the Kurds as outside of the fraternal scope
and does not approve them as a true partner in the reconciliation process.

Thus, the attempt to ‘minoritize’ the Kurds is an ideological imposition of the
liberals from-above who intend to reduce the Kurdish political struggle for
sovereignty and self-government to a rights-based politics of cultural recognition.
This rights-based politics of cultural recognition grounds a new form of
monoculturalism according to Povinelli’s analysis of Australia’s recognition
aboriginal rights. She defines this as an index and requirement of a new national
membership for a more radical basis of national unity in the aftermath of the history
of shame and traumatic past of struggle and wrong-doings. However, this type of
multiculturalism “do not need to experience the fundamental alterity of indigenous
discourses, desires, practices or their potentially radical challenge to the nation and
its core institutions and values such as democracy and the common law” (Povinelli,
1998, p. 582). The state, now enjoys the right to discern when a social or cultural
practice has ceased to function as a difference as such therefore it expands its

discriminatory powers rather than restricting them. If one adapts this argument to the

65



Democratic Opening Policy and the new multiculturalist understanding of the
Turkish citizenship (neo-Ottomanism as popularly called), Kurdish political
movement and its claim for sovereignty as the co-constitutive power of Turkey is not
considered as part of cultural or social rights of the Kurdish people. Instead, the
Kurdish movement is only recognized within the community of abstract citizenship
of Turkey. In brief, Turkish state’s new multicultural imaginary and discourse helps
to adjust but not to transform the core state institutions and narratives.

Precisely, this case can be understood by Gramsci’s definition of hegemonic
power that neutralize, transform or even incorporate with resistance. In this term, the
AKP government seeks to constitute a new sense of reality that encompasses the
oppressed ones’ interests to endure its hegemony and its claim for a unitary nation.
The subordination of the Kurds as a cultural minority to a liberalized version of the
Turkish national identity is also compatible with the recent policies of the AKP
government that intends to separate Kurdish political demands from the Kurdish
cultural identity. In this sense, today in Turkey there is an explicit ideological
consensus and political solidarity between the liberal intelligentsia and the liberal
Islamist AKP government.

At this point it is crucial to note that the Kurdish political movement, which is
composed of the PKK, the pro-Kurdish political party, and the pro-Kurdish NGOs,
has never identified the Kurds as a “minority” or a “sub-identity” in the liberal sense
of the word. Rather, the Kurdish political movement claims that constitutionally the
Kurds should be considered as the “co-constitutive” force of the Turkish Republic
together with the Turks. Moreover, the Kurdish political movement defines its
political objective as political autonomy and self-governance (Tiirkiye Baris Meclisi

-The Peace Parliament of Turkey- 2007). Thus, from the very beginning on the
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Kurdish political movement has risen demands concerning political sovereignty and
power sharing that were not limited to the liberal demands concerning the

recognition of the cultural and legal rights of the Kurds.
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CHAPTER 5
THE ANALYSIS OF THE MKM’S DISCURSIVE CATEGORIZATION OF THE

KURDS: “SINCERE” AND “INSINCERE” ARTISTS

Judging the Conscience of the Artist: Singing in Kurdish

After the introduction of a new liberal age of the Kurdish question in Turkey and
after the claims of the AKP government in terms of representing “the Kurdish
reality”, the question concerning sincerity is mobilized as a counter-argument by the
Kurdish musicians and performers of the Kurdish culture. The sincerity of an artist is
defined as the marker of the conscience of the Kurdish resistance and its fight to end
the sufferings of the Kurdish people. In this perspective, artists who joined to the
TRT6 or sang in Kurdish only after the introduction of the Democratic Opening
Policies are called “insincere” by the members of the Kurdish movement since these
artists are considered as the collaborators of the Turkish state’s new hegemonical
project that tends to conceal the ongoing assimilation of the Kurds to the idea of the
unitary nation. For the supporters of the Kurdish movement the Turkish state
exercises its hegemony through its new liberal tools and new understanding of the
right-based recognition of the Kurds as a cultural minority, implements its educative
project thanks to some “insincere” performers of the Kurdish art and thus, endures its
cultural hegemony over the Kurdish subjects. The reproduction of the cultural
hegemony also reflects the current political structure and solidifies the status-quo
concerning the hierarchical power relationship between the Kurds and the Turkish

state. This part of the chapter seeks to demonstrate the key concept of “conscience”
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of an artist and to interpret it according to the Gramscian understanding of
hegemony.

The period of reconciliation characterized by the Democratic Opening Policies
has resulted in the proliferation of the use of the Kurdish language in the songs or in
the statements appeared in the media or public performances that took place besides
the TRT6. In this period of the first Artist Meeting of the AKP government, the BDP,
the successor of the pro-Kurdish party DTP, also invited Yilmaz Erdogan and
Mahsun Kirmizigiil, popular artists from Kurdish origin, to make movies in Kurdish
against the assimilationist politics towards the Kurdish culture. Yilmaz Erdogan
refused the leader of the BDP, Selahattin Demitas by claiming that this invitation
stems from populist concerns, however he accepted AKP’s invitation to the Artist
Meeting series. This is a striking example concerning the struggle between the AKP
government and the Kurdish movement for the representation of the Kurdish art.

Genim (Hiiseyin ildan) is the male soloist of the music band Koma Ciya, one of
the oldest music bands of the MKM. They have released various albums since 1991
such as Rozerin, Venamire (1999), Xeli (2004), Dilana Besinor (2006). He stated
that he does not approve Ibrahim Tatlises or Mahsun Kirmizigiil to sing in Kurdish.
For him, if they sing right now in Kurdish, this is because of their concerns in terms
of having more popularity and not because of their concern in terms of supporting
their own common mother tongue. Mehmet is one of the members of the group
“Geng Dengbejler” (Dengbeji Ciwan). He has been working in the MKM for 9 years.
He told me about Ibrahim Tatlises:

He came here from his own cave and he translated all the Kurdish songs

into Turkish. What he has done is only serving for the system. Nothing
more...his artistic stance is only about converting the Kurdish songs
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into nonsense...You cannot compare Ahmet Kaya and Ibrahim Tatlises,
can you? ibrahim Tatlises speaks in Kurdish but for what purpose?*’

Mehmet also stated that right now Ibrahim Tatlises is old and it is late for him to
come back to his own essence. Xalide, another member of the Dengbeji Ciwan,
claimed that only with “conscientious” people we can reach peace and not everybody
wants to be with the Kurds since the Kurds are a suffering people. Therefore, even if
Hiilya Avsar, ibrahim Tatlises or Mahsun Kirmizigiil declare their Kurdishness, they
do not see themselves in the heart of the problem and Kurdish question and they still
consider themselves as others>’. On the other hand, Vedat from the BGST said that
Ibrahim Tatlises has always wanted to sing in Kurdish and he declared that publicly,
but there were still other people, who were not present in the struggle for speaking in
Kurdish but benefited from the new convenient period through performing in the TV
programs and also there are even some people who even does not know Kurdish such
as Berdan Mardini’'. Meral, the former vocalist of the music bands Agire Jiyan and
Koma Asmin and, now a soloist singer, stated that she appreciates Hiilya Avsar, who
is half-Kurdish from her father side, for only just one thing: She refused the demand
to sing in Kurdish right now because she had not sung in Kurdish before the
Democratic Opening. Meral added that there is some kind of a timeline concerning

“before the Opening” and “after the Opening” to judge the sincerity of an artist for

% Interview with dengbej Mehmet: “Adam magaradan ¢ikti geldi. Ne kadar Kiirtce sarki varsa hepsini
Tiirkcelestirdi. Onun yaptig1 sadece sisteme hizmet. Baska hicbir sey degil. I¢ini bosaltma amacli
onun sanat anlayisi. Ibrahim Tathses ile Ahmet Kayay: karsilastiramazsin degil mi? fbrahim Tathses
Kiirtce konusuyor soyliiyor ama hangi amagla?

3 Interview with dengbej Xalide: “Tiirkiye’de akan kanin durmasina doniik vicdani bir eylemi olmasi
gerekiyor bizimle...Elin tasin altina sokma her babayigidin harci degildir. Herkes Kiirtlerin yaninda
olmak istemez yani. Kiirtler acil bir halktir. Bir Hiilya Avsar, Mahsun Kirmizigiil de Ibrahim Tatlises
de Kiirdiim diyor ama sorunun icerisinde kendilerini gormiiyorlar... Kendilerini soyutlamislar...
Kendilerini 6tekilestirmigler.”

3! Interview with Vedat: “Higbir miicadele vermemis ortalik rahatlayinca yapanlar yok mu var. Isim
verelim Berdan Mardin veririm direk. Noluyor yani? Kiirtce bilmiyor gidiyor program yapiyor. Kiirtce
bilmiyor ya arkadas..Gidiyor televizyonda program yapiyor...Kiirt degil...Olabilir mi yani...Korkung
bir sey yani..Yani Ibrahim Tatlises’in durumu daha farkli...”
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his concern about the Kurdish identity32. In her view, all the Kurdish artists had to
defend Kurdish ethnic freedom before it became a popular and state-friendly idea.
All the popular artists from the Kurdish origin had to sing in Kurdish before the
AKP’s involvement if they were sincere and conscientious. However, Rojda blamed
Hiilya Avsar:

She did not do anything for the Kurdish people...when did she make a
movie for the Kurds...when did she stop talking of her lovers in one of
her interviews? Is she an artist really? I do not blame her of not doing
anything but if I were in her place with all the media support, I would
sing this song (Hewal Kamuran) there...if they want they can arrest
me...what can it be...I will fight for the Kurdish music and songs...I
would sing a folkloric song, sing a lullaby that my mother has sung to
me...let say...I would tell my culture and support it...but unfortunately,
they became puppets when they become popular in the media.*

For Meral, MKM'’s artists and all conscientious artists have already paid the price
for the liberation of the Kurdish music:

We have struggled for this for years, we got arrested on stage, we got
caught in the scene, we had to leave the performance by force, and we
suffered for this- Right now, they are them [the popular musicians] who
benefited from it...I do not need to benefit from any of it
either...someday, I do not know, one day perhaps, Rojin, Niliifer Akbal
or Ibrahim Tatlises and Mahsun Kirmizigiil will be remembered for
performing in Kurdish- this is ugly.3 4

32 Interview with Meral: “Hiilya Avsar’in burada bir noktada deyimi vard:..ciimleleri ¢ok
hatirlamiyorum sadece bir soru sorulmustu “Kiirt¢e sarki soylemek ister misiniz?” diye sorulmustu o
ne demisti “istemem” “niye” demisti, demisti ki “bu a¢ilim olmadan 6nce yapsaydim daha dogru
olurdu “ama acilim olduktan sonra bunu séylemem dogru olmaz” dedi. Bu noktada da Hiilya Avsar’a
katiliyorum sadece, soyledigi dogru bir sey- oncesi ile sonrasi ayr1 bir sey- ortada bir a¢ilim var onun
oncesi ve sonrasi var-insanlar ona gore neyin dogru ve neyin yanlis ayirt edebilir.”

33 Interview with Rojda: “Hiilya Avsar da hi¢bir sey yapmadi yani.. Kiirtler adina film mi cekti..
Kiirtlerin yaninda mi1 durdu.. Kiirtler o aciy1 tasiyo mu dedi? Hangi roportajinda sevgililerinden
bahsetmedi de ne yapti.. sanat¢1 bu mu? Ben yapmuiyor diye onu elestiremem ama bir Kiirt olarak bu
seviyede olmus olsam, o medya ile ATV gibi bir yerde programlarda konugsam, program yapsam, ben
o sarkiyr [Hewal Kamuran] orda okumak isterim.. Atsinlar orda beni..nolacak ki..sonugta Kiirt¢e parca
icin savasirdim..bir halk pargasi sdylerdim..ninni soylerdim..derdim annem bu ninniyi soylerdi..kendi
kiiltiirtimii anlatirdim...bu kiiltiiriin yaninda olurdum ama maalesef medyada bu hale gelince kukla
oluyorsun.”

* Interview with Meral: “Kiirt miiziginin varlig1 i¢in biz bunun savagin verdik biz yillarca. Gozaltina
alindik tutuklandik sahneden yaka paca indirildik bunlarin acisini ben ¢ektim. Simdi onlar bunun
kaymagini yiyiyorlar. Ger¢i benim o kaymaga ihtiyacim yok ama kotii bir sey yani...ondan da
bahsetmiyorum...yani sen hicbir sekilde kabul gormedin Kiirt sarkici olarak. Simdi Kiirt miizigini
yapanlar i¢in diyorum ileriki tarihlerde dyle bir sey ¢ikacak belki diycekler ki, Kiirt miizigini yapan
insanlar Rojin, Niliifer Akbal..efendime soyleyeyim Ibrahim Tatlises, Mahsun Kirmizigiil de bir film
yapti tamam..Onlar anilacak yani...Bu yani ben buna isim bulamiyorum aslinda ..¢ok kirli bir sey bu.”
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Rojin and Niliifer Akbal are two Kurdish singers who participated shows on TRT6.
Meral blamed them for joining the AKP’s game of democracy by accepting TRT6’s
offer while at the same time all the Kurdish leaders of the local municipalities were
arrested. In fact, Rojin has already resigned from TRT6 because of the severe
censorship regarding her performance in her TV show: Rojinname in the TRT6.
Rojin responds to the ones that blame her:

Why are you so angry at me? Do you want to see on TRT6 some

ignorant people who will present “Memedo”s song as a song “written

by terrorists who are killing the “Mehmetciks” (common name for

Turkish soldier- she imitates the pronunciations of a TRT TV

announcer) or do you want to see on TRT6 someone who knows

Kurdish history and Kurdish language?...Is the TRT6 also a

battlefield...go ask to them!®
When [ interviewed with Rojin and asked her about the critique by the MKM about
her participatio to the TRT6, she stated that she imagined the TRT6 as a TV channel
broadcasting for 24 hours in Kurdish, as an apology of the Turkish state towards
Kurdish people and that was why she joined the TRT6. She expressed that she
planned Rojinname as a TV-show educating women and encouraging people to learn
Kurdish alphabet by teaching Kurdish funny rolls. She defended her TV show for
announcing even Oscar and Grammy nominees that she defines as the proof of the
breaking down with the traditionalist Kurdish dogmas in her show. She told that
Rojinname was the only program in the TRT6 that had an audience of 6 millions

people and still people are criticizing her for joining the TRT6 even though members

of the BDP and the Kurdish movement secrectly watch her nightshows. She added

3 Interview with Rojin: “Neyime sinirlendiniz bu kadar? “Memedo” sarkismna Mehmetcigi 6ldiiren
teroristler (TRT sunucusu ses tonlamasinin taklidini yapiyor) yazmstir diyen cahil beyinler mi orda
olmal1 yoksa Kiirtceye, Kiirt tarihine hakim biri mi orda olmali? Oras1 bir mevzi midir degil midir?
Liitfen bunu da sorun...”

*® Interview with Rojin: “Tabi ki, devletin politikas1 var ama devlet inkarin inkar1 diyor...bir dili yok
sayip sonra bir dilde giinde 24 saat Kiirt¢e kanal agiyorsa, bu bir nevi 6ziir dilemektir...bir adamdan
alacagin 100 milyar ise 10 milyar verecegi zaman hayir demezsin...”
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that she speaks much more fluent Kurdish compared to the ones who blame her. She
also said that her Kurdish name, Rojin, was her original name and not a pseudonym
just like those of others’. Rojin brought to the court several times, once before the
DGM (State Security Court), for singing a song in which there is the word
“Kurdistan”. She said that:

This is a name very common for Kurdish people of Syria for their

daughters. This is because they cannot even have an identity, a house, a

property, they do not have the right for a civil marriage with their

husbands... so they name their daughter as Kurdistan...this was a love

song...that is why...another one for my name for a concert...I could not

take the stage because of my name but all of it is ended®
When I asked why she did not prefer to make a TV program of the same format for
RojTV, she stated that only their own artists [the members of the Kurdish political
community], can make TV programs for the RojTV and, her music clips are not
broadcast anymore in the MMC.

Rotinda Yetkiner, is the art director of the RojTV (pro-Kurdish TV channel)
and MMC (Kurdish Music Channel) that are located in Brussels. He is one of the
founders of the MKM, he told me that he had to leave Turkey when he was
sentenced for years long imprisonment. In my interview with Rotinda I reminded
him that Rojin was the former instructor of the theatre group in the MKM, even
though she did not tell this proudly such as a recent MKM artist, and I asked to
Rotinda if he would broadcast Rojin’s music clips in the MMC:

If you ask this to me as a person, I would say that I will not broadcast

it, [ am sure that our audience also would not accept this...these people
(such as Rojin) betrayed their own people in strictly speaking...

7 Interview with Rojin: “Bunun dedikodusunu yapan herkesten iyi Kiirtce konusuyorum. Benim adim
Rojin, onlar cakma isimlerle ¢ikip bir¢ogu sonradan ismini Kiirtce yapmus insanlar.”

% Interview with Rojin: “Suriye Kiirtlerinde yaygin bir isimdir- kizlarinin adina Kiirdistan koymak
yaygindir. Clinkii Suriye Kiirtlerinin kimlikleri yok, ev de satin alamiyorlar orda- buradaki gibi degil-
kimlik yok, miilk alamazlar, nikahlar1 yok esleri ile- ¢cocuklarinin adini Kiirdistan koyuyorlar
dolayisiyla...0yle bir sarkiydi..onun i¢in dava acildi- bagka bir sarkiydi ona da a¢ildi konsere
ismimden dolay1 ¢ikarilmadim ama ¢ogu halloldu..bir tanesinden hala..onu da hallettik sonunda..”
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nowadays, this is like one gets to the other side in the battlefield and
one speaks in the enemy’s language.*

He stated that Rojin probably joined to the TRT6 for financial reasons and left it
when she had enough. When he talked about Niliifer Akbal, he emphasized that
Niliifer’s voice is so precious among Kurdish female singers and he is so upset when
she joined TRT6 since “she had committed the worst sin ever” and “she was no more
a beautiful Kurdish girl”: “Niliifer was a very beautiful Kurdish gir140”.

Considering all the above mentioned statements, one can clearly say that a
Kurdish performer of the Kurdish music is judged according to the period when
he/she started to perform in Kurdish: Whether she started to sing in Kurdish before
the AKP’s Democratic Opening Policies or after the introduction of these policies.
Another criterion of sincerity is about whether or not a Kurdish musician was
suppressed or interfered by the Turkish state for the manifestion of his cultural
difference and whether of not he fought for the right of being and claiming a Kurd. In
that sense, if an artist from Kurdish origin supports the AKP’s Democratic Opening
this attitute is usually considered that s/he serves to eliminate the legitimacy of the
political representation of the Kurds by the Kurdish political authorities and thus,
s/he serves to satisfy AKP’s approach in terms of the limited cultural recognition of
the Kurds. Rojin, declared also that she for a longtime has suffered from the Turkish
state’s interventions on her works before the Democratic Opening process, however,

she is still considered as an unconscientious and insincere artist by the MKM and its

% Interview with Rotinda: “Bana birey olarak, Rotinda olarak soruyorsan, ben Rojin’in klibini
yayinlamam, eminim izleyicimiz de kesinlikle buna miisaade etmez. Bu tip insanlar dar giinde kendi
halkini sattilar gercekten. Tam kelimenin anlamiyla kendi halkinin sirtina hangerle vurmak gibi bir
sey. Bugiinlerde sen cik git, diismanin hat saffinda yer al- ve diigmanin diliyle konus.

** Interview with Rotinda: “Niliifer, Kiirt sanatgilar iginde, sesi olarak, gercekten ¢ok giizel bir
renkti...yasaminin en biiyiik hatasini en biiyiik giinahini en biiyiik ¢irkin davranigini yaparak kendi
kendini bu halkin goziinden diisiirdii; yoksa Niliifer ses rengi olarak ¢ok giiclii bir sesti ve ¢ok giizel
bir Kiirt kiziydi ama TRT6’ya girene kadar...”
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followers since she accepted AKP’s insincere democratic opening concerning the
Kurdish question.

However, some Turkish popular singers such as Ajda Pekkan and Sezen Aksu,
who once sung in Kurdish, were appreciated by the MKM members. They are
considered as “sincere” artists. Rojda appreciated the artistic stance of Tarkan and
Sinan Cetin, as well, since they mentioned the nonsense about the killing of brothers.
On the other hand, Rojda blamed Kurdish popular artists who do not express this
kind of statements even though they are ethnically Kurd and singing in Kurdish.
Biilent Ersoy, a well known transsexual singer, is appreciated, too, because of her
antimilitarist statements in one of the Popstar TV Shows when she denied sending
her imagined son to the military service. A high majority of the Kurdish artists want
to perform a duet with Sezen Aksu. Sezen Aksu is respected not only because of her
musical talents but also because of her personality. Sezen is defined as an example of
being a true artist since she was not an artist of “paparazzi” in their words. Sidar and
Yusuf, two musicians from Dengbeji Ciwan (Geng Dengbejler) emphasized that even
before, Sezen Aksu has already came to the Kurdistan and Newroz events.” Meral
also mentioned that Sezen Aksu’s concert entitled “Tiirkiye Sarkilar1” (“Songs of
Turkey” - 2002) where she sung together with Armenian, Greek and Kurdish chorus:

She took the stage with children of Diyarbakir in her own performance.

She sung a song of Car Newa (a famous Kurdish music band in

Germany). She loved it and she never denied the presence of different
languages in Turkey...it was a good gesture... it was what it has to be
done...it was not like I can do this thanks to the Democratic Opening.

All the things done later are not sincere...If you did not sing before,
why are you singing in Kurdish right now?*

*! Interview with dengbej Sidar and Yusuf: “Sezen Aksu Tiirkiye’de gegmisi olan bir insandir. Kiirtler
acisindan fikirleri insiyatifi olan, saygindir...dinledigimizde de 6ziimsedigimiz bir sanatg1. Kiirdistan
etkinlikleri olsun..Dersime geldi..Kendi agimizdan ¢ok 6ziimsiiyoruz yani...”

* Interview with Meral: “Sezen Aksu’yu dogru buluyorum neden? Ciinkii boyle bir acilim daha
yokken bdyle bir calisma yapti bu ve ¢ocuklarla ilgili bir caligma yapti. O konserde ben de vardim.
Harbiye’deydi. Bu Diyarbakir Korosu ile birlikte olusturmus oldugu Diyarbakirli cocuklari ¢ikarmisti
kendi sahnesine. Onun disinda Car Newa’nin bir sarkisini kendisi seslendirdi .Sevdi sdyledi bu dilin
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Mehmet from Dengbeji Ciwan also respects Sezen’s artistic stance because she is
sensitive about the Kurdish question even though she is not Kurdish*. Moreover,
Tarkan is also one of the popular Turkish singers that they want most to perform a
duet. Seyitxan, the founder and member of the Koma Berxwedan, left Turkey and
immigrated to Germany in 1978. I met him in K6ln at the Kurdish Institute. He told
me that Tarkan’s arrest for drugs was intentional because he is conscientious enough
fight against Hasankeyf’s destruction and his arrest was intentional to threaten and to
frighten him. Nazan Oncel is also introduced by Genim as “a humanist and
oppositional artist” since she wrote a song for Ceylan Onkol, a 12 years old girl, who
died in Diyarbakir because of the explosion of a bomb splinter that belonged to the
Turkish army.

To be sure, the artists from Kurdish and Turkish origin are judged differently
by the MKM’s members on the issue about having conscience. While the Turkish
popular artists performing art in Kurdish are over-honored, there is not a particular
critical statement about several popular Turkish artists who participated the AKP’s
Meeting with the Artists.

The severe critique of the Kurdish artists who are supporting AKP’s approach
to the Kurdish question are considered by the MKM members as popular Kurdish

artists who have an influence on the Kurdish audience and who provided an

varligini inkar etmedi yani. Boyle bir dil var ve ben bu sarkiy1 sdylemek istiyorum, cok giizel bir
davranisti, olmasi gereken de buydu aslinda. Bu olmasi gerekiyordu. A¢ilimla beraber ben bunu
yapayim edeyim degil, bize giin yiizii goriindii hayir... Kiirtceyi raflardan indirelim
sOyleyelim...Boyle bir yanlis ile Sezen Aksu’nun yaptig1 ¢cok farkli...Cok sevdigim de bir insan..Yeri
¢ok ayridir...Biraz belli ediyordur kendini davranislariyla bircok seyi de belli ediyordur. Ama diger
noktada yapilan seylerin higbiri bana samimi gelmiyor. Onceden sdylemiyordun niye simdi
sOylityorsun?”

* Interview with dengbej Mehmet: “Sezen Aksu’yu barig adina biraz samimi goriiyorum en azindan

Tiirktiir Kiirtler kadar aciy1 hissetmese de duyarlilik gosteriyorlar. Ben onun yaklasimini biraz dogru
buluyorum gercekten. Bir katki sunuyor.”
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inaccurate impression concerning the success of the Democratic Opening Policy in
terms of recognizing the Kurdish reality fully. In the archives of the pro-Kurdish
newspaper Ozgur Giindem’s website even Rojin and Niliifer Akbal are mentioned as
revolutionary supporters of the Kurdish resistance. Consequently, the difference
between AKP’s approach and that of Kurdish resistance to the “Kurdish reality” is
not well-defined and manifested in terms of claiming to represent the Kurdish
cultural identity. Rojin or Niliifer Akbal, who were introduced as the perfect
examples of the Kurdish revolutionary women, later on appeared on TRT6 and thus
started to be called as “insincere” artists by the Kurdish movement. Hence, the
question concerning sincerity marks the boundary between AKP government and
Kurdish resistance. The question of sincerity is mobilized here as critique of what
Gramsci defines as hegemony. For Gramsci, state institutions secure the consent of
the people by political and cultural hegemony so that the state power domesticates all
resistance by including it (Cox, 1987, p.251). ‘Hegemony’ means the formation of
domination without the use of physical violence. Following Gramsci’s critique of
power, Kurdish cultural authorities claim that the Turkish state by exercising
hegemony seems as if it secures Kurdish citizen’s cultural identity and promotes the
idea that Kurdish resistance accomplished its mission and there is no need for any
other body to manifest Kurdish identity besides the Turkish state. Thus, the
Democratic Opening Policy created a hegemonical consensus cultures in which
Kurdish subjects identifies their interests as the interest of the Turkish state. This
helps to reproduce the status-quo rather than transforming it. For Gramsci, the
subaltern classes have to create a culture of its own, which would escape the idea that
bourgeois values defined as “natural” or “normal” values for the society, and thus the

subaltern groups would attract and mobilize the oppressed and intellectual sects of
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the society for the interests of the lower classes. Thus, according to Gramsci for the
consolidation of the power and hegemony, the cultural domain is a major field of
“the war of position”. In the Kurdish case in Turkey, the newly introduced
multiculturalist imaginary of the Turkish citizenship as a natural and normal value,
seems to promise the good for all, tried to be overthrown by the Kurdish movement
through the discourse of “insincerity” and through the otherization of the so-called

“insincere” artists of the Kurdish art.

Judging the Conscience of the Artist: Singing for the Kurdish Resistance

“Singing for the guerilla” is a sign of sincerity as long as it is still banned by the
Turkish state, thus, it means a threat to the unitary understanding of the Turkish state
and is not included in the new multiculturalist imaginary of Turkish citizenship.
“Army of the Artists” is one of the catch-up words for singers of songs dedicated to
the Kurdish militia. Mehmet from the Dengbeji Ciwan told me about his wish to
write a song for the militia:

There was a guerilla in our town. He became a martyr. They came there

in the downtown. It was a sad thing...I was not able to write a song at

that moment but I thought of it...I want to make the Kurdish resistance

benefit from “dengbejlik”. That’s why I am in the MKM.*
Rotinda, art director of the RojTV, has many video clips that shows the mountains,
where Rotinda sings together with the Kurdish militia. The director of these video
clips, Halil Uysal, “became a martyr”, Rotinda said. Female militants are usually the

main protagonists in these video clips. Rotinda named them as “the flowers of the

mountains” that he can much more easily develop empathy since he is an artist. He

* Interview with dengbej Mehmet: “Bizim orda bir gerilla vardi., sehit oldu., ben gordiim, geldiler
koyiin orasina.. Cok ac1 bir durumdu...Bu duygular icerisinde ben bir par¢a yapmadim ama
diisiiniiyorum yapmayi... Ben dengbejligi ulusal Kiirt miicadelesinde degerlendirmek istiyorum.
Zaten MKM de bunun i¢in var...”
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told me when I asked if he has also love songs, he advised me to listen to the song
“Benda Te Me”: “this is about the purest love between two guerillas- [ am the
witness of their love, they were my friends from university, they joined the PKK, and
became martyrs one after 7 years than the other®.” He proudly mentioned me that he
had a chance to meet with Abdullah Ocalan in the PKK camps. Every two years, he
stated that he will come to visit Kurdistan’s mountains. He told that there he can be
easily inspired: “Sometimes I can write a full song there per a day, here one per 6
months*®”, Seyitxan stated that he wrote not about dualistic love but only about
communal love of the society which he identifies with the Kurdish and other
subaltern groups’ resistance. Other artists that [ interview also emphasized that they
would like to sing with the Kurdish militia. Xalide claimed that “the guerillas
perform a good natural art within the nature and this is because they fight for the
freedom of the suppressed people. They are respectable and beautiful people*’”

On the other hand, Vedat, the soloist of the music bands Kardes Tiirkiiler and
Bajar that are not part of the MKM but the BGST, stated that Bajar’s musical
tendency is to bring to the agenda the issues of everyday politics and that is what

they tell and what can do*®. Therefore, he said, in their repertoire they do not have

songs dedicated to the militia. One of the Bajar’s song, “Berfin” (“Snowdrop” -

* Interview with Rotinda: “Giizel en temiz gerillada yasanan biiyiik agklardir...ben bunlarin
sahidiydim 6zellikle “benda te me” sarkisi...Benim iki arkadasim iiniversiteden katildilar...7 yil
arayla her ikisi de sehit diistii.”

* Interview with Rotinda: “Bazen giinde bir beste ¢ikiyordu ama burada bazen 6 ayda bir beste
cikiyor ancak.”

*" Interview with dengbej Xalide: “Oyle bir sanstm olmadi. Onlarin sanatina saygi duyuyorum. Giizel
sanat yapiyorlar. Dogayla doga icerisinde...Biitiinlesmis insanlar..Bir yerde karsilagirsak sahne
alir...Ciinkii onlar 6zgiirliiklerinin ayaklarini altina almig halklarin savasini veren insanlar, saygi
duyulmasi gereken insanlar... Ve sanatlar1 da dogaldir... Dogaya, kendi acilarina doniiktiir... Saygi
duyulmasi gereken insanlar diye diistiniiyorum. Giizel insanlar...”

“8 Interview with Vedat: “Biz tabi daha ¢ok seyleri anlatiyoruz. Melez sehirler dedigimiz. Bajarin

miizikal yonelimi giindelik hayatin siyasetini giindeme getirmek. daha dogrusu biz bunu
becerebiliyoruz.”
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“Kardelen” in Turkish), critizes the education project named after the same word
“Kardelenler Projesi” (“The Project of Kardelenler”) that is popularly supported
nationwide and especially by the elite Turkish charities and NGOs and aimed to
educate the poor girls living in the eastern and southeastern provinces of Turkey. The
lyrics of the song Berfin emphasizes that the real problem in the region is indeed the
Kurdish girl Berfin (Kardelen) cannot get an education in her mother tongue
Kurdish, since the Project of Kardelenler only supports education in Turkish.
“Isportac1” (“street vendor”) is another song of Bajar that stresses on the immigrant
Kurdish population working as the unskilled labor in the metropolitan cities. Thus,
the BGST intents to focus more on the everday problems of the ordinary Kurdish
people as part of their political art project.

Rojin became a little bit defensive when I asked her about her political songs.
She mentioned her song, named ““Si”, which is about the young girl Ceylan Onkol’s
who died because of the explosion of a bomb splinter that belonged to the Turkish
army. Rojin told me that she re-arranged one of Loreena McKennitt’s songs for her
song “Si”. She again criticized other Kurdish artists who judged her without
considering her songs of that sort. Moreover, Rojin added also that for being
political, it is enough to sing in Kurdish.*

Yet, for the MKM, too, singing in Kurdish is no more considered enough to be
identified as an oppositional and political Kurdish musician, since the Turkish
government itself does the same thing through a formal Kurdish TV channel, TRT6.

Therefore, now the conscience of a musician is judged by the MKM in term of

* Interview with Rojin: “Benim sarkilarimin gogu siyasi degil ama “Si” diye bir sarkim var: Sozleri
“bugiin, 13 yasinda viicudunda bomba patlayan bir kiz var, su ana kadar agladiniz,
agladimiz”...seklinde. Ben sahnede slogan atilarak bir yere gelinebilecegini sanmiyorum — dilin
kendisi zaten bir seydir. Ama yasanmis seyleri anlatan seyleri... Loreena McKennitt’in sarkisinda “13
yasinda savasa gidip nasil bombalanarak paramparca 6ldiigiinii” yaziyorum ben o sarkida...anlayana
sivrisinek saz yani...”

80



whether the musician has songs dedicated to the Kurdish milita or songs for the
Kurdish victims of the war, songs that are banned by the Turkish state and
condemned by the Turkish ultra-nationalist public opinion. Only this sort of songs is
considered by the MKM and Kurdish movment as parts of the Kurdish musical
culture. The lyrics of that sort of songs are mostly based on the praise of the
sacrifices of the Kurdish people particularly the militia for the sake of not only the
Kurdish people but also for the humanity in the name of freedom and democracy.
However, usually the merely mourning songs for a Kurdish militia or the
laments for the death of the innocent Kurdish children are not appreciated by the
MKM'’s top members or MMC'’s art directors responsible for the selection of the
video clips. They emphasized that what is appreciated is not the mere mourning for
the Kurdish martyr but the glorification of her/him if not this is an “arabesque” music
lacking revolutionary power. The Kurdish movement’s critique of the arabesque
music together with the pop music will be explained in details in the chapter about
“the Modernization Process of the Kurdish Music”. However, despite the critical
stance towards the arabesque music, if one considers all of the statements of the
Kurdish cultural authorities, it seems that in the hierarchy of being more
“oppositional” the songs dedicated to the Kurdish militia are still considered as the
most political songs whereas other types of lyrics that are about the everyday
problems of the Kurds are thought as alternative ways of expressing Kurdish politics

without being apolitical.
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Judging the Conscience of the Artist: Respect for the Ethnic Plurality

The criterion of “respect for the ethnic plurality” is manifested by most of the
Kurdish singers’ statements. It is considered as the requirement of doing
oppositional art and a conscientious artistic stance of the Kurdish music. At this
point, I would like to introduce Roland Barthes’ concept of “listening” to the
consideration of “singing in various languages” as an artistic stance in the sense that
“listening speaks”, in other words singing can only be validated through listening so
that it induces communication.

Most of the Kurdish singers and music bands participated to the various
festivals for “ethnic plurality”. Rojin, who is no more a member of the MKM, also
stated that she is highly influenced by the Armenian music and she sings in
Armenian and even she can sing in other 11 languages. Rojda also proudly said:

I am not a “siiryani” (Syrian) but I can sing in “siiryani” to cherish the

language... I was the first (Kurdish singer) who sang in Armenian while

I sing in Kurdish for years...I cannot understand (Armenian or Syrian

languages) but I love it...It is not important that you understand it

really...emotion matters...every culture has its own languageSO.
Xalide, one of the members of Dengbeji Ciwan, told what she thinks about the
TEKEL movement of the workers and that she herself supports it since it is a
massive act of all the people of Turkey such as “Laz”, “Cerkez” (Circassian),
Kurdish and all others and, she added that TEKEL movement tells us what the
situation of Turkey is. I personally participated to one of the meeting of “Baris i¢in
Sanat” (Art for Peace), where artists from various leftist and oppositional art groups

such as the BGST, BEKSAV, Evrensel Sanat, the MKM participated to the meeting.

This meeting was about the performances for the memorial of Hrant Dink. It was

% Interview with Rojin: “Siiryanice séylerim hani ben Siiryani degilim ama dili yasatmak icin. ..
Ermenice ilk soyleyen ben oldum... Kiirtce soyliiyom yillardir sdyliiyorum... Seviyorum da yani ama
anlamiyorum ama anlamak 6nemli degil duygu 6nemli... Her dilin bir kiiltiirii var.”
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discussed how each groups’ stage must be scheduled. I think this can be considered
the specification of collaboration between minorities and subaltern groups in Turkey.
Rotinda emphasized this collaboration by claiming that Kurdish people are fighting
for the liberation of the all oppressed people:

I was in the mountains, I witnessed that among the guerilla there are

Turks, Armenians, Georgians, Arabs, Greeks, Germans... There is a

national conscience but in the sense that when Kurdish people are

suppressed, that its language is banned, that it is denied...so Kurdish

people is in the foreground...however when Kurdish people get their

liberty, they would not say they are Kurdish and they walked in the

mountains for Kurdish people but they will support the liberation of all

people.51
Rotinda mentioned that he sang in Azeri for the memorial of one of his militia
friends since he was Azeri and became martyr. He added that he sang in Armenian
also for the memorial of his instructor, Aram Tigran and he remembers Tigran with
respect. He stated that: “I don’t think that anybody within the artists who are
supporting our cause can have a problem with the differences among the people...we
want to sing in every languageSZ” He mentioned that he did not make the mistake of
blaming the Turkish people because of the acts of the Turkish state. Rotinda
identifies some Turks with nomads (“yoriik” in Turkish) and Turkmens to whom he
instructed for a while and he said that Turkmens do not have problems with the
Kurdish people and, Turkmens, too, has suffered, suppressed and neglected by the

Turkish state that did not bring electricity or water even bread to the places where the

Turkmes are living. Rotinda also stated that the PKK and the Kurdish movement

3! Interview with Rotinda: “Ben dagda kaldim gerillada Tiirkler var, Ermeniler var, Giirciiler, Araplar
var Yunanlilar var, Almanlar var.... Orda ulus bilinci su anlamda biz Kiirtler ezilen bir halk oldugu
icin, dili yasaklandigi i¢in, inkar edildigi i¢in Kiirtler 6nde... Yani Kiirtler 6zgiirliiklerine
kavustugunda hicbir gerilla ben Kiirdiim, Kiirtler i¢in daga yiiriidiim demeyecek. Diyecek ki, halklar
i¢in... O anlamda ben Tiirkiye’deki tiim toplumlara karsi sorumluyum... Ben bir kasedimde Azerice
bir sarki sdyledim; ¢iinkii bizim i¢imizde bircok Azeri arkadasimiz vardi..gerilla..cok sevmistim...Ben
tanimistim..sehit diigmiistii..onun sevdigi sarkilar1 potpori halinde bir kasede koydum yani onun
hatirina Azerice okudum..Ermenice sarki soyledim... Aram Tigran’in hatir1 i¢in... Hocam1 da
saygiyla antyorum...”

°7 Interview with Rotinda: “Bizim tarafimizda olan hig¢bir sanat¢inin halklarla problemi olacagini hig
sanmiyorum. Biz her dilden sarki soylemek isteriz...”
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would contradict itself if it comes to conflict with the Turkish people since there are
many Turks in their movement™.

Here, singing in a different language and its connotation can be explained
through Barthes’ term of listening. Roland Barthes defines three types of listening:
He relates the first type of listening to the listening to the notion of territory which
can be defined the space of security just as the space of the familiar, recognized
noises forming a kind of household symphony (Barthes, 1991). He names this type of
listening as “alert”. I think that the long years of the ban on the Kurdish music in
Turkey can be well explained as an alert about the threat of the Kurdish music
against the so-called unitary culture and structure of Turkey. Joseph J. Moreno
mentions that the ban of the performance of the Jewish composers such as
Mendelssohn, Mahler, or Schoenberg, or even Offenbach by the Nazis, Jewish
popular melodies were actually removed from the street (Moreno, 2006, p.269).
Hence, Barthes thinks of the horror films, listening to the alien, expecting the
irregular noise which will disturb our aural comfort. On the other hand, singing in
Turkish by a Kurdish artist is also interpreted as “an alert” that there is a Turkish side
in his Kurdish being. Rotinda also claimed that he would not sing in Turkish until
Apo (the leader of the PKK) becomes free. I think that this statement shows the
relation of music to the territorial appropriateness. He added that:

If once I can give concerts freely in the land of Kurdistan, then watch

me, [ will sing in Turkish with Kurdish people. But before that time
comes I will not sing songs other than the ones in Kurdish...This is my

>3 Interview with Rotinda: “Ben Tiirkiyeyi Tiirklerle karistirmiyorum. .. Ben Yoriiklere 6gretmenlik
yaptim, Yoriik halkin1 Tiirkmenleri ¢ok iyi taniyorum...Onlarin Kiirtlerle hi¢bir problemi yok; ¢tinkii
o insanlar da eziliyor... elektrik su...nerdeyse ekmege hasretler o kadar yoksullar -onlar adina
devsirme toplum dedigimiz, kiiltiir bu Tiirkler dedigimiz...bu halka diigmanliklar yapan-benim
halklara kars1 en ufak bir seyim olamaz- daha dogrusu hareketin yok- daha dogrusu PKK felsefesinin
yok- PKK’ye goniil veren higbir insanin bu halklarla en ufak bir diismanlig1 olamaz, olursa kendisiyle
ters diiser zaten - ciinkii bizim i¢imizde de Tiirkler var.”
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way to protest. And this is not a protest of the people (but the current
status—quo).5 4

Rotinda also emphasized that peace can be achieved only through the collaboration
between the intellectual democratic people, artists and gays. Rotinda claims that this
is what the PKK wants, however, he belives that for instance it is too hard to
compromise with the supporters of the MHP’s (Turkish ultra-nationalist political
party)5 > in terms of the Kurdish question.

Rojda, the prominent singer from the MKM, released a cover song of the Ayse
San’s song “Gelmis Bahar” in her latest album. She explained that she did not sing in
Turkish since she does not have populist concerns, and Ayse San, a Kurdish singer
from 1970s, had to sing this song in Turkish because of the strict censorship on the
Kurdish language in 70s.:“I did not sing this song to make people who are listening
to Turkish to listen to me but because my voice is really a good choice for this song
and I sang it with pleasure™®”.

Furthermore, the newly emerging Kurdish music magazine, entitled Dojin
(http://www .bijwen.com/etiket/dojin-ilk-kurt-muzik-dergisi/), is blamed of being

“populist” and contradicting itself since it is published in Turkish. Rotinda stated:

I do not consider it as a magazine of the Kurdish music...why are we
talking in Turkish right now? Because you do not understand

>* Interview with Rotinda: “Ben bir giin Kiirdistan topraklarinda 6zgiirce konser verebilirsem inanin
bana ilk konserimde yasarsak siz sahit olun, dzgiirlesen bir Kiirdistan halklariyla ben Tiirk¢e de
sOylerim diger tiim dillerde de soylerim... Ama o olmadan Kiirtce’nin disinda bir dilde
sOylemeyecegim, bu da bir protestodur...Halklara kars1 degil yani...”

> Interview with Rotinda: “Kiirtler aydin insanlarla sanatcilarla demokrat insanlarla lezbiyenlerle
escinsellerle biz bu baris1 getirebiliriz, ben buna inaniyorum... Birey olarak da inantyorum, Kiirt
halkinin da buna inandigina inaniyorum... Yol haritasi verilseydi orda ¢cok sey daha detayli. PKK’nin
de istemi budur ama yok.. Biz gidecegiz MHPyi barisa ikna edecegiz.”

> Interview with Rojda: “Sesim o kadar iyi gidiyordu ki, cok severek okudum. .. Tiirke dinleyenler
beni dinlesin diye bir seyim yok...”
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Kurdish...Let’s think about an English magazine of Turkish music?
Isn’t it unbelievable?”’

At this point, singing in Turkish by a Kurdish musician is interpreted as a populist
act and is considered as being assimilated by the foreign forces through reproducing
the claims concerning the presence of a homogeneous culture in Turkey.

Roland Barthes introduces “deciphering” as the second type of listening.
Barthes describes “deciphering” as the first step of being human: “I listen the way I
read according to certain codes” - “it is a secret: that which, concealed in reality, can
reach human consciousness only through a code, which serves simultaneously to
encipher and to decipher that reality” (Barthes, 1991, pp.247-249). In this sense, the
criteria for the ethnic plurality and the responsibility for singing in various foreign
languages seem to embrace the recognition of all others (aliens) as ethnic
subjectivities. The code for understanding is the language of “ethnic plurality”.
Respecting pluralist multi-cultural concerns can be interpreted as an attitude of
decoding what is “foreign” and “obscure” languages of the others in order to make it
available to what is experienced: here, the ethnic identity.

In the third case, Barthes describes the third type of listening as listening to
“hermeunitics™: “to listen is to adopt an attitude of decoding what is obscure, blurred,
or mute, in order to make it available to consciousness the underside of meaning
(what is experienced, postulated, intentionalized as hidden)” (Barthes, 1991,
p-249).That is why it creates transference: “listen to me”, in other words, “touch me”
and “know that I exist” that signifies “the recognition” as it operates communication
so that the listener’s silence will be active just like the speech: “listening speaks”

(Barthes, 1991, p.252). This reminds the evaluation of the conscience of the singer

7 Interview with Rotinda: “Bir Kiirtce miizik dergisi olarak gormiiyorum... Sizinle niye Tiirkge
konusuyoruz? Ciinkii siz Kiirt¢ce bilmiyorsunuz... Diisiiniin Ingilizce bir dergi ¢ikiyor size diyor ki,
Tiirk miizigi dergisi size ne kadar inandiric1 gelir?”
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for singing in many languages foreign to his own. However, it is not totally linked to
a hermeunitics since it identifies “others” through the manifestation of the ethnic
difference: which is listening and singing for the possible communication. Therefore,
this criterion enables the recognition that a totally unfamiliar-sounding foreign music
may fulfill the same socio-cultural aura of the Kurdish music, the familiar one. One
does not need to decode and respond what is listening according to his own schema
of signifiers to give way to hermeunitics.

At this point, Xalide from the music band Dengbeji Ciwan underscored the
universality of music. For her, to understand what she is saying in a Kurdish song, it
is not necessary to know the Kurdish language. She gave the example of her
performance in the Macka Park during a mass demonstration; she mentioned that the
police officers were dancing with her music: “I asked myself why they are looking at
me, they were shaking their heads in a rocker style, I let others on the stage notice
this and we laughed togethersg”. In this example, Xalide, as a singer, was seen as his
equivalent by the music listener. The police officers recognized their “common
humanity” through listening to Xalide as a performance of the universal music, thus,
the listeners turned into the equals despite their hostile position as police officers.

Moreno also relates the ban on the Jewish music in Nazi Germany to the
question that the Nazis would have to accept the Jews as people and recognize their
common humanity if they listened to the Jewish music: “Performing or even
listening to jazz music associated with Afro-American and Jewish performers or
composers was similarly forbidden” (Moreno, 2006, p.268). Moreno also tells a
story of a Jewish opera singer in the Auschwitz concentration camp who sang in the

barracks at night comforting those around her. One day, an SS woman supervisor

8 Interview with dengbej Xhalide: “Ben diyorum bu polisler bana niye bu kadar bakiyorlar... Yok
onlar da baktim tutmuslar rock tarzinda kafa sallamaya basladilar...Ben de sahnedeki miizisyenlere
sOyledim onlar da oraya bakip giilmeye basladilar...”
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approached to her and gave her the order to sing for her. The singer began to softly
sing a popular romantic German song and the SS woman, covered in tears, began to
beat her and this instance happened again and again every day and night. One day the
opera singer could not manage to get up after the beating. She died (Moreno, 2006,
p-282). Moreno argues that many ordinary cruel people can enjoy the music and still
this does not break down the power of their internal defense system. However, 1
think that this also reflects the recognition of a common humanity by the SS woman,
so that the SS officer killed the Jewish opera singer in order to eliminate the possible
commonality between her and the Jewish singer. In brief, the appreciation of the
Kurdish music by its others, in that case by a police officer of the Turkish state, can
allow to blur the formal boundaries between them by introducing their common
humanity. Therefore, the listening in the third type, which Barthes relates to the
hermeunitics, can be considered as a way of communication by a listener of non-
interest rather than the appreciation of the Kurdish music because of ideological
reasons, because of supporting the multiculturalist or democratic ideals.

Xalide also stated that the music has a collaborative affect just like she has
experienced in the Baris Mango cultural center for an event entitled “the meeting of
cultures”. She added that people come to see her to compliment her even if they do
not understand Kurdish. Moreover, Vedat, from Kardes Tiirkiiler and Bajar,
emphasized the presence of the hybrid public spheres in Urfa, Elaz1g, Diyarbakair,
Kerkiik or Istanbul where Kurdish and Turkish music can be heard together. He
stated that if we want to live together we have to build a common language and that
is why they sing in Kurdish and Turkish together. Vedat also underscored that a
positive discrimination of the Kurdish songs should be an expected outcome of the

severe censorship on the Kurdish music in Turkey:
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I have a Kurdish world but besides that there is also a Turkish one...We

are talking in Turkish with you right now, aren’t we? We are listening

to music together...we reflect what it is...there is nothing special to one

of us...In Bajar we do positive discrimination for the Kurdish

songs...they are more in our repertoire but we have another world,

too...we bring all of these into reality.. 2
Moreover, Rojin also emphasized that Turkish is also her language and even if the
same system uses Turkish to supress Kurdish, she said she will insist on supporting
the brotherhood of the Turkish and Kurdish languages as languages of humans. “I
can pronounce a Turkish word better than Turks and I can speak better Kurdish than
the ones who claim to sing in Kurdish®” She also states that her new single album
just like her bilingual previous albums, will include both Kurdish and Turkish
versions of the same songs. To be sure, these latest statements, suggest a much more
optimistic declarations of a sense concerning the shared territoriality if one considers

music as a sign of familiar spaciality according to Barthes’ definition of the first type

of listening.

% Interview with Vedat: “Benim yani bizim hayatimiz 6yle zaten.. Benim Kiirdi bir diinyam var ama
tirnak ig¢inde Tiirki bir diinyam da var... Tiirk¢e konusuyoruz degil mi seninle? Miizikler dinliyoruz
falan... Neyse onu yansitiyoruz aslen.. Yani bize 6zel yaptigimiz bir sey yok. Kiirt¢e’ye tabii pozitif
ayrimceilik yapiyoruz gene de. Repertuvarda daha ¢ok yer aliyor ama boyle bir diilnyamiz da var. Onu
yansitiyoruz aslinda...”

% Interview with Rojin: “Tiirk¢e’nin de benim dilim oldugunu diisiiniiyorum her ne kadar sistem
Kiirtce’yi alagag1 yapmaya calistiysa da ben beni alsagi edenin diliyle konugsmam benim dilim insan
dilidir — o yiizden ben Tiirkce’yi de ¢ok seviyorum —Tiirkce’yi de bir Tiirk’ten daha iyi telaffuz
ediyorum ama Kiirt¢e’yi de Kiirtge soyliiyorum diyenden ¢ok daha iyi konusuyorum...”
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CHAPTER 6
DIFFERENCES AND SUBALTERN GROUPS

WITHIN THE KURDISH POLITICAL AND CULTURAL MOVEMENT

The MKM in Turkey and other Kurdish cultural institutions of the Kurdish
movement in the diaspora such as the Kurdish Academy in Miinich, the Kurdish
Institute in K&In or the RojTV in Brussels are indeed composed of members from
various identities besides their Kurdish identity. Here, I want to explore the
manifestation of these other identities and more importantly the display of other
types of oppositional stances within the Kurdish movement that are different from
the general discourse repeated by cultural agencies of the Kurdish movement. I will
discuss the differences within the Kurdish movement through the perspective of the
Derridarian term the “politics of friendship”. In this chapter, I intend to show how
the presence of the subaltern identities or claims of difference within the Kurdish
political movement are perceived and handled. I will try to interpret the discourse
concerning difference especially in terms of gender and ethnic identities such as Zaza
identity and other differences within an oppositional political group. Even though the
research design and the selection of the interviewees are not purposely conducted to
explore these differences in term of identity; several argumentations that I collected
addressed the issue of alternative identities for the main understanding of the Kurdish
movement and its connotation in art. At the end, I want to question the possibility of
manifestation for alternative ways of opposition within Kurdish cultural agencies of

resistance.
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To be a Woman Artist within the Kurdish Political and Cultural Movement

Women or women’s rights are one of the most addressed terms in most of my
interviews with both female and male artists. The people I interviewed usually the
importance of Kurdish movement for the Kurdish society that it is generally
considered to be patriarchal. I questioned the presence and its connotation of
patriarchy during the performances of the female singers. Even though they stated
the presence of female dengbejs in Kurdish culture such as the famous Ayse San or
Fatma Isa, they also claimed that they were exceptional forerunners. Xalide, female
dengbej, pointed out that even her own aunt and grand-mother were singing as
dengbej before the audience of their own “asiret” (tribe), but only her male members
of her own “asiret” was allowed to watch her while singing. Xalide defined her own
“asiret” as special for the role of women in the family:

Women are always ahead. Men are always talking but before they talk

they always consult to women. Women decide but men declare it. In

fact, everything is women’s task.!
When I asked whether women were singing in front of men of different “asiret”, she
stated that right now, this comes close to break:

If we cannot succeed to break this rule, it would be a big defeat. The

same understanding of women in the society is present but we would

not allow it, we would not allow this to happen again. For example,

“klam” (Kurdish name for chant) was always invented by woman but it

is always sung by men. That is why most of the “klam” are from

women’s mouth [she means that klams have feminine traits]. These

klams are first sung by women in the assembly, before the tribal leader
(“aga”), but men were to sing it in weddings while women were busy

%! Interview with dengbej Xalide: “Kadinlar 6ndedir...Erkekler konusur ama bir sey oldugu zaman
once kadina sorulur. Kadinlar karar verir, erkekler bunu aciklar. Aslinda her sey kadinlarin isidir.”
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with marriage organizations. But be aware that klams are women-
62
mounted.

Xalide proudly mentioned that she arranged a male voice as a vocalist to accompany
her voice in the background for one of her song in her music album “Xewn” (means
“dream”) and this means the superiority of her female voice. Rojda, soloist female
singer and former member of the Koma Gulen Xerzan, stated that she sang for the
Kurdish women in her album “Sebramin” since the Kurdish women suffer more than
anybody else. It is the Kurdish woman who is the one marries with the man that she
does not know, the one that becomes the victim of her husband’s injustice and the
one who sees the torture of her husband and child by the Turkish state. I asked Rojda
if her songs reach to the Kurdish masses, she answered:

MKM'’s goal is to transfer the “true” art to the community and to raise

awareness of the society. How can we do it? In my song I tell about the

story of the brides and I say that you will wake up in the morning beside

a stranger so cry for it...Many women and men come to see me after

my concerts and say that they do not cry because they are sad but they

remember their past sufferings.63
Firat, the manager of the MKM, also mentioned about the talk of the rural Kurdish
women about their sufferings after the MKM theatre shows about “the murders of the
women’:

When women see the show, all the suffering they went through comes

to light, they go to tell about their own sufferings after the show and
they say that they even experienced more awful things...a women who

5% Interview with dengbej Xalide: “Bunun en biiyiik kirilmasini belki bugiin yasiyoruz. Gegmiste
yapamadiklarimizi biz bugiin yapamiyorsak ¢ok biiyiik bir eksiklik olur. Ayn1 anlayis var. Tekerriir
etmesine biz izin vermeyecegiz tabi ki..Mesela klam kadinin agzindan ¢ikmis ama hep erkekler
soylemis mesela...Iste klamlarin cogu kadin agizlidir. Kadinlar 6nce soylemis iste meclislerde aga
divanlarinda, diigtinlerde erkek sdylemis. Kadinlar diigiin ile ¢eyiz ile ilgilenmis. Ama dikkat edin
kadin agizlidir klamlar...”

% Interview with Rojda: “MKM’nin amact da su..dogru bir sanat1 halka ulastirmak ve insanlar1
toplumu bilinglendirmek..bunu kim yapacak? MKM’nin sanatcilari...bunu yaparken nasil
yapiyoruz..bunlari islerken topluma sunu soyliiyoruz —parcam mesela gelinleri anlatiyor- gidiyorsun-
yarin sabah kalkacaksin- kendine yabanci uyanacaksin- ¢iinkii bilmiyorsun nereye gidecegini- 6yleyse
bu haline agla-bu parcada bu anlatiliyor..”garip *“ pargasi gocii anlatir..erkek de buna agliyor ama en
cok kadin..kadin gelmistir bana pek cok her konserimde demistir “ben bu pargayr duydugumda her
defa agliyorum” ama mutsuz olmuyorum aglarken- yasadiklarim aklima geliyor.”
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was raped does not tell this to anybody, but she comes to tell about it to
our friends.**

In this context, Kurdish artists criticize the societal injustice towards women by
screening it in the mimetic way of women’s suffering and allows the disclosure of
the past injuries which can end up in the societal consciousness for women’s rights.

Female interviewees expressed that the way of seeing the women is changed in
the sense that women are respected because they are fighting for the Kurdish
movement side by side with the men®. Rojda presented herself as an example of
woman who has to fight to sing and she achieved her goal. However, she also
mentioned some of her performances in the weddings that she was appreciated in the
stage by men while female guests of the wedding were kept in a separate room which
can be considered a sign of ongoing gender segregation of the patriarchal system.
Furthermore, Rojda told about Koma Asmin, a project of the MKM, the musical
band composed of 11 female musicians from different music bands, which dissolved
in 2002 after 4 years of performance. Rojda and Meral, right now soloist singers,
were the members. They both mentioned that Koma Asmin created a sense of legend
and they were very popular. However, Meral also mentioned the scarce number of
women in the audience or women’s segregation in the back seats:

I was playing piano on the stage, I look at the audience...I see that there

are no women, women are seated in the back seats...we manage to

place them in the foreground. Why are our sisters and our mothers in
the back? Why are the men sitting in the front? Why the entire hall is

filled up by men? I am not hostile to men but I am known as [ am
because I stand against such practices...They do what they can do to not

% Interview with Firat: “Kadinlar izlerken ge¢cmisindeki acilarin tiimii su iistiine ¢ikiyor ve biz
oyunlardan sonra kadinlar gelip bize yasam hikayelerini anlatmaya bagliyor- aslinda bu
anlattiklarinizin daha beterini yasadik yani tecaviize ugrayan kadin hi¢ kimseye sdylememis bizim
arkadaglara soyliiyor.”

% Interview with Meral: “Kadia bakis acis1 degisiyor..neden..kadin kendini miicadeleye

verdi..0zgiirliigi icin savasti..ben de varim bu miicadelede, ben de bu aciy1 yasiyorum ¢oziim igin de
varim dedik¢e kadin goriindii- insanlar buna saygi duydu..”
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understand this, you can not change this with the argumentation that

‘this has been always like this, this has to be like this as before’.%

She blamed such kind of an audience since they respect her on the stage while they
promote the same old patriarchal rules for the female members of their family. Yet,
Meral also stated the progress in women’s position in the society as she told about
the Women’s Days on March 8 when fields of demonstration are crowded by female
participants: “Right now, at least, women are conscious about their own presence and
that there are two types of sexuality...At least, I think that they are much more
conscious in terms of this struggle67” She emphasized that all the progress that they
go through is not sufficient, yet it is joyful for all women thanks to the Kurdish
movement.

Firat, the manager of the artists in the MKM, expressed that in all the
performances to which their female artists participate, the inviters of them know
what they prefer politically since they are conscious about the MKM’s politics of
women and its support for women’s rights. Thus, women musicians are invited
usually to the political activities that demand artistic performances. Yet, he
announced that in the past, the most invited musical bands for performances have
female members and Koma Asmin was popular not only because it was a good band
but also because the audience think that 11 women singing are much more

spectacular: “This stemmed from the pop culture that we already talked about, they

% Interview with Meral: “Ben sahnede piyano ¢aliyorum..bakiyorum halka bakiyorum...yani bayanlar
¢ok az..bayanlar en arkada oturuyor..bayanlar1 6ne aliyoruz..yani ¢alisma biraz da sey olsun..bizim
annelerimiz kizkardeslerimiz niye arkada olsun..niye sen hemen 6ne oturuyorsun...niye tiim salonu
erkek kapliyor.. erkek diismani da degilim...bu bir anlamda bu sorunlari dile getirdgimiz i¢in erkek
diismani olarak biliniyoruz zaman zaman...boyle komik seyler de yasadim..yani insan..eminim ki
bir¢ok sey anlasiliyor..anlasildigimizin da farkindayim..bunlar: dile getirip sundugumuzda..ama hi¢bir
sekilde anlamamak i¢in ellerinden geleni yapiyorlar...bdyle olmak zorunda gibi yaklasimlar bunu
degistiremezsiniz...”

Interview with Meral: “8 mart yaklastyor mesela biz agik alanlarda olacak kadin katilimlarimizda
kadina yiiklenmis ¢ok fazla seyin olmasinin yerini buldugunu diisiiniiyorum en azindan kadin
kendinin farkinda...niye yapmasi gerektiginin..bu hayatta iki cins oldugunun..en azindan bunun
savasint vermeyi daha cok algiladigini diisiiniiyorum yani o katilimlardan biraz daha...”
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wanted women on display when they ask us if there were any female member in the
music band before calling them™®®. Firat claimed that there are not such problems
right now because all the female members of the music bands became soloist singers
such as Rojda, Meral or Nurcan. Therefore, there is no need to question if there is a
female member and besides this people know right now the sense of this politically
incorrect manner of the question mentioned above, because they are sensible to this
kind of issues: “not only the MKM but all the agencies are sensible about women, so
they do not ask anymore if there is a female member in the music band...this kind of
consciousness is right now present.*”” Moreover, when I asked the regulations of
costume in the performance, he states that there is no such a “talibanvari” (dictated
according to religion) application for female artists but female artists know that they
should not wear a night dress for political activities such as the festival of Mahmur or
sometimes they want to wear the same color for the performance.

I had the chance to participate the MKM concert in the Bostanci Performance
Center (Bostanci1 Gosteri Merkezi) held on 28" February 2010, there, I oberserved
that many female singers were dressed in the same fashion those of popular artists.
Even the MKM group of modern dance performed a show of a couple dancing with
tight and modern costumes far from conservatives clothing. One can consider that
there was a modern display of the gender dialogue and Kurdish women to show the
right way of conveying the women issues to the audience.

As this above mentioned example shows, it is crucial to emphasize that the

Kurdish movement is regarded as the agent of enlightenment of the Kurdish people

%8 Interview with Firat: “Ciinkii az once bahsettigimz pop kiiltiiriiniin yarattig1 bir sey sahnede kadim
vitrin olarak goérmek istiyor yani grupta kadin var m1?”

% Interview with Firat: “Bize de, kadin konusunda hassassiz...tek MKM degil tiim kurumlar hassas

bunlar arayip kadin var m1 diye sormuyor ¢iinkii dogru bir sey sormayacagini biliyor...insanlarda da o
biling gelismis hani...”
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on the women’s position in the society. Yet, the sensibility for women and women
rights seem indirect in the sense that Kurdish women are firstly respected and
appreciated for their position, support and sufferings for the Kurdish political
movement. The appreciated projection of the female militia’s presence, that Rotinda
calls “flowers of the mountains and of crying Kurdish mothers” are evaluated in the
realm of the nationalist approach.

It is important to note that Rojin who is a Kurdish singer and former participant
of the TRT6 and therefore is disfavored by the members of the Kurdish movement.
However she was supported by the DTP (former pro-Kurdish party) when she went
to the court to sue the journalist Serdar Turgut from the Hurriyet newspaper, who
insulted Rojin in his article. The reason why Rojin accuses Serdar Turgut is that in
his article Turgut declared in an ironic way that he wishes to be a terrorist and kidnap
Rojin and bring her to the mountains to make her his sex slave. The DTP supported
Rojin in the sense that Turgut’s statement is an attack to all Kurdish women who
supports the Kurdish resistance and Turgut misrepresented the position of the
Kurdish women in the Kurdish struggle (ANF News Agency, 28 October 2009).
Actually, this statement supports Rojin’s court case as it is considered to be a general
attack to the Kurdish militia in terms of morality. On the other hand, most of my
interviewees consider these developments as the break of the very patriarchal system

and as the first steps of the re-positioning of the women in the Kurdish society.

To be a Gay Artist within the Kurdish Political and Cultural Movement

I conducted also other interviews with the Kurdish artists from other subaltern

identities. Rotinda, the art director of the Roj TV and the MMC in Brussels is famous
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for his songs dedicated to the Kurdish militia. He claimed that he visits frequently the
camps of the Kurdish militia and he saw Abdullah Ocalan personally twice. I asked
Rotinda how his gay identity is regarded within the Kurdish political movement and
how he relates these two distinct identities of him:

I can say it with my all my sincerity, the movement of the PKK is a

movement of humanity...the day that I started to have sympathy for it, I

was present in every place and every level as an artist...I can say it

clearly...there is no way out...every time [ was well respected...Many

people told to me: ‘You are one of most beautiful colors in us’... I

know that they refer to my identity...but I never display my stance or

my “color” openly to people...I am among my people...I live with

them...I do not have such a luxury and it cannot be... in this sense, [ am

not so different...I am with them in the concerts and in the

protests...for the Newroz...I am with them in the mountains...I am

with them on TV. I am with them in my task...Why should they find

me strange...Nobody excludes me...since it is a movement of

humanity..."
He also expressed that he is grateful for being gay he can see much further as a gay
than a heterosexual and his gay identity has not created difficulties for him. To be
sure, Rotinda is a well-known and respectable artist in the Kurdish movement.
However, as he announced, his gay identity is not openly displayed and he is not
considered different than other Kurdish subjects due to his position and support in
the Kurdish movement. Here, one can assume just like in the case of women, the

importance of being a member of the Kurdish resistance develops gender sensibilities

for the Kurdish audience.

" Interview with Rotinda: “Bunu icten inanarak su anda tiim samimiyetimle s6yleyim, PKK hareketi
gercekten insani bir hareket ona sempati duydugumdan beri her tiirlii alanlarinda bulundum bir sanat¢i
olarak, her tiirlit mevkide bir sanatg1 olarak..agik soyleyim..bagka bir boyutu yok..her zaman saygiyla
karsilandim....bir¢ok kisiden sen bizim icin en giizel renklerden birisin diye boyle kimligime dem
vurularak da s6ylendigini biliyorum..ama ben hi¢bir zaman durusumu kimligimi a da rengimi
insanlarin goziine de sokmam- halkimin igindeyim- halk ile beraber yasiyorum benim dyle bir likksiim
yok ¢ok da olmaz da...ben o anlamda zaten de ¢ok farkli degilim..yliriiyiislerde konserlerde
onlarlayim- Newroz’da onlarlayim..dagda onlarlayim..televizyonda onlarlayim...isimde
onlarlayim..hani niye beni yadirgasinlar ki..hicbir insan da dislamaz yani...¢iinkii sonucta insanlik
hareketi..”
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To be a Zaza Artist within the Kurdish Political and Cultural Movement

MKM’s concert in the Bostanci1 Performance Center (Bostanct Gosteri Merkezi/ 28
February 2010) was presented by three announcers of different languages: one for
the “Kurmanci” (the largest spoken), the “Zazaki” and the “Turkish”. This display of
three distinct languages for Kurdish audience is to respect the differences of mother
tongues of people. Mehmet Akbas, right now living in Koln, is a former soloist of
“Venge Sodiri”, the “Zaza” music band of the MKM. Akbas mentioned that Venge
Sodiri became a group of projects; it accomplished several projects with groups of
dance or “semah” (Alevite religious dance) and they were even invited to one of
Mercan Dede’s (famous performer of “sufi” music) performance. Akbag claimed that
when he was in Turkey, he had the intention to transform “Venge Sodiri” to a project
of Zaza music in the MKM. I asked the reason why he left Turkey:

I had to leave the MKM in 2002 and I came here...I had the problem of

military service and the musical opportunities were not sufficient- we

were doing Zaza music. Our institutions have several insufficiencies for

this...you are left alone...you cannot be strong enough...but if you can

in fact, you can do something addressing other audiences.”"
Akbas defines his music as universal and his oppositional stance as different since he
does not use directly political arguments in his songs. The very usage of the south
“Zaza” language is sufficient to be oppositional, because even most of the Kurdish
people do not know it perfectly. He claimed that he is from Diyarbakir and all the
Zazas of the south have a different musical stand than the Zazas of the north from the

Dersim region: “I sing persistently in my language even Kurdish people cannot

understand it well...It is a disadvantage for me to not to be an “Alevite” and I am not

" Interview with Mehmet Akbas: “2002 sonunda ben ayrilmak zorunda kaldim buraya geldim-
askerlik problemim vardi, miizikal kosullarimizin yeterli olmamasi ile ilgiliydi biz Zaza miizigi
yapiyorduk ve bu konuda bizim kurumlarimizin da biraz eksikligi vardi o kadar eksikligin icin yalmz
kaliyorsun bir sekilde senin de eksikligin oluyor fazla gii¢lii olamiyorsun aslen biraz gii¢lii olup
styrilsan belki disariya yonelik bir seyler yapabilirsin..”
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from Dersim...because Dersim’s music is promoted outside and Dersim music
already formed a popular culture’>” He stated that the way of “Kurmanci” tradition
overweighs all others in Kurdish music and all other musics are categorized in
comparison to it. Akbas defines himself alternative since he persists to sing in south
Zaza accent despite the disadvantage of it to earn some money through making
music. He also added that for many organizations directed by several Kurdish
cultural agencies, the same genre of music is over and over displayed and only the
music albums of this kind of popular music are supported:

Many festivals and events [organized by Kurdish institutions] are so big

that even people who have a state or Europeans cannot organize...but

while they organize such things, they have to think larger...it has to

address Kurdish people but also it has to present Kurdish people to the

world”.
From this perspective, Akbas is deprived of the same opportunities of a popular
performer of “Kurmanci” music has who manifests political concerns of the Kurdish
movement directly thorugh his music. Akbas is both neglected because of
representing another type of opposition within the Kurdish movement and because of
not singing in a popular language. However, it is crucial to note that “Venge Sodiri”
worked as a project of the MKM for a period and it participated to several concerts in
the region such as in Batman, in Diyarbakir and in Dersim. He stated that the
Kurdish audience always thanked to the mayors for bringing to the festivals such a

musician that he can call a musician. He defined this as a sign of the Kurdish

people’s wish for “normalization”:

"2 Interview with Mehmet Akbas: “Ben 1srarla kendi dilimle sark: soyliiyorum Kiirtler bile cogu
zaman o dili ¢cok iyi anlamiyor- alevi olmayisim benim i¢in bir dezavantaj- Dersimli olmayisim benim
icin bir dezavantaj...¢iinkii Dersim miizigi disar1 ¢ikarildi ve bir kiiltiir olusturuldu.”

7 Interview with Mehmet Akbas: “Cok biiyiik organizasyonlar yapiliyor ¢ok giizel organizasyonlar
¢ok ciddi paralar harcaniyor yani baktigimizda Avrupalilarin bile cogu zaman devlet sahibi insanlarin
bile organize edemeyecegi, katilim1 yapamayacagi organizasyonlar yapiliyor- ama bu
organizasyonlar1 yaparken biraz daha genis diisiiniilmeli- yillardir bir stil tutturulmus ayn sekilde
gidiliyor biraz daha hani Avrupanin ortasindayiz ona gore bu caga gore bu zemine gore- peki Kiirt
halkina hitap etsin ama Kiirt halkini da disartya duyuracak bir seyler olmal1.”
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You are not so sympathetic when you fight, nobody accepts the war

even if your war is reasonable or not...no need to say...in art, there is a

localization as issue...in fact, Kurdish people want to be normalized

and when they see their artists under normal conditions, they advocate

them in the sense that ‘we also have an artist of opera or pop...we also

have artists who just stand like artist’...You address such feelings of

people with your image and with your choice of repertoire and way of

singing...these effect people.”
I asked if he is criticized of being alienated of his essence or of not composing
political songs. He mentioned that in 2003, their company wanted to make his album
and he accepted this if they cover the cost of all production. He agreed with the first
manager of production but then the manager changed and the new one does not know
what he is doing and wanted to place him in the same schema of traditional artists:

Do not sing only in “Zaza”, sing also in “Kurmanci”, you have to sing

songs telling the Kurdish movement- they want to place me in the same

old schema of many years...so I constantly postponed this, I did not

want to do the same thing only with the small difference of soloist

change...I need to sing what I desire, my mother tongue is Zaza, I need

to sing in Zaza, Zaza language has many problems.75
He affirmed that right now, there is no such critique but he is deprived of certain
opportunities. He does not think that music’s task is the distribution of political
messages. Music as a political vessel can only satisfy popular internal tendency and
cannot form an international Kurdish music. This critique of the political Kurdish

music and its connotation to internationality will be examined in details in the

chapter about “Internationality”. However, it is crucial here to note that the

7 Interview with Mehmet Akbas: “Savasarak zaten antipatik gériiniiyorsun savasi kimse kabul
etmiyor ama hakli bir savag m1 haksiz m1 o da ¢ok belli zaten- bu konuda bir sey soylemeye gerek
yok- sanatta da marjinallesme bir lokalize durumumuz s6z konusu- Kiirtler de aslinda normallesmek
istiyor aslinda ve kendi sanatcilarinin o normlarda gordiigiinde buna sahip ¢ikiyor hani bizim de

opera soyleyen sanatgimiz var pop sdyleyen, sahnede sanatci gibi duran sanatgilarimiz var halkin biraz
o duygusuna da hitap ediyorsun gerek gorselliginle durusunla sectigin repertuarlardir sarki soyleme
bicimindir bunlar etkili halkin icinde.”

> Interview with Mehmet Akbas: “Sadece Zazaca sdyleme Kurmanci de soyle, miicadeleyi anlatan
sarkilar da soylemelisin bildigimiz yillardir siiregelen sablonlar vardir o sablonlarin i¢ine
yerlestirmeye c¢aligtilar beni...ben de siirekli bunu erteledim yani solist farkiyla herkesle ayni seyi
yapmak istemedim- ben kendi istedigim sarkilart okumaliyim yani Zazaca ise Zazaca okumaliyim
benim anadilim ve Zazacanin ¢ok ciddi sorunlar1 var...”
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segregation of Kurdish music such as political versus non-political ends up in favor
of political one in comparison to non-political.

Serdar, another Kurdish musician living in Germany, told about the trend of
Kurdish music of slogans and he insisted the lack for sincerity for some of them.
These “insincere” performers of music of slogan sing for the popularity and for the
financial concerns but they are insincere because they do not know Kurdish culture
and its tradition of art and they exclude their family from the Kurdish issue. He
supported that everyone has to sing from heart and he really sing for Kurdish
movement, it has to be so: “For example, when a child of “korucu” family sings for
the President (he means Abdullah Ocalan), we should not applaud him.”®”Serdar
mentioned that he left Turkey for Germany when he was 13 years old after the
murder of his father who was a member of the PKK. He stated that he has grown
within the Kurdish militia and this is more valuable than only visiting them:

“Visiting them is a good thing, but I am not a beginner in these issues’

To be a Different Kurdish Voice alongside the Kurdish Political

and Cultural Movement

Moreover, there are other famous musicians that experienced the disrespect of the
Kurdish movement for their different stance of opposition. Siwan Perwer, worldwide
known Kurdish musician, and its position have shifted several times in the discourse
of the Kurdish movement. Serdar mentioned that he was with Perwer for two

concerts, in the first one, the audience was absent, there were only a few people for

’® Interview with Serdar: “Sunu demek istiyorum yarin evvelsi giin bir korucu ¢cocugu cikip bagkanin
izerine sarki okudugu zaman biz onu alkislamayalim biliyor musun?”

" Interview with Serdar: “Gidip gérmek giizeldir ama acemisi degilim.”
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listening to him since the Kurdish movement did not support him; but in the second
one, Kurdish people came and the concert hall filled up with the audience since
Kurdish movement declared that there it was no longer forbidden to listen to Siwan
Perwer. Serdar expressed that Perwer was disfavored because Perwer wanted to join
the political sphere and to be a politician, in other words he wished to do politics
within the Kurdish people:

A person as intelligent as Siwan should not do politics between

different Kurdish groups. He is already doing politics anyway outside,

in France, in Italy, in the UK... He already represents Kurdish people,

people regard him as a Kurdish musician...if he wants to do politics, he

has to be politician- he should not behave as if he is representing other

people, everyone got aware of this just like Siwan...who pays the price

for the emancipation of this people? If you stood against the one who

pays more for it, even though the movement does not support this, its

people and its backgorund stand against you.”®
Serdar argued that Siwan Perwer had made some mistakes but now he is more
intelligent and he wants only a musical Siwan not a political one. For him, Siwan
Perwer has the national consciousness but he does not need to use it against their
own people but to for the recognition of the Kurdish rights by the people of the
world.

According to this statement, there is the reflection for legitimazing a single type
of opposition or the signifier for Kurdish political music in the sense that Perwer
criticized Kurdish movement because of some of its actions. This is considered an
attack to his own body since the Kurdish movement sacrificed so much for the

Kurdish emancipation and Siwan Perwer is one of the people who also experiened

the injustice of the Turkish hegemonic state. Here, there is an understanding of

"8 Interview with Serdar: “Siwan gibi akilli bir insanin asla Kiirtler aras1 politika yapmamasi
gerekiyor- disarida yapiyor zaten, Fransa’da, talya’da, Ingiltere’de...Kiirtleri temsil ediyor, insanlar
onu bir kiirt sanatcist olarak goriiyorlar...yapacaksa politika, politikaci olmali, onun bunun elgisi gibi
davranmamali ve herkes de bunu fark etti- Siwan da fark etti...bu halkin kurtulusu i¢in kim ¢ok bedel
veriyor? Senden ¢ok bedel veren harekete karsi bedel koyarsan o hareket bir sey yapmasa bile onun
altyapisi sana karsi koyar...”
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obligation for complete loyalty in terms of not criticizing the Kurdish movement
from within the movement as the requirement of complete consensus of all the
Kurdish subjects to be able to stand with full potential and to resist against the
Turkish state other groups who deny the presence of the Kurdish people. This
understanding constitutes actually a new body of hegemony exercised upon the
Kurdish people as long as it limits the critiques against the movement and disregards
the free expression. Actually these limitations are not performed directly, but it
manages by activation of disfavoring and excluding certain artists in the festivals or
performances or by not offering certain artistic opportunities.

Aynur, another worldwide known Kurdish singer who is not a member of the
MKM, mentioned the cancellation of her concert in Diyarbakir organized for the
celebration of the 8" March, the Women’s day. This concert was organized by the
MKM, Aynur was invited and she accepted to come. But as she told me the last day
before the concert the MKM announced that Aynur’s concert was cancelled without
giving any reason. Aynur stated the reason was political since she does not compose
songs with political messages whereas Firat, the manager of artists in MKM, told me
that the cancellation of Aynur’s concert stems from financial problems. The
possibility of opposition by alternative musical stance seems to be disfavored if one
also consider Rojin’s example concerning the TV program named “competition of
the chorus” broadcast in June 2009 at ShowTV (a popular Turkish TV channel). A
primary school would be built in the finalist chorus’ city of birth. Members of the
chorus of Mardin that Rojin instructed were rejected by the mayor of Mardin
Kiziltepe when they came to ask for support for the competition: “Go and ask the

help of the TRT6!”®” Rojin stated that her participation to this TV program was a tool

" Interview with Rojin: “Kiziltepe belediye bagkani dyle dedi: “gidin size TRT6 yardim etsin”
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to show how Kurdish music was beautiful and this would be a real change in Turkey.
At the final of the competition, the chorus of Mardin that Rojin instructs failed
because of the SMS voting of the Turkish nationalists for the competitor chorus of
Malatya. From this perspective, there are some alternative oppositional movements
within the Kurdish movement but disfavored both by Kurdish and Turkish sides.
Besides this, these tendencies are condemned of being apolitical just like in the case
of Aynur or Perwer while Rojin is defined as a collaborator of the Turkish hegemony
since she appeared on TRT6.

Considering all the above mentioned statements concerning difference or
subaltern identities within the Kurdish political and cultural movement, one can
argue that the display of particular representations of differences in the musical
stance is favored due to the level of the engagement of the artist for the cause of the
Kurdish movement. Several gender liberties or the promotion of the equality of
gender or the subaltern ethnicities are supported and welcomed but these modern free
and equal treatment of them are promoted through the schema of national imaginary.
The problems concerning the gender or ethnic equality can only be presented through
their relation and contribution to the Kurdish political movement. This indirect way
of support of equality of all differences by the Kurdish cultural agents can be
interpreted as a mechanism to secure also the support of the patriarchal Kurds and
other less tolerant segments of the Kurdish society on the basis of the national
imaginary concerning the total consensus of the Kurdish people regardless of their
differences. In this context, the friendship of all Kurdish subjects from different
origins is intended to be achieved through the membership to the same Kurdish
political project. This kind of friendship implements the amour-propre (love-hate

relations) and not the Derridarian understanding of friendship that is defined beyond
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the economy of interests and reciprocity. Rather, this mimetic friendship of the
Kurds reproduce sthe Aristotelian definition of a friend as another self, as one soul in
two bodies (Confessions, IV,6) and does not provoke the ideal democracy based on
Derrida’s understanding of friendship where the scale of brotherhood is unlimited, a
more open ended hospitable democracy that has no basis for domination such as the
national identity, borders or citizenship. On the other hand, this Aristotalian
understanding of friendship promoted by the Kurdish cultural agents is defined as a
means for more open display of friendship to come within Kurdish subjects of
different traits.

Yet, there are other traits of difference which are kept at the borders of the
current Kurdish national imaginary. Representing alternative ways of opposition as
artistic stance within the Kurdish movement rather than the total agreement with the
politics of the Kurdish resistance can end up in being disfavored but not yet banned.
This politics of disfavor is legitimized in the sense that the image of total consensus
of Kurdish subjects about the themes of Kurdish resistance secures the Kurdish
emancipation from outside critiques or threats and it also reveals some sense of
requirement for all the suffering and sacrifice that the Kurdish movement
experienced.

However, some of my interviewees also expressed that right now, this is time
to raise the particular demands for the recognition of diversities within the Kurds
since not the Kurdish movement but recently the presence of the Kurdish people and
culture are recognized in some sense and the Kurdish movement has transformed in
the meantime. This means that from now on, the emergency call of the Kurdish
movement for the immediate consensus against the enemies cannot be mobilized so

easily. Here, the disfavor of alternative politics and its musical stance for the sake of

105



the immediate consensus of all the Kurds against the enemies calls for a conditional
hospitality and does not include an open-ended process for every member of the
Kurdish movement. Derrida disclaims the generalization of the model of natural
brother, the connaturality of the “same” that he names “fraternization” (Derrida

1997, p.202). He also questions the possibility of friendship without presence,
without resemblance, without affinity, without analogy in short the possibility of an
aneconomic friendship (Derrida 1997, pp.154-155). In this perspective, alternative
oppositional stance of an artist or an ordinary Kurd or an active member of the
Kurdish movement has to be considered not as a companion of the self-affirmation of
the Kurdish movement but as one who solicits it by its alterity to promote an ideal

democracy.
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CHAPTER 7

MODERN VERSUS TRADITIONAL KURDISH MUSIC

The Process of the Modernization of the Kurdish Music

The historical development of the Kurdish music is influenced by the Kurdish
cultural agencies, by autonomous artists and also by the world trends. Right now, the
Kurdish music is not anymore limited to the old Kurdish traditional music of
dengbej. In this chapther I want to explore the development of the Kurdish music,
how new popular music trends are combined to it and what the visualization of
dengbej music means for the Kurdish cultural agencies. In addition to this I would
like to compare it to the Turkish modernization of music in the first years of the
republic. I think that this analysis would help to understand “what Kurdish music
must be” in the understanding of Kurdish artists and cultural agencies of Kurdish
movement and would help to recognize the building strategies of the Kurdish nation.
Seyitxan, the art co-director of RojTV and MMC mentioned that between the
years of 1980 and 1995, the Kurdish folkloric music stood in the forefront. But, he
also emphasized that they took the mission of developing the performance of
Kurdish music according to scientific methods: “This is the main work...the Kurdish
resistance gave us the strength for it...we worked on folkloric motives to form them
in the context of modern scientific waysgo”. He explained this modern formation of
Kurdish music is the reason why right now, there are many forms of Kurdish music
in pop, rock and likewise, while Kurdish folkloric music is the head of them, which

does not alienated from its essence or form Kurdish people’s reality despite the

8 Interview with Seyitxan: “Temel ¢aligma bu aslinda- miicadelenin de verdigi bir gii¢ var, bu halk
motiflerini biraz daha modern bilimsel sekillendirmeye calistik.”
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western influence and the technologic development of communication tools on the
youth and despite these conditioned new demands from music. Seyitxan told that in
Europe, at the Academy and at the MKM in Turkey, many musical bands appeared.
However, he also claimed that in 2000s, a decadence in Kurdish music’s
development occurred that he defined as the imitation of Ciwan Haco’s style by
many young artists without creating anything extra for it even though Ciwan Haco
(famous for his hybrid compositions of Kurdish music with western music styles) is
composing a music that is not totally alienated to Kurdish sound. On the other hand,
Firat, the manager of the MKM’s artists also criticized the exact imitation of a
traditional Kurdish song already vocalized and brought to light by a Kurdish
celebrity or simple imitation. Firat expressed that Agire Jiyan’s last album, De Were
(2006), whose one of the songs, Misko, is actually a very well-known song of Ciwan
Haco for children and Agire Jiyan did not add something of his own to this song in
other words “they did not producegl”. In Seyitxan’s view, this stems from the
persistent struggle for the Kurdish identity since right now the Kurdish history of
2000 or 3000 years is restrained; therefore, Kurdish artists cannot develop these
Kurdish sources to form their own color of sound:

It’s dangerous that these kinds of styles emerge in the age of restrictions

and lack of sources. There is a little meaning in the art of an individual

alienated from his own sources...if one practices consciously according

to his own reality is different...If artist creates by recognizing it, by

applying scientific methods, it is not only for pleasure of hearing this

music but also for social benefit, collaboration and development with
enlightenment of the audience, it has a meaning- it is beautiful.*

8! Interview with Firat: “Misko” diye bir ¢ocuk sarkisi da vardi, Civanin ¢ok bilindik bir sarkis1 vardi,
Agire Jiyanin kendisine ait bir seyi yoktu onun elestiri vardi- tiretmemislerdi.”

82 Interview with Seyitxan: “Tehlikelidir- imkanlar1 dar bu yasaklarin igerinde bu tarzlarin ¢ikmasi
tehlikelidir- toplumda kendi asil kaynaklarindan kopmus bir bireyin yaptig1 sanatin fazla bir anlami
olmaz, ayaklar1 havada kalir belki sadece kendi diliyle bunlar1 seslendirebilir. Bilerek yaptigin zaman,
taniyarak yaptigin zaman, bilimsel calismaya tabi tuttugun zaman...izleyicinin, dinleyicinin- kulaktan
dolma hitap etmesinden bahsetmiyorum- yara saglayacak, kaynasmaya, gelismeye, doniistiirmeye,
ufkunu acabilecekse ama kendi kokleri iizerinde- bu anlamlidir, bu giizeldir.”
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Actually here, Seyitxan stress about the enlightenment idea of modernism and
progress for national spirit that can be spread by music while Firat emphasized the
term of originality where the repetition does not count for creation. This relates to the
traditional ideal of originality and uniqueness as well as the manifestation of
difference that has long enslaved the western pluralist ideal of art while rap music
contests against it: rap artists always borrow each other’s and classical works.
Consequently, rap emerges as a postmodern art undermining that the borrowing and
creation are exclusive (Shusterman, 1993, p.202). One can consider that the music of
black suburban people, the rap, is oppositional not only for its lyrics but its mode of
articulating (talking music) which is different from hegemonic character of capitalist
music market. However, rap performers also request for recognition against the
cultural cliché that rap is not art: rap costs nothing, no effort, no knowledge but
cheap talk. However, even the rappers are struggling for aesthetic legitimacy and
controversially they claim to be talented and strong and fearless enough to act and to
create and in this sense they constitute themselves original with their new format.
Consequently, they recognize the term of originality and difference as multicultural
ideal of world’s culture demands. Seyitxan insisted that the Kurdish youth perform
rock or hip-hop music with consciousness and not according to the idleness of
western capitalism or modernity in the sense that they differ in their reflection of
scientific methods to interpret their Kurdish reality. I think that this idea of cultural
policy demands the national essence as a required ingredient and goes hand in hand
with those of Turkish in the national building process. In his essay “the Rise of a
Spontaneous Synthesis: the Historical Background of Turkish Popular Music”,
Orhan Tekelioglu articulates the peculiar role of state to cultural policies in the

process of nationalization and this cultural policies are defined as East-West or West-
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East synthesis, an expression taken up in particular by Ziya Gokalp who considerably
influenced Mustafa Kemal’s views during the founding years of the Republic
(Tekelioglu, 1998). Ziya Gokalp pointed out that the West is the future of “our new
civilization” but while there was an orientation in this direction, the origin of the
synthesis is assigned as “the traditional culture of the Turkish folk”. In this context,
the West was regarded as the domain of modernity and model while the East stands
for backwardness itself even “in 1934, a ban was placed on the radio broadcasting of
Turkish music, even though there is uncertainty as to whether this meant all such
music or only that was Ottoman in origin” (Kocabasoglu, 1980) in order to teach the
people to enjoy polyphony, the examples of Western music. Gokalp divided music in
three classes as Eastern, Western and Turkish folk music: “which of these, one
wonders, is truly our national music? We have seen that Eastern music is not only ill,
it is also non-national. Folk music is that of our national culture, and Western music
is that of our new civilization, so that neither of these is foreign to us. Thus, our
national music will be born from the fusion of our Folk music and Western music.
Folk music has given us numerous melodies, which, we collect and harmonize in the
Western manner, will yield a music that is both national and European...This, then,
is in broad outline the programme for Turkism in the field of music. The rest is up to
the lovers and creators of music in our nation” (Gokalp, 1990). It is clear that
Mustafa Kemal borrowed Ziya Gokalp’s statement of music and stated this in the
parliament’s 1934 sessions: “the music which they are trying to get people listen to
today is not our music, so it can hardly fill the bill. We must not lose sight of this
fact. What is required is to collect national expression that conveys fine thoughts and
feelings, and without delay to put it to music following the most modern rules. Only

thus can Turkish national music can rise to take its place among the music of the
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world” (Oransay, 1985). Tekelioglu stated that an actually cultural policy of
synthesis reshaping music reflects in fact the history of “Occidentalism”.

Especially for attracting Kurdish youth who widely uses technologies of
communication, I think that the Kurdish cultural policy of synthesis supports the
tendency of “globalization” and the task of injecting Kurdish folk music in the global
trends of music so that a national Kurdish music, that can display its ethnic
difference, emerges instead of being marginalized. For some Kurdish traditionalist
audience, this synthesis can be considered as foreign. Ali, the soloist of Agire Jiyan,
underscored the presence of a fear of the Kurdish audience about modern music and
Ali stated that an artist has to move with his society and he is firstly a Kurdish artist
before being a world’s artist: “firstly, you have to take your people with me, if they
do not admit it, you have to decrease your level to their level so that you can rise up
together...I think that the time would solve this...today they accept hip-hop music
while they did not accept it before®™”. He told that there is some kind of misgiving
for everything Western in the Kurdish culture but yet this feeling diminishes with the
use of good examples of this new sound.

However, unlike Ali, Vedat, the soloist of Bajar, Kurdish rock music band of
the BGST, described Kurdish people as a population who wants to be urbanized and
modern actually in the sense that they were always despised of being villager and
they want to get rid of this image. He also declared that there are artists such as
Ciwan Haco, well-known Kurdish singer famous for modern composing or Koma
Wetan, the first Kurdish rock group very competent of modern sound while it is
normal for some older generations of the Kurds to dislike it. I mentioned Vedat that I

made some of my Turkish nationalist friends to listen Bajar’s music CD and that they

8 Interview with Ali: “En basta kendi halkimi da kendimle gotiirmek zorundayim kabullenmiyorsa
onlarin seviyesine ineceksin ki tekrar birlikte yiikselelim- zamanla olabilecek diye diisiiniiyorum-
bugiin hip-hopu kabuleniyorlar yoksa kabullenmiyorlardi.”

111



became surprised when I said this is in Kurdish. Vedat laughed at my story and then
interpreted this as an example of the popular image of a typical Kurd in Turkey:

A little bit backward, having too many children, sounding strange

voices like “aaaaahhh”, speaking Turkish poorly, dark-colored, big and

hairy...so that when they listen the sound of drum and zurna (a reed

instrument), they dislike it- this is the caricature of Kurdishness which

is kept by both two camps as “Muro”, character of Kurtlar Vadisi [a

popular TV series], both bad but cute in the same time.™
In his view, this image of the Kurd appear as someone different from us or the
modern individual facilitated the hierarchical political and social system of Turkey
while in fact there are many styles of Kurdish musical sound. On the other hand,
Tara Jaff, a famous Kurdish singer of the Kurdish music from Iraq, was one of the
invited singers in the MKM’s concert in Bostanci Performance Center. She
performed well-repudiated ethnic music with her harp. I heard the audience’s critique
about her playing: “this woman staged long enough why did they take her for so
long?” I asked Firat, the manager of artists in the MKM, after telling this incidence,
if he thinks that Tara Jaff is admired by the Kurdish audience with her foreign
musical instrument in Turkey. He stated that for only the last 10 years there is a
division in Kurdish music whereas formerly all of the Kurdish music styles could
have been collected in one single album. However, right now, every artist has created
somehow his own style such as Serhato or Azat, the Kurdish artists of hip-hop music:

When we were about to bring Tara Jaff for the concert, there were some

friends stressing if she can attract the audience-but if we think “art” in

the context of demand and supply, art becomes commerce. If we present

Tara Jaff for a while, it can affect the audience. When Koma Wetan first
publishes its album, everyone made jokes about it- nobody listened to it,

8 Interview with Vedat: “Yani daha ulusalcilarin cercevesinde baktiginiz zaman ya da biraz da
antipati ile bakabilen yani..Bu politik ortamdan dolay1 zaman zaman ¢ok farkli sekillere biiriinebiliyor.
Geri kalmis ¢ok ¢ocuk yapan..”aaahhabah” gibi tuhaf sesler ¢ikaran, Tiirk¢eyi kotii konusan,
esmer,biiyiik, killi...bir¢ok bdyle sey yapabilirsiniz- Kurtlar Vadisindeki Muro karakteri gibi, kotii
ama sevimli...”
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the group fell apart but however right now people doing rock music are
modeling them®

Firat concluded that if an artist thinks how he is perceived by his audience, he can fly
a sortie otherwise he would be soon forgotten by the same audience. Therefore, an
artist has to perform without stressing about his fame. Consequently, it can be said
that the top agencies of Kurdish cultural agents took the mission of introducing new
art examples of the Western-Kurdish synthesis which is worldly appreciated but still
found strange by the Kurdish audience in Turkey. Firat talked about MKM’s
forthcoming project of concert (Demawaz) in “Yedi Kule Zindanlari” on 26™ of June
2010: “we planned to open up the stage with “dengbej”, we’ll continue with “laz”
music (folkloric music of ethnic minority settled in northern-Turkey), and then hip-
hop music and finally we think about a world-wide name like Ciwan Haco”. Later on
the program of the concert changed but the concept remains the same: Serhado
(Kurdish Hip-hop artist), Koma Wetan (the first Kurdish rock music band), Amel
Mathlouthi (Tunisian songwriter, composer, guitarist, singer and supporter of the
Palastinian people), the MKM group of dance and the MKM group of folklore,
Servet Kocakaya (Kurdish singer from Bingdl), dengdéj Seyidzané Boyaxgi and also
the MKM group of art (music bands and soloists): Koma Ciya, Koma Gulen Xerzan,
Koma Afat, Agire Jiyan, Meral Tekgi, Nurcan Degirmenci. Firat explained the
reason why many styles of music take place in the concert: “because Istanbul
presents a lot of diversity in just like the diversity in terms of ethnicities...so thinking

a concert only addressed only to Kurdish taste can be marginal that’s why we try to

8 Interview with Firat: “Biz bir Tara Jaffi getirirken yani bir kayg tasiyan arkadaslar vardi izleyiciyi
ceker mi kitle ceker mi tartistik burada- ama sanati arz talep bi¢ciminde sunarsan aslinda biraz ticarete
dontiyor. Tara Jaffi sunarsak uzun yillarda aslinda etkileyebiliyor ilk Koma Wetan ilk albiimiinii
cikardigimizda herkes giildii, kimse dinlemedi...Grup dagildi ama kiirt rock grubunda Koma
Wetan’dan sonra ¢ikan bir grup yok ya da insanlar rock miizik yaparken 6l¢ii koma Wetan, ya da ilk o
belirliyor...”
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manage to find artists of different ethnicities®®”. T also noticed, in the MKM’s concert
in Bostanci Performance Center that there is a some kind of listing of staging
beginning with “dengbej” music and folklore, much more traditional traits of
Kurdish art then continuing with the modern dance and the rock music, western-
styled Kurdish terms. Firat mentioned the tradition of dengbej music as the essence
of Kurdish culture and he indicated the body of “gen¢ dengbej” in the MKM to
support its survival and also they always give place to dengbej music in their
performances. However, he pointed out that right now dengbej music has a meaning
in symbolic sense that fortifies the feeling of belonging: “Last month, there was a
program in Australia, on the other side of the world, they say that your artists made
us feel we also exist in the world- dengbej music is symbolic in the sense that we will
always give place in our programs®’. Considering the regular schema of programs,
one can clearly assume the message underlying them for the audience is the concord
of Kurdish and Western traits of music and none of them is specially privilaged but
their togetherness is supported.

What are the qualities of an ideal Kurdish music and this togetherness? What is
the ideal proportion of Kurdish versus western traits in this synthesis of music in the
process of modernization? Rojin, an autonomous Kurdish soloist singer, also, stated
that her music is defined by one of musicologist as ethno-pop and ethno-rock that
coincides with new and old in a neoclassical way. She pointed out that no music can
find a place in a world if it ignores Western instruments or recent tendencies in the

world music:

8 Interview with Firat: “Ciinkii Istanbul ¢ok fazla gesitlilik var hem etnik anlamda-hem sadece
Kiirtlere hitap edecek bir organizasyon diisiinmek marjinal kalir o yiizden farkli etnik kimlikten
sanatcilar katmaya calisityoruz miimkiin oldugunca...

87 Interview with Firat: “Gegen ay avusturalyada bir program vardi, diinyanin obiir yani..diyorlar
sizden gelen sanatg¢ilardan sonra gercekten biz bu diinyada oldugumuzu hissettik yani bizim i¢in
dengebejlik gercekten semboliktir sembolik derken her zaman kendi etkinliklerimizde yer verecegimiz
bir anlamu var...
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If you look at globally famous Indian music, the music is authentic but

yet modernized through dealing with its understructure, it can meet with

the world. I do not think that a dengbej music can be listened by an

American or I do not think that it can be listened by a listener of the

world music- it is not because I think dengbej music is strange, it has its

own beauty in itself- however, if one integrates it without corrupting it,

without alienating but enclosing it, it can happen.. 58
The members of Koma Asian, the rock music band of the MKM, claimed the
requirement of working on the Western music and listening to it is to preserve one’s
original sytle. They expressed that originality is a must when one imitates the
Western music a little: “If you like that, you can form your own style...but if you
insist in articulating their beauty, you will form a couple where they are original and

you are the simple copysg”

. Mehmet Akbas also agreed on this in the sense that he
stated that one given Kurdish artist can circulate in worldwide if he can articulate his
musical differences to the western world. However Firat is against the exact imitation
or translation of the Western art since he portrays it as an elitist behavior: “I
remember that theatre unit played, for a time ago, translated plays from world’s
literature but we noticed that people (the audience) started not to find themselves in

the playgo”. Firat concluded that it could have been ended up in the loss of audience’s

sense of belonging to the MKM. He mentioned of a play that the MKM’s staff wrote

% Interview with Rojin: “Bat1 enstriimanlarindan veya diinyadan ¢ok ayr1 seyleri olan hi¢bir miizik
kendine biryer bulamaz...yapilan tutan Hint sarkilarina bakarsak alinlarina otantik yaparak o sarkiy1
modernize edip altyapisimi zenginlestirirseniz o zaman diinya ile bulusur..sadece 6ziimiize
donerek..ben bir dengbej sarkisinibir Amerikalinin veya diinyada herkesin dinleyebilecegini
zannetmiyorum..bu dengbejleri farkli gordiigim anlaminda degil onun da ¢ok giizelligi var ama
kaynasmak entegre olmak miizigini bozmamak tabi ki kendinden uzaklasarak degil yakinlasarak
olur..”

% Interview with Koma Asian: “Siirekli yabanci muzik dinleyip yabanci muzikler uzerinden calismak
gerekiyor aslinda. Sadece Kurtce rock ya da Turkce rock dinleyip onun uzerinden birseyler yapmak
degil de daha ilerisine de gidebilmek. Esinlenmek icin daha cok dinlemek ve onlari taklit etmek
gerekiyor birazcik. O zaman kendi tarzini o zaman yaratirsin daha sonrasinda- Oyle yaptigin surece
zaten kendi tarzin zamanla ortaya cikar. Ama sen surekli onu dinlerken “of cok guzel” dersen zamanla
iki grup olur bir sen bir 0. Ama orjinali o, sen onun golgesinden giden grup olursun. “

 Interview with Firat: “Mesela sunu deyim tiyatroda birkag y1l 6nce bizim arkadaglar ¢eviri oyunu

oynadi siirekli ceviriydi... diinya edebiyatindan oynamaya basladilar ve saire ve fark ettik ki insanlar
kendini bulmamaya basliyor-*
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about women’s murders, “Siret”, where the true and sincere critiques were presented,
which became very popular with the audience’s feelings of empathy: “it is just like a
painter died in Europe and it counts for a sensational event while in the Middle East,
5000 of people died and it ends up of being spot news- it is while European problems
become local for our audience...Mozart’s art is beautiful and great but when you
listen to Koma Amed is another feeling accompanies you, you can like both of them
but the latter is much more close to you”. Therefore, Firat defined Kawa’s play of
modern dance both a traditional myth while it is modern that is the play I saw in
Bostanci Performance Center.

Actually here, there are different yet connected logics for displaying the
Kurdish “essence” found in the traditional Kurdish sound: the first one stresses the
essential nature of the Kurdish music and the second one emphasizes on the demands
for the recognition of the Kurdish music as part of the global music immediately.
There is an ethnic trend in the world music that one singer has to emphasize his
ethnic difference to circulate his music. The first one admits the existence of some
“essence” or nationality in Kurdish identity reflected in the music. In this
perspective, in fact, the multicultural understanding of international system and the
natural ties of nationhood and nation-states are justified in the sense that the national
music has to reflect its character of difference, its distinguishable cultural traits
where an ethnicity can claim its body and get a seat in the international arena. It
verbalizes the criteria of belonging, the limits of brotherhood between Kurdish
people while it fortifies it so that a Kurdish sound has to vocalize the familial sound
system of a Kurdish listener used to. However, as Firat pointed out, this also allows
the audience to build a mimetic empathy and facilitates intersubjective relationship

with the art. In the case of a critique of patriarchal rules in a play or in art, victims of
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traditional patriarchal system in the eastern audience can be allowed to voice their
memory and get the recognition of their suffering in the society whereas the portrait
of the Western world’s experience for the patriarchy does not picture their suffering
because Kurdish women have witnessed more severe suffering than a Western
women. Actually, every piece of art based on more or less on mimesis and
audience’s identification with protagonists or theme of art can end up in its
appreciation with self-analyze. However here, aesthetic judgment resides on some
subjective interests. The second approach is also related to the international
multicultural system based on cultural differences favoring the harmony of ethnical
differences while it kept only the same differences and the issues of struggle and
togetherness for ethnic political claim which means also the limits of international
brotherhood to ethnic identity (emphasis on Derrida’s friendship mentioned in the
introduction and “quest for sincerity” chapter).

On the other hand, there are other interviewees defining this policy of
synthesis as a natural outcome of globalization and the change in Kurdish people’s
way of life. Aynur did not define her music as a Western-Eastern synthesis but still
an authentic music even though several Western instruments and traits are combined
to her music. One can argue that right now these Western trends music are universal
and these Western trends affected her own being therefore they are not borrowed but
yet the natural constituent of her own music. Aynur says that: “this is the
accommodation of daily life...I cannot live the traditionalism of 30 years behind
since I am not living now the time of 30 years agogl”. Koma Asian also reflected the
same argument that “rock music” as an international sound for its common gesture of

all resistances against suppression that is why rock music is appropriate to Kurdish

! Interview with Aynur: “Bu doneme de uyum saglamak oluyor zaten ben 30 sene 6nceki
gelenekselligi yasayamam... zaten 30 y1l 6ncesinde degilim...”
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movement and its art. Vedat from the BGST also related his sound to the conditions
of today’s Kurdish populations and he claimed that “dengbej” music associates with
village living on the mountains while Kurdish people is right now also urbanized:
“Kurdish people is right now urbanized, they do not have a village anymore since
their villages are deserted...we can say that Kurds are one of the most populated
people living in the cities. Mersin, Adana, Diyarbakir...To help telling the musical
position of this new way of life what can we do while lives are changing?gz”. Vedat
told about the immigrants from the Kurdish villages deserted in the cities, their
children right now grown up and working in unskilled labor. Vedat expressed that he
wants to mention them in his music. He defined the traditional Kurdish music as
“nostalgic” in the sense that the Kurdish culture is also evolved since the Kurdish
populations do not live actually in ghettos to preserve their culture. That is why one
has to find other and alternative sounds and languages for expression. Vedat stated
that there are some actual musical works in Kurdish modeling modern musical styles
while insisting pastoral content: “in this case, there are no organic ties between the

d’*’. He concluded

sound and lyrics, which is still nostalgic in lyrics or in the soun
that one has to integrate this traditionalism to the actual life; at this point Vedat
referred to his other music band “Kardes Tiirkiiler” as the ideal model of this.

On the other hand, there are some limits and some styles of music which are

not included in the process of Kurdish modernization of music. Serdar, member of

TEV-CAND in Koln, pointed out that no one has the right to distort dengbej music

°2 Interview with Vedat: “Kiirtler artik sehirli halk zaten..Koyleri falan kalmadi, bosaltirdi..Niifus
olarak en ¢ok sehirlerde yasayan halklardan biri diyebiliriz Kiirtlere... Mersin, Adana Diyarbakir
falan..bunlar... Sehirler cok biiyiidii. ilceler sehirlere déniistii.. Kiziltepe suan 150bin var sehir oldu.
Koyler ¢cok kalmadi.iste bu yeni hayatin miizikal durumuna yardime1 olmak icin..Neler yapilabilir
clinkii hayatlar degisiyor.”

%3 Interview with Vedat: “Sound denemeleri yapiliyor ama sarki sézlerine bakiyorsunuz yine pastoral

hayattan s6z ediliyor. Sozlerle miizik arasinda bu sefer bir organik iligski olamayabiliyor. Boyle
problemlerden dolayi... nostaljik durum hem miizikal olabiliyor hem s6zlerde olabiliyor...”
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for the sake of modernity; dengbej music is the essence of Kurdish music assisting
the preservation of Kurdish history (he reflects here the lack of written Kurdish
history) while Kurdish hip-hop or fantasy music can flourish, but the distortion
practiced by these styles must not be in excess. He mentioned that the famous
Kurdish tradition of listening music existed for dengbej music is right now broke out:
“we used to listen dengbej music for 3 nights and days, you know Serhat (a region of
Kurdish geography) culture, do you right now can listen to music for just so 10ng?94”
He expressed that the quest for popularity can end up in degradation of the Kurdish
music, however, thanks to the Kurdish movement, Kurdish people got conscious of
their own national values. For Serdar, some types of music known for their
popularity can corrupt the dengbej music and the popular music has already damaged
the tradition of listening for Kurdish audience. Adorno connected the habit of
listening to live music to setting aside the routines of the consumer society and
putting real values instead of the pursuit of fetish and fleeting desires (Scruton, 2010,
p-43). This is the regression of the activity of listening.

Firat, the manager of MKM'’s artists, also mentioned the tradition of
“potpourri” for Kurdish albums which composed of a poor or medium arrangement
of well-known “halay” music (folkloric music of dance). Firat said that this sort of
music is prepared only for financial concerns to attact the Kurdish audience who like
“halay” music. However, Vedat from the BGST interpreted the means of “halay”
music for Kurdish audience as a way to express itself in the sense of a political
uprising. However, Serdar and Firat emphasized that the people within the music’s
earshot “don’t even have to listen to it”, and yet “halay” does something, music and

people are caught and bound together, it keeps the listerners together and “perhaps

* Interview with Serdar: “Ug giin ii¢ gece bizde dengbejler dinleniyor sen Serhat kiiltiiriinii
biliyorsun... Sen ii¢ giin li¢ gece bir sanatciy1 dinleyebiliyor musun burada?”’
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momentarily happy” (Adorno, 2002, p.507) and ends up the discharge of a Kurdish
listener’s revolutionary potentiality. Actually, Adorno also argued that the music in
cafés maintain a presence of nothingnes as that accompanies to the conversation.
Thus, his critique converges with the critique of Kurdish “potpourri” type of “halay”
music, which Adorno could define as an acoustic ruin inducing nostalgia and
melancholy. That is why this sort of potpourri and halay music is a minimal threat to
the status-quo. This sort of music does not introduce anything new or critical to its
listener. For Adorno what is repeated is the same-old order that does not require a

conscious thought.

The Critique of the Pop Music

Firat, the manager of artists, mentioned that only the pop music and arabesque
music were not accepted in the activities of the MKM since they think that these
kinds of music can corrupt the audience and the art itself. Firat condemned these
musical styles since they are popular and yet tools of state’s cultural hegemony
because they glorify the feeling of nonsense and fatalism. In his view, pop music
distracts his listener in the sense that the actual world’s reality escapes while it offers
another and distorted world which the state’s cultural hegemony dictates: “I
remember listening Yonca Evcimik on my way home and then at home news were
announced about the unsolved (“faili mechul”’) murders- this means that what pop
music suggests is very different than the real world””.

Roger Scruton, in his essay entitled “Music and Morality”, claims that the

essence of pop is not a form or structure but it is the rhythm and rhythm is something

% Interview with Firat: “Yonca Evcimik’i ben dinledikten sonra okuldan cikip eve gidene kadar faili
mechul cinayetleri izliyordum yani yasadigin diinya baska ama sana pop ile birlikte vermek istedikleri
kiiltiir, diinya bambaska...”
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to which you move, not something to which you listen to (Scruton 2010, p.44). In
this case pop music attempts “to involve no control of the body, no attempt to dance
with another person but at best only the attempt to dance at him or her”: People move
consciously with others this is the difference of “with” and “at” in the sense that the
rhythm overrides your freedom and it is hard to move in a way that suggests a
personal relation to a partner: in this case, dance is not something that you do but
something that happen to you- a pulse on which you are suspended (Scruton 2010,
p-45). Scruton’s remark explains the nothingness and nonsense found in pop music in
Firat’s argument. Firat also criticizes the temporality of the pop music and the pop
artist:

It was in my middle school years I remember, you think of “aboneyim

abone” song [a very popular pop song of Yonca Evcimik in early

1990s], they have no value but they occupy your mind without your

consent- pop with arabesque music impose the nonsense- they have no

rich background or production but also there is no pop artist that can be

remembered after 100 years- no one will remember Shakira when her

hip will be distorted when she aged...but Victor Jara [Victor Lidio Jara

Martinez, singer from Chile, murdered by the military junta in 1973,

famous for his political songs] will be remembered....he was the one

whose fingers playing the guitar were cut by the dictator and then these

fingers were hung in the middle of the stadium, he is unforgettable.96
Firat claimed that the nonsense and the nothingness that are compassed in pop music
intend to corrupt the Kurdish folkloric culture. He says that this musical style can
satisfy some temporary needs while Kurdish identity does not require this but

searches for a cultural, traditional and long lasting art that is much more related to

Kurdishness. He gave the example of “Adare”, song of Agire Jiyan, popular for 15

% Interview with Firat: “Arabesk ile beraber kadercilik pop ile beraber bir higlik seni aliyor..pop
dinlerken bir hi¢ligi yasiyorsun...miizikal olarak bir degeri yok ne ¢cok zengin bir altyapisi var ne cok
zengin bir prodiiksiyonu var ama 100 y1l sonra hatirlanacak bir popgu yok- bir Shakira yaslanip
kalgalar1 porsiidiikten sonra kimse Shakira’y1 hatirlamayacak...gercekten dyle ama Victor Jara’y1
herkes hatirlayacak..gitar caliyor diye parmaklarimi diktatoriin kesip stadyumda astig1 bir insandir
mesela o hicbir zaman unutulmayacak...”
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years and was sung with all the audience together in concerts as that reflects the
major style of the MKM.

Scruton, too, stresses on the short life of the pop music he stated pop favoring
rhythm divorced from melodic organization loss its possibility of being memorized
while traditional popular songs and their lyrics based on melody are possible to be
memorized. Such songs allow the listeners to join in the singing and that provides an
awareness about music’s social meaning (Scruton 2010, p.45). This idea coincides
with Firat’s reason of disfavoring Shakira’s songs for lasting short since they are
difficult to memorize with a rhythm that dominates the song. Actually, it is more
than that, since pop lyrics are just accessory to the rhythm in the sense that they are
not the major motive of pop music. It is the rhythm that dictates the lyrics.
Consequently, the lyrics can mean anything but a break to the world, a break to the
other signifiers so that listeners can re-join the system after listening it without

complaints.

The Critique of the Arabesque Music

Seyitxan and Rotinda are members of the leading group who are responsible for the
selection of the video clips for the MMC. Rotinda mentioned that MMC has some
standards just like all the other TV channels have: These standards are based on the
musical, political and social stance of the artist. He stated that he approves a music
clip if there is not a lack of harmony just like that if the music is folkloric, its original
sound must be kept in an appropriate way. He also told that the clip must not hurt
people’s feelings or attempt blackmailing emotionally which they usually identify

with “arabesque” music:
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In Turkey, there are various kinds of arabesque music... revolutionary,

Alevi arabesque and so on...for example, they make-up a song about

revolutionary people- they change its melody, its rhythm, its

lyrics...this make-up song is sung in “meyhane”(Turkish pub), and

people get drunk with it... how can it be revolutionary right now?”’
He then told that “arabesque” is not a politically correct naming and that “real
arabesque music is valuable of being the first alternative music playing other than
Islamic music in Arabia”. He claimed that “corrupted”, “degenerated” or
“variegated” (ebruli) are better synonyms for this kind of music. This statement
reminds one the significant account on censoring music found in Plato’s “Republic”
where Plato describes the musical modes he would eliminate from the training of
rulers of his ideal state. Socrates states: “But drunkenness, softness or idleness are
also qualities most unsuitable in a Guardian...What then are the relaxing modes and
the ones we use for drinking songs...the lonian and certain Lydian
modes...commonly described as languid...be of any use for training soldiers?. None
at all” (Plato, 1987, pp.99-100).

For the Kurdish cultural autorities, too, this music developed in the outskirts of
big cities and the arabesque music has also affected Kurdish music and its
performers:

PKK’s structure is against it...it is not appropriated...because you
cannot exploit people’s emotions...what is emotion? He does not know
but it tells it so sadly...it is not like it...guerilla of the mountains knows
that someday he can be a martyr...but he does not ask why I am dead,
damn it, where is my youth... if you reflect it like that, it becomes

arabesque.. so that music expresses something wrong undeservedly that
is why I am against it. %

7 Interview with Rotinda: “Evet arabesk tiirkiyede o kadar renklendi ki...devrimci arabesk, alevi
arabeski..deyisleri arabesk yaptilar..devrimci sarkilar1 arabesk yaptilar..Ornegin..devrimcilerin iizerine
yapilmus bir sarki meyhane de sdyleniyor ve kafa bulunuyor bunun neresi devrimci? Sadece sozlerde
kaliyor degil mi..ritim ayr1..sozler ayr1 ..melodi ayr1...simdi arabesk kelime olarak..aslen buna ebruli
demek daha dogru olur veya dejenere...yozluk demek lazim.”

% Interview with Rotinda: “Bildigim kadariyla PKKnin tiim yapist da buna ¢cok
kars1..benimsenmiyor..¢linkii insanlarin duygusuyla oynayamazsin..duygu nasildir? Hi¢ inanmadigin
halde bilmiyor tanimiyor ama 6yle bir acikli anlatiyor..0yle degil..daga ¢ikan her gerilla bunu ¢ok iyi
bilerek gidiyor bir giin ben sehit diisecegim ama sehit diiserken ben niye sehit diistiim kahrolsun nerde
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Seyitxan told that the protest music (“6zgiin miizik”), of which Ahmet Kaya was the
founder, was designated to create an alternative to arabesque music since the latter
lacks the essence (“0zlii olmayan’), pushes the subaltern, oppressed and poor people
to idleness. Seyitxan identifies protest music: “What does it says? Wake up! Have
concerns! Stand on your own feet!™”. He defined the music as something that
provokes the fusion, the development, transformation or the enlightenment and he
stated that “folkloric music” presents the most revolutionary style of music which
enables the requirement of guiding people. It seems clear that the critique is directed
not to the arabesque music itself but instead to the connotations and effects
associated with it. The arabesque music is condemned of making people think “to be
happy with ones own pain and not to revolt against it”: for the Kurdish people, this
means not to join the Kurdish revolutionary forces. Firat, the manager of the artists in
the MKM, claims that the rise of the arabesque music coincides with Abdullah
Ocalan’s capture by the Turkish state as well as with the dissolution of the famous
Kurdish band Koma Berxwedan composed of 30 musicians that Firat glorifies as one
of the prominent supporters of the Kurdish resistance: According to Firat, by
becoming a soloist, the former members of the Koma Berxwedan lost their way. He
adds that even for a certain time, arabesque music is frequently seen on the MMC
TV Channel and it is supported. However, right now arabesque is not so much
appreciated. He describes the history of the arabesque music in Turkey as the
following: “this was the culture of dark skinned Ibrahim Tatlises with his golden

necklace, a culture of encouragement where girls of little villages escape from their

benim gencligim demez sen boyle sekilde yansittigin zaman o sarki arabesk olur.. o sarki haksiz yere
haksiz bir seyi ifade etmis olur o anlamda karstyim..”

% Interview with Seyitxan: “Issiz, gii¢siiz, yoksul...duygusunu kériikleyen bir sey, bir hava- derken
etkileniyor da bundan o issizlik ve yoksulluk icinde- protest de buna alternatif...burada ne diyor?
Uyan, amagl ol, ayaklarinin iistiinde ol, acinla mutlu olma, kesinlikle...”s
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native homeland with their bundles...this is the culture of the coup d’etat, the culture
of the promotion to fill up empty streets while millions of people are in jail.'®” This
critique of arabesque music is actually coincides with that of the Turkish cultural
elite’s perspective in the late 1960s. Even the term “arabesque” (Arab-like, not
original) itself, was invented and introduced by the Republican elitist point of view
to imply the symptoms of shortsightedness (Tekelioglu, 1998). Arabesque music is
largely condemned by the cultural elite in Turkey as the failure of the East-West
synthesis of the state’s cultural policies which is Turkish state’s social project. Even
thought the Arabesque Project included the instruments and composing influence of
Western music, according to Tekelioglu, just like the electo-saz or quasi-phony
character of music this feature was not part of the intention of creating a sort of
civilized version of Turkish music. Martin Strokes describes arabesque context as a
presentation of the disappointment and problems of particularly the immigrants and
people from the south-east of Turkey mostly living in “gecekondu” (shantytowns)
areas of the metropolitan cities even though the people of all socio-cultural
dimensions listen to it. The arabesque music encourages the presentation of emotions
which are banned by the official state discourse (Strokes, 1998).

However, according to the Kurdish critique of arabesque music, the Turkish
state and its power apparatus are considered as the agents of the introduction and
promotion of the arabesque music to pacify Kurdish revolutionary senses and to
orientate Kurdish youth to nonsense by introducing some selected Kurdish arabesque

musicians as well-known and successful figures in the Turkish media:

"% Interview with Firat: “Arabeskin tiirkiyedeki gecmisi aslinda seydir- esmer renkli Tbrahim
Tatlises’in boynunda kolyesiyle genglerin 6zendirildigi bir kiiltiirdiir yine geng kizlarin kdyden kacgip
bohcasiyla iinlii olma kiiltlirtidiir- arabeski o anlamda bir kiiltiir olarak degerlendiriyoruz...Tiirkiye’de
ise darbenin gelistirdigi bir kiiltiirdiir...yani milyonlarca insanin tutuklanip, sokaklar1 doldurmak i¢in
darbenin gelistirdigi bir kiiltiirdiir...”
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For many years, we watched people cut themselves with razor in
Miisliim Giirses’ concerts...This generation was a generation of
monkeys...Miisliim Giirses, Kii¢iik Emrah, Kiiciik Ceylan...they are
chosen always from within the Kurdish people...They are chosen,
become some sort of brand, presented as the model for the
masses...they are all arabesque...It (the system) chose Emrah from
Diyarbakir, Ceylan from Diyarbakir, Tatlises from Urfa, Miisliim
Giirses from Urfa...that is why arabesque music was a political gesture
for us...if we are resistance, we have to stand against the arabesque
music. We watched them cutting themselves with razor, this is all
common in our childhood...There is no one in his past that does not
have Ibrahim Tatlises or Ferdi Tayfur because there was nobody else.
All the music cassettes of Siwan Perwer were banned but izzet
Altinmese was enjoying singing the same songs in Turkish on TRT all
along the day that is why we consider arabesque music as a source of
the popular indifference and fatalistic culture...After listening to pop
music [which he identifies just like the arabesque music in the
interview] , it is impossible to carry on some societal concerns...you
dream of something that you would never possess and you became
governed by this... Turgut Ozal used to walk hand in hand with Semra
Ozal with his short pants in Ankara’s streets...this was a model that we
would nfzo\ier achieve and yet we all try hard...arabesque is something
like this

In this perspective, one can assume that the condemnation of arabesque music is
largely because of its content that is not compatible with the modernist term of
development (identified with the rational paradigm of Western culture) for both
Turkish and Kurdish elites while it encourages the fatalistic thought of world

understanding incompatible with rational-thought and the promise of enlightenment

""" Interview with Firat: “Biz yillarca Miisliim Giirses’in konserlerinde kendini jiletleyen insanlari
izledik aslinda... maymunlastrilmis bir kusakti o...M.Giirses, K.Emrah, K.Ceylan...mesela hepsi de
Kiirtlerin icerisinden ¢ikmus...¢ikarilmig, markaya doniistiiriilmiis ve 6rnek haline getirilmis kitleler
i¢in...mesela hepsinin ortag: arabesk...Emrah’1 Diyarbakir’dan ¢ikariyor, Ceylan’
Diyarbakir’dan...Ibrahim Tatlises’i Urfa’dan cikariyor, M.Giirses’i Urfa’dan...bu yiizden sistemin
politik bir yaklasimi idi arabesk bizim i¢in de politik kimligimiz geregi muhalif duruyorsak sistemin
karsisinda miizik olarak da arabeskin kargisinda durmak gerektigine inaniyorum- kendini jiletleyen
insanlar1 yillarca izledik, hepimizin cocuklugunda var.. .kiirt olup gecmisinde Ibrahim Tatlises
olmayan ya da Ferdi Tayfur olmayan ¢ok azdir ¢iinkii bagka kimse yoktu...Siwan Perver kasetleri
toprak altinda saklanird: ama onun karsisinda Siwan’1n sarkilarin1 Tiirkcelestirmis zzet Altinmese
TRTde giin boyu program yapardi o yiizden biz arabeski degerlendirirken biraz o kiiltiir
olarak...kaderci bir kiiltiir popiilist ve bosveren bir kiiltiir...pop dinledikten sonra toplumsal bir kaygi
tagimak pek miimkiin degil...bilmedigin ulagamayacagin ama hayalini kurmaktan da kendini
alamadigin bir yasam modellerine kaptirtyorsun kendini... Turgut Ozal da sort giyer esinin elini tutar
ama Ankara sokaklarinda gezerdi aslinda kiiltiir olarak hi¢bir zaman ulagsamayacagimiz bir
modeldi...ama hep 6zendigimiz bir modeldi...arabesk de onun gibi bir sey...”
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for progress. But, in the Kurdish case, the arabesque music is seen as an imposition

of the Turkish state.
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CHAPTER 8

INTERNATIONALITY: THE WESTERN AND EASTERN PARADIGMS

The Kurdish Musicians in the Diaspora

There are a substantial number of Kurdish artists immigrated to Europe especially to
Belgium and to Germany. The Academy in Miinich, the Kurdish Institute and TEV-
CAND (Mesopotamia Democratic Movement of Culture/ Tevgera Demokratik ya
Cand G Huner & Mezopotamya) in Koln and the RojTV with the MMC (Kurdish
music channel) in Brussels are the major cultural institutions of the members of the
Kurdish political movement living in Europe. All of them are closely connected to
the MKM. Their artists or chief members usually have a MKM background. Some of
them had to leave Turkey to escape from legal punishment or to get away from the
requirement of military service while others are from the second generation of the
immigrant. While I was conducting interviews with them, I questioned primarily the
general theme that I got from my interviews in the MKM about the Kurdish artists in
the diaspora. In the MKM it was told that these are the people who have to live away
from their land and their own people and this is a great loss in terms of their
commitment to art. Only as an exception, as Koma Asian, the rock band from the
MKM, expressed that they want to be where they can freely display their own music
whether in Turkey or abroad while they claimed living abroad can change their
music and if they become popular this is something to worry for their musical
quality: “You can always produce better at ground zero but here you are not

permitted to display ourselves'*.” From this perspective, I tried to understand the

102 . . . . .. . .
Interview with Koma Asian. “Bence sifir noktasinda her zaman daha iyi uretim yaparsin. Ama sifir
noktasinda da soyle bir sorun var. Uretmene izin vermiyorlar.”
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opportunities and difficulties of performing music for a Kurdish artist living in
diaspora and how these questions are seen from Europe.

Rotinda, one of the art directors of the MMC in Brussels, cannot visit Turkey
since he is sentenced to legal punishment. He defined Belgium as his second country
since he is respected and loved there and people treat him according to the standarts
of human rights:

When we say that we are Kurdish, nobody disregards us here, they
respect me- [ am a worker of a TV channel here... especially the
Flemish part is fairly respecting us, we are also respecting them-
because they can see us, they can see who is the real terrorist...we did
not do anything to offend them...on the contrary, what we are doing are
humane things - we are giving concert all over the Europe...I am not
provoking anybody for crime in my songs...instead I promote
brotherhood and peace but Turkey’s mentality could not reach this
perspective.'”

I asked the recent attack of the Belgian police on 4 of March 2010 to RojTV in
his studios at Denderleeuw and his comments about it. He explained me that the
Belgian police attack was imposed by the Turkish state and by its international power
network in the NATO:

This can clearly be seen from Belgian police officers, they did not know
why they were here...they could not find anything, what can be stored
in a TV Channel? There are images, reportages, news, songs...our

computers with stuff were taken away and the arrested members were
relased quickly...this means that it was a political show!'"

1% Interview with Rotinda: “Biz burada Kiirt’iiz dedigimiz zaman horlanmiyoruz...bize sayg
gosteriyorlar televizyon var iste ben televizyonda resmi ¢caliganim ozellikle flaman bolgesi gercekten
bize kars1 oldukg¢a saygili-biz de onlara kars1 saygiliyiz..ciinkii gorityorlar..teréristin kim oldugunu
goriiyorlar..biz burada herhangi bir toplumu rencide edecek, topluma zarar verecek, incitecek bir sey
yapmiyoruz - tam tersine insani seyler yapiyoruz- Avrupa’nin her yerinde konserler yapiyoruz ve
insanlar geliyor Avrupali da geliyor- kimseyi suga itmiyorum sarkilarimda..tam tersine kardesligi
baris1..ama Tiirkiye’nin mantig1 ne yazik ki buna ulasamamus...”

"% Interview with Rotinda: “Uluslararasi giicler biliyorsunuz NATO bu isin icinde var...basing
yaptilar Belgika hiikiimetine..o giin bizzat ben buradaydim zaten..caliganiyim..gelen polislerin yiiz
ifadesinden belli ki niye buraya geldiklerini bilmiyorlar onlar da..ve aradiklar1 hicbir seyi
bulamadilar...televizyonda ne olur ki...ne olabilir?..goriintii olabilir, roportajlardir, haberdir,
sarkidir..yani..zaten bizden kimse gozaltina alinmamisti sadece esyalarimiz iste bilgisayarlarimiz
alimmusti..diger alinan kimseler de serbest birakildi..bu da gosteriyor ki bir siyasi sov...”
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He added that all the reportages of local habitants of Denderlleuw affirmed that they
do not have any problems with Kurds and they love Kurds and in fact they have
problems with Turks. Rotinda also expressed that he does not say it for revaluating
Kurds but Kurdish people have really been peaceful and for 15 years of RojTV’s
history, nothing like this happened something like this before.

Furthermore, Rotinda claimed that he is never totally exiled from his country,
he visits approximately in every 2 years the mountains and he travels with the
Kurdish militia all over the country: “I breath the air of my country, perhaps it can be
seen an exaggeration but I cannot live without it...I love mountains, I love my
country...I am not away from it...I live here but I can not define myself yet
European yet.'”” Rotinda mentioned that if a Kurdish artist is alienated mentally
from his country, he composes songs estranged from people’s reality but for many of
them this is not the case since they are with Kurdish people even though they cannot
go their country. Seyitxan, one of the founders of Koma Bexwedan in 1982 in
Europe and co- art director of the MMC, defined the Kurdish movement as the
source of reconciliation for Kurdish Diaspora and as the means of inspiration for
their art.

Kawa, immigrated to France 15 years ago to escape legal punishments in
Turkey. We met with him in Koln. He stated that he frequently came to Miinich and
Koln since the Academy and Kurdish institute are there. He claimed his presence in
Europe is a price he is charged because of being a member of the Kurdish movement:

“I live in Europe, this is the price...I have been crying and singing for 23 years...I

1% Interview with Rotinda: “Ulkemin havasim solurum..iilkemin havasini almadan belki biraz abart:
da olcak ama yasayamam..seviyorum..daglar1 seviyorum.iilkemi seviyorum...iilkemden uzak
degilim..avrupali diyemem kendime dogru burada yasiyorum bir ayagim burada ama gidiyorum.”
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work at night and day for not contradicting it [Kurdish movement]'°*"He defined his
immigration as an obligation and expressed that if an artist lives away from a child
deprived of food and water in his geography or a child under a hail of bullets or from
his people living hard conditions, this artist’s art became distasteful: “I have been
here, in Europe for 15 years but my heart has never left my country, I am not
integrated to this place- I am the same Kawa, the son of my father’s house, I perhaps
styled my whiskers but this is an artistic imagelm” Kawa also mentioned that the
MKM has much for favorable opportunities for expressing the emotions of the same
people pursuing their freedom since there are detrimental effects of living in Europe
which spreads egoism and insensibility. He compared living in his homeland and in
Europe and told that even Kurdish people living in their homeland under such hard
conditions have a much more joyful life than Europeans since Kurdish people in their
homelands keep hope with them:

To be honest, I could not taste anymore of anything...They enjoy there

(in the homelands) the taste of familial visits, having meals

together...Our people become happy when they can buy a new pair of

pants for “bayram” (religious fests)...Here, nothing is important for

them (Europeans)- there is indifference...in reality, all about of human

rights, modernism or contempory world is a lie, they give us hell

without noticing it, people become indifferent'®®
He defined that the MKM is fortunate that its artists can benefit from being closer to

their people since they can easily get the required motivation and energy for their art.

He mentioned one of his listeners newly arrived in Europe crying in his concert and

"% Interview with Kawa: “Kag senedir ben Avrupada yastyorum bu bir bedeldir, 23 senedir bagirip
cagirtyorum az degildir... ters digmemek i¢in de gecemi giindiizime katiyorum...”

"7 Interview with Kawa: “15 senedir Avrupadayim, yiiregimi higbir zaman ordan ayri koymadim,
buraya entegre” ... olmadim- su an Kawa neyse babasinin evinde de buydu..belki favorilerimizi
incelttik o da sanatin imaji geregi...

"% Interview with Kawa: “Ben artik hicbirseyden tat almiyorum acik sdyleyim mesela- insanlar orda
icmeden, yemeden, ziyaretlerden tat aliyorlar. Aile sohbetlerinden keyif aliyorlar. Insanlarimiz
bayram zamani bir pantolon gémlek alirlar ne kadar sevinirler burada hi¢birsey umurda
degildir....duygusuzluk vardir..aslinda insan haklari, modernizm, ¢agdaslik deniliyor biliyor musun
hocam bu? Yalan..burda caktirmadan anasin1 aglatiyorlar, insanlar duygusuzlastirildi.”
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then the same very person sitting crossing legs (Kawa describes this as an
improper/rude behavior for Kurdish listeners) in front of him after 4 years of living
in Europe. Kawa has a music clip of his song “Naze” a song about the diffuculty of
finding his love in the streets of the European cities full of indifferent people. Kawa
also added that he published 5 albums in 10 years for creating a sphere of
communication with his homeland and its own people.

Yet, Mehmet Akbas, former soloist of the Zaza music band “Venge Sodiri”,
defined his homeland as the whole world and said that all of the boundaries such as
the boundaries of Germany or Turkey are arbitrary. However, there are also some
qualifications gained from his ancestors and that is to form his music: “If you do not
adapt the electronic music to the Kurdish music and interested only in the electronic
music, no one needs you- there are already some good performers of electronic
music- yet, if you use your own arguments in this arena, you can have a musical
identity here'*”. Akbas affirmed that he misses his people but he also stated that
thanks to technology the world enters into one’s house, he has not a problem as such.
He also declared that the homesickness can also bring advantage to one’s musical
stance. Furthermore, he added that the musical revolution itself had realized in
Europe from Mozart to nowadays and in fact, there is some kind of musical deadlock
in Turkey right now due to the lack of hybrid projects both mid-ethnic and electronic
whereas in Europe there are enough opportunities to get known in the world.

Still, Roni and Serdar, two Kurdish singers in Koln, stated that Koma
Berxwedan, founded in Europe in 1982, and its songs are always listened and it was
the Kurdish diaspora artists who used to perform the duty of publicizing the Kurdish

culture while rigorous politics of ban and censorship reigns in Turkey:

1% Interview with Mehmet Akbas: “Elektronik miizik kiirt miizigine yedirmedigin zaman zaten bunun
¢ok iyi icracilar1 var sana luzumu yok o arenanin ona kendi kimligini argumanlarinin kullandigin
zaman bir miizikal kimlige sahip oluyorsun.”
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Maybe Europe has accomplished its mission but Europe (the Kurdish

Diaspora in Europe) commited many sacrifices. Every weekend, we

were up...only for two years the atmosphere calmed down...I was in

Belgium just last weekend (for protesting against the attack of the

Belgian police to the RojTV)...artists from the Diaspora composed

many beautiful songs to hang together with the people and they could

manage to be the source of this struggle...We got used to it...People

say that Europe is far far away...Yet, those who are living in Europe are

always mobile'"
On the other hand, Roni and Serdar also mentioned the detrimental effects of the
European culture on the Kurdish youth in diaspora:

The youth want to emulate bad examples...money, women, power,

gun...luxurious life...in a short time...this is a kind of brain

wash...European system prepared this for not only Kurdish or Turkish

youth but for all foreign youth...the oriental youth became the victim of

this system or got up in the system which is very difficult...'"!
They gave the example of Xatar, a Kurdish artist of hip hop music who took the
stage with Siwan Perver once, yet who later on became the suspect of a robbery of
1.8 million euro and that some members of the Kurdish youth admires him. They
claimed that there can be no support for criminalization and corruption in the
Kurdish culture and the Kurdish artists have to promote and make conscious the
youth by reminding them their own traditions. Roni also mentioned the wise tradition
of listening in the Kurdish culture whereas right now, only songs of “halay” are
appreciated. He interpreted this as an outcome of the European culture revaluating

the culture of entertainment, and he stated the cure for this as creation of the hybrid

music that is modern but also Kurdish in order to bring together the youth.

"% Interview with Roni and Serdar: “Halen Koma Berxwedan’in pargalar geciyor- yillarca iilkede
yapamadigimizi, Avrupa belki gorevini tamamladi ama Avrupa ¢ok biiyiik fedakarliklar yapti- biz her
haftasonu biz hep ayaktaydik- son iki yilda yumusadi ortam- ben yine Belgika’ya gidip geldim yine
gitcez simdi- bu halk her tiirli fedakarlikta bulundu bu halk bogazindan kesip aktardi- Avrupadaki
sanat¢ilar ¢cok fedakarlik yaptilar giizel pargalarla insanlar1 bir arada tuttular bu miicadelenin...
Alismisiz, Avrupadakiler uzak uzak uzak...Avrupadakiler mobildir”

" nterview with Roni and Serdar: “Ama Avrupa sistemine de buna zemin veriyor Genglik buna
Ozeniyor burada...para kadin gii¢ silah.. liiks hayat...kisa zamanda...bunlarin genclerin beyini
yikamasi... Avrupa’nin yabanci gencligi, tek tiirk ve kiirt gengligi degil- dogu insanlarin sistemin
kolesi olmak zorunda olmasi, ya sistemin kolesi olacak ya da ya da kendi imkanlartyla okuyup
zorlayacak ama oda ¢ok zor zaten...”
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To be sure, the above mentioned statements of Kurdish diaspora artists
underscored that there is some kind of critique of the assimilation to the culture of
European capitalism and its detrimental effects. On the one hand the Kurdish
diaspora musicians claim that the idea of individualism challenges Kurdish
Diaspora’s unity. On the other hand, they appreciate Europe’s support of
multiculturalism and the freedom of expression in Europe which helps them to
publicize and promote the Kurdish movement through Kurdish art.

Besides this, Kurdish diaspora artists seem to take the mission of uniting the
Kurdish population in Europe while some of them search for ways to merge with
universal popular movements of art to reach to much larger audiences and
underscored the benefits of being located in Europe for networking. However, for the
majority of the Kurdish musicians in Europe, “homesickness” also appears as the
sign of integrity with the refusal of the logic of capitalist market and the marker of

loyalty to the Kurdish audience in the homeland.

The Question Concerning the Possibility of the Universal Recognition

of the Kurdish Music

According to Kant “the beautiful is what, without a concept, is liked
universally” (Kant, 1987, p.55) so that it cannot bring any harm from subjectivity in
other words it is free from particular interests: This argument of Kant is about what
art claims to embody: the beauty. Kant states that whereas many things are charming
and agreeable to someone, no one searches for collective agreement on it: “It is
agreeable to me, it is a question of taste.” However, in the case of “beautiful”,

someone requires the same admiration from others: he then judges not just for
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himself but for everyone. So that when Kawa, the Kurdish singer that I met in Kéln,
joyfully and yet proudly told me that maybe this year Norway can be represented by
a Kurdish singer in Eurovision, or Roni mentioned that his Italian colleague recorded
his song of dengbej tradition. I think that this Kantian idea of universal beauty can
explain here the desire of the Kurdish artists to make their works recognized as part
of the universal music. Furthermore, the claim of universality for beautiful also
constitutes why art is used as a legitimate tool for political resistance and as a means
to challenge the existing system: art’s message is just like beautiful, one’s other has
to recognize himself since his representation in the art appeals to beauty that is
cognitively shared by all and so that art that embodies the beautiful cannot be an
ideological tool but a fact. In this sense, it can be said that Kurdish music and art
seek to be recognized as “beautiful” worldwide, so that the Kurdish movement
become a universally legitimate movement.

Throughout the research, I questioned Kantian concept of beautiful and its use
for communication for oppositional art. The term of “internationality” and its
connotation for Kurdish music can be interpreted as related to the question
concerning the recognition of the Kurdish culture throughout the world. The old
saying that “music is a universal language” seems to tell the attempt of the Kurdish
music to have international recognition and admiration. Seyitxan, the art co-director
of the RojTV and MMC and former member of Koma Berxwedan, interpreted
artists” mission just like that of the diplomats in the sense that art is charged to
expand societies beyond their own borders. He also claimed that artists have also the
mission of bringing Kurdish agenda about freedom to the international arena and
they attempt to do it by participating to various international festivals. Consequently,

Kurdish music can become a means to make the Kurdish political movement known
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and supported throughout the world. Rotinda, the art co-director of the RojTV and
MMC, counted Siwan Perwer and dengbej Sakiro or artists from Radio Erivan as
international figures of the Kurdish music, even through these musicians are not
well-known in Turkey because of the strict censorship on the Kurdish culture. Alj,
the soloist of the Agire Jiyan, expressed her wish to see one day the participation of a
Kurdish music band to the Eurovision music competition: “Why cannot a Kurdish
music band or singer participate to Eurovision? Cannot we compose a song of
Eurovision? I am asking myself, we can...What I know is that they will win thanks
to the sms voting...''*”

Almost all of my interviewees declared their desire for international recognition
of their art to introduce the Kurdish question to the world. Furthermore, they also
declared some of the universalized Kurdish themes. Rotinda stated that in Spain,
there is the “flamenco” music school and he claimed that the name “flamenco” is
indeed derives from the name of a Kurdish musician who came to Spain centuries
ago. Rotinda also argued that many European intelligentsia and artists are inspired
from Kurdish music when they visited to explore Kurdish art many years ago: “There
are many European musicians come to visit for exploring Kurdish music''*”. Roni
and Serdar, two Kurdish singers, mentioned that it was the Kurda who firstly used
frets on the guitar even though the guitar is not a customary Kurdish instrument.
Sidar, musician of dengbej tradition, enjoyed performing Gladiator movie’s (2000)
Oscar nominated soundtrack with his authentic instrument and stated that dengbej

music influenced pop, jazz and all kinds of music all around the world. Kawa

"2 Interview with Ali: “Mesela Eurovision sarki yarismast olsaydi, bir Kiirt grubu veya sanatcist
katilsaydi neden olmasin niye Kiirtler kendini ifade edemesin...Kiirtler olarak Eurovision sarkisi
yapamaz miyiz? Kendime de soruyorum, yapabiliriz...benim bildigim sms ile kazaniyorlar...”

'3 Interview with Rotinda: “Birgcok Avrupali sanat¢1 vardir yiizyillarca nce gelip Kiirdistan miizigini

arastirmiglar — bir¢cok ilham almislar- ¢ok seyini tasimislar- iste ispanyada biliyorsunuz, bir Kiirt
miizisyeninin adiyla okul var, Flamenko...”
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expressed the respect of the European audience to Dengbej Sakiro and to his strong
voice. These examples of national proud cannot be explained only through as the
outcome of a feeling about national superiority but also as a wish to achieve
international recognition that promises new ways for universal communication.

Yet, many performers of the Kurdish music expressed the difficulties for being
universally recognized. Seyitxan said that the Kurdish people and artists are deprived
of opportunities of meeting with the world since they are not free yet:

Even though we are all over the countries in Europe, our identity is our

first priority...Why? We are still in the position of dependency. We are

not free...This stops us.''*” Seyitxan also mentioned Turkish state’s

intervention in several organization that they joined: “we have joined

many festivals in Belgium, in Australia, in Russia...even we faced

many famous and prominent artists of Turkey such as Sezen Aksu... in

Hamburg, there was an international festival, I remember Sezen Aksu

could not join it because of the pressure of the Turksih state...things

like that happened several time'"”.
Ali from Agire Jiyan also mentioned the problems concerning the free expression of
their music. Rotinda agreed with these statements and argued that when Kurdish
artists can get rid of restrictions, Kurdish art will be universal. He gave the example
of Tarkan and explained that if Tarkan’s country, Turkey, was not a free country and
did not support him, Tarkan would never be listened by Europe. He added that even
Kurdish artists cannot perform for some festivals because of the restrictions. Rojda
also emphasized the deficiencies of production in the Kurdish institutes or in the
KOM Music (production firm). She added that the artist herself pays for the

production of her song and her music clip whereas on the other hand there are global

production companies and managers that can support universally recognized artists.

"% Interview with Seyitxan: “Tiim Avrupa iilkelerinde olmamiza ragmen kendi kimligimiz
onceliklidir. Neden onceliklidir? Heniiz bir somiirgecilik statiisiindedir- 6zgiir degildir. Bu bizi
frenliyor.”

"3 Interview with Seyitxan: “Belcika, Avusturya, Rusya’ya tasidik...zaman zaman belli platformlarda
Tiirkiye’deki seckin sanatc¢ilarla miizik adina karsilastik- Sezen Aksudan tutun baska
cevreler...Hamburg’da uluslar arasi miizik festivali diizenlenmisti kendim katilmistim o zaman ama
Sezen Aksu devletin miidahalesi sonucu katilmadi. Boyle seyler de ¢ikt1.”
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She stated that she receives the fan mails from all over the world thanks to the
internet, but she is deprived of facilities of production. In her view, Kurdish diaspora
artists can have many more opportunities since they can learn the way about the artist
environment there. She also suggested that if she becomes a worldwide artist just like
Siwan Perver, she will perform a duet with Sting (actually Perwer has already
performed a duet with Sting). She also expressed that she wishes to perform a duet
with Shakira or Rhianna since this performance with worldwide artists can present
Kurdish art to the world:

Rhianna would sing in English, I would sing in Kurdish- Beyoncé

would sing in Kurdish, I would sing in English- it would be beautiful, it

would be beautiful to make all cultures live together ...for this, mind

and economics must be strong...we, Kurdish artists cannot appear on

TV channels in Turkey, we cannot distribute our music clips...if we can

perform such duets, we can be seen somewhere, in Europe.. e
Actually here, there are two kinds of restrictions that the Kurdish musicians are
encountered. The first one is the perception of the Kurdish movement as an
illegitimate organization and the denial of the Kurdish question and Kurdish presence
by several countries in the world. Yet, actually these restrictions can be outlawed if
one considers Kurdish music in terms of the Kantian concept of beautiful. A political
yet a beautiful Kurdish music of the Kurdish movement can be appreciated even by a
Turkish nationalist or by a critic of the Kurdish movement since it refers to some
shared humanity. However for this, Kurdish music must be distributed, heard,
recognized and appreciated worldwide. The second restriction that the Kurdish

musicians usually encounter is the primacy of the problems of the Kurdish people as

a theme in the Kurdish music. For instance, in my interview Seyitxan felt the need to

"% Interview with Rojda: “Rhianna ve ben..o Ingilizce ben Kiirtce sdyleyim..Beyonce sdylece Kiirtce
ben Ingilizce...ne giizel olurdu, tiim kiiltiirleri bir arada yasatmak..ne kadar giizel..bunlar icin aklinin
saglam olmasi, ekonominin iyi olmasi lazim, her seye bagli...biz kiirt sanat¢ilar kendi
televizyonumuza ¢ikamiyoruz..tiirkiyede olan televizyona ¢ikamiyoruz, kliplerimizi
yayinlayamiyoruz- boyle olunca- televizyonlara ¢iksam avrupada da izleniyor bir yerden goriilecek.”
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emphasize his dedication to translate the particular problems of the Kurdish people
deprived of freedom through his music. On the other hand, Kawa criticized this
policy in the sense that right now the Kurdish art can pass a new level and stated that
even in the last conference of art and culture; there was not a clause of final decisions
such as “from now on, we start to present Kurdish music worldwide”: You (as a
Kurd) are already persuaded but our audience is limited only to the Kurdish
people... "7 He stated that for instance his former music band Koma Berxwedan has
fulfilled its duty, and today it is not sufficient to compose music just for the Kurdish
people. In his view, the persuasion of the Kurdish people is already achieved while
right now, one has to support financially and spiritually the universalization of the
Kurdish art. Besides this, this universalization cannot only be achieved with the
support if one refers to Kantian idea that the beautiful is universal and it is liked
without any conceptual deliberation by every one. Mehmet Akbas also emphasized
that the localization or the marginalization of Kurdish art is the issue. In this
perspective, the priority of Kurdish art for the enlightenment of Kurdish people to
mobilize them for the Kurdish movement which normally operates the inclusion of
the political messages into the music can weaken the spread of Kurdish music to the
world and ends up in its marginalization. This is so because the concepts of political
messages can only be the priority for some performers of Kurdish art to be politically
supported whereas this requirement cannot be sufficient to be liked universally.
However, Akbas also claimed that he wants to sing Koma Amed’s both beautiful and
political songs in English one day to notice the Kurdish art. For Aynur Dogan, the
marginalization of Kurdish music can stem form the insincere attitude for the

inclusion of the political messages in the music which she defined as an injustice to

"7 Interview with Kawa: “Sen ikna oluyorsun ama Kiirtlere yoneliktir. Bir madde konulmadi, keske
“bundan sonra Kiirt miizigini uluslararasi bir tanitim siirecini baslatiriz” denseydi...”
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music: “There is no need for messegaes, music itself is powerful, it can reach
everywhere without inquiry-if you do music for art...if you add politics in music, it
becomes something else'"™ In fact, Kant was dealing to secure the independence of
the domains of cognition and moral worth from aesthetic interference, in other
words, for Kant “aesthetic judgment is without concept, without interest, without
pleasure; its objects purposeful but without purpose” (Bernstein, 1993, p.7) and that
is why beautiful is a subject of inter-subjective agreement and shared judgment for
emphatic and autonomous political thinking. In this perspective, the interest for
political content itself alone can end up with being a subjective taste and escape from
the possibility of being universally admired. However, if one needs to make
numerous political songs to be beautiful and considered universally, perhaps, one has
to explore the Kantian clause of “its objects purposeful without purpose” in other
words; a political Kurdish song has to be firstly admired without interests or without
thinking of its political context that one can be pro or contra. It has to embody
purpose without purpose which is enigmatic because purpose has itself become
purposeless. For Adorno, this purposelessness of art is a form resisting the exchange
therefore, the autonomy of art is the plus, the surplus, the excess, the non-identical
which allows identity thinking to continue unharassed (Bernstein, 1993, p.211).
Here, Kantian aesthetic judgment contains a moment of community of non-identity
in its appreciation of beauty different from Derrida’s ideal politics of friendship talks
about: an asymmetry/non-identity between friends within reciprocal and symmetrical
structure of friendship because Derrida’s friendship welcomes the Other while
Kant’s aesthetic judgment finds come commonality in the Other. Therefore, Kurdish

political songs can be admired and considered as beautiful by Turkish nationalists or

"8 Interview with Aynur Dogan: “Gerek yok...Zaten miizik kendi bagina giicliidiir- giicliiyse hicbir
sorgulamaya maruz kalmadan giden, en yikilmaz kaleleri yikar geger..eger sanat adina, miizik adina
giiclityse ama politika ekledigin zaman o anlamim yitiriyor...miizik bagka bir sey oluyor...”
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other people if it embodies this purposelessness without purpose and forms a
moment of non-identity. In this sense, the song of “Hasta Siempre” of Carlos Pueblo,
devoted to Che Guevera, became a universally admired song not because of being
devoted to Che and it’s political messages, but because it reaches to a moment of
non-identity so that one considers “Hasta Siempre” beautiful without thinking on the
political context of the lyrics. Adorno’s perception of the musical avant-garde’s
socially critical utopianism can also complemented to the moment of non-identity
that Kant suggests for the appreciation of the beautiful: “New music keeps reopening
the wound, instead of affirming the world as it exists...Above all, then, the goal of
new music must be the complete liberation of the human subject” (Adorno, 1999).
Actually, here, Adorno defines ‘“new music”, “the music of resistance” that refers to
a lack which invites critique, which is the precondition for social change: “That art
stands as a reminder of what does not exist, prompts rage” (Adorno, 1997). I think
that Kantian judgment of beautiful in its non-identical character addresses the
critique of pre-established world of identities and subjectivities as Adorno informs.
When I was among the audience for Aynur Dogan’s (not a member of the MKM, she
is an independent well-known Kurdish artist) concert in the IKSV on May 7, 2010,
somebody from the crowd expressed with a joy: “A Chinese, an American, a French,
all of them can love this music!” The audience was well-international while Kurdish
audience is dancing halay with authentic Kurdish handkerchief. I asked Aynur the
reason why her songs are universally well-known and admired by some elite
audience. She replied:

Music is emotion- it takes its internal dynamic from emotion- if you can

reach this, the language becomes useless, not the word —human can give

himself to it perhaps it is classical but music is universal...I participate

to many festivals, various kinds of music are playing- if music is strong,
it is not important which race’s or identity’s music it is, you give

141



yourself to the music, I think that this is what my tendency in music

- 119
1S .

Aynur stated that a singer is sincere if she believes in what her music declares so that
the audience shares her music and the world that her music creates. In Adorno’s
essay “Music, Language and Composition”, he argues that musical sounds “say
something, often something humane” (Adorno, 2002, p.114) because unlike language
music has no concepts and is not constituted by a referential sign system but like
language it has a structure both meaningful and coherent. Therefore, music is
enigmatic and its audience understands that. Music’s enigmatic character resists to its
instrumental utilization because it is deprived of all sign systems of identity. Aynur
declared that she sings because she loves to sing and for her, singing is some kind of
prayer or cult and a state of trance when she forgets her actual situation or condition.
In her perspective of music that she wants to perform, she targeted the shared
humanity and that seems the reason why her music is universally admired.

What are the other arguments about the reasons to be considered as beautiful?
Aynur expressed that the first reason why Kurdish music is only limitedly
universalized is that there is not musical competetion but personal rivalry among the
Kurdish artists as a result of their differentiations in terms of their political views:

People are fighting each other, however, for me if someone does

something good I think this is a contribution to me. So then why it is

only one musician (who is universally known — she means herself), we

speak of great people, if there are only one there is a problem- everyone

spoke of my scene (in Fatih Akin’s movie “Crossing the Bridge) in

Cannes, from De Niro to Scorsese, they admired that. Yet some other

people said to me that I only screamed with a saz (musical instrument)

with my hand in a hamam- if a musician considers this scene like that
there is a problem- There are numerous reasons of my screaming- there

"9 Interview with Aynur: “Miizik duygu oldugu i¢in, i¢ dinamigini aliyor oradan, ger¢ekten anlamda
o duygu diinyasina vardigin zaman dil iglevsiz kaliyor- kelime degil insan miizige kendini aktartyor
belki klasik ama miizigin evrenselligine gidiyor bu...diinyaya baktigin zaman bir¢ok festivallere
katiliyorum diinyanin bir¢ok yerinden farkli miizikler oluyor eger miizik giicliiyse hangi irk kimligin
miizigi olduguna bakmiyor kendini miizige birakiyor ben de sanirim benim miizige yaklagimim da
bu...”
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are also many people screaming too- prejudices and egoism in human
. . . 120
beings is a danger for the music.

Aynur mentioned that if someone does something beautiful, she becomes alone- it
takes time to be understood while she thinks someone doing beautiful can always
develops her and she always becomes excited when it happens: “I am the person who
frequently goes abroad, to sing in Kurdish but the fact that I am the only one worries
me'?'. She expressed that they have to be in peace with each other to overcome this.
In this frame, one can assume that the friendship of Kurdish artists is limited to the
ones who share the same political views.

In addition to this, most of the interviewees mentioned the requirement of
creating synthesis to be universally admired. For instance, the use of Western
instruments and the combination of them with Kurdish traditional music are
convenient universal trends according to Kawa. Mehmet Akbas stated that only
hybrid music can be popular or can be universally admired and there is no more such
as a pure jazz, a pure classic music and the hyrid music is how one can manage to be
heard universally. Roni mentioned one of his participations to a festival: “I have
written ‘Roni in rock style’ for my name in the list of music bands so that Germans
come to see me in my performance”. He also told that he observed some people in
his audience both German and Kurdish dancing halay during his Reggie style
singing. In his view, not only for reaching the world but also to the Kurdish youth, a
Kurdish artist has to use system’s tools: “Like it or not, a young man listens to
Eminem, but if you can give it (the synthesis) to him, then he would not need

Eminem or Bob Marley-he would listen to your art, he can create other figures- I do

20 Interview with Aynur: “Cannes’da, o sahneyi Scorsese’den De Niroya kadar, atiyorum, herkes o
sahneyi konustu...Niye? Bir sey yok, saz ¢aliyor sdyliiyorum, hamamda bir bagirdin diyorlar,
miizisyenler dyle yaklasinca bir terslik var. Bagirmanin da sebepleri vardir...bagiran cok insan da
var...Insandaki 6nyargi ve egoismdir miizige cok biiyiik bir tehlike...”

2! nterview with Aynur: “Benim yurtdisina en ¢ok giden, Kiirtce sdyleyen...en ¢cok giden benim
dogru ama bu beni rahatsiz da ediyor..”
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not say the originality (of Kurdish music) will vanish but one has to reform it'**”

Serdar, Kurdish singer and member of TEV-CAND in K6In and Roni claimed that if
one can integrate Azat or Eko, worldly-known singers from Kurdish origin, to the
Kurdish movement and if they learn “the Kurdish reality”, they can compose songs
that touch on the questions concerning the Kurdish culture or some Kurdish singers
with Western voice can sing Kurdish melodies. For them, such projects should be
supported by the Kurdish cultural agencies of the Kurdish movement. Thus, there is a
common claim among the Kurdish artists about the need of “the synthesis of the
Western and Eastern” music to attract foreign worlds with the Kurdish art. Besides
this, “performing duets with international figures” also considered as a way to be
heard and recognized universally. I collected several names that my interviewees
expressed their choice for duets. Peter Gabriel and Sting, known for their western-
eastern hybrid music, are mostly their first choices. Duets are mostly favored.
Mehmet Akbas said that he would like to make a duet with some famous singers
from Iran. He also claimed that he has already established several connections with
international figures and his music is also appreciated by them:

For them only music is important- they share their voice with you, this

means that your work is serious...if your song is good, if it reaches the

appropriate standards, they answer you, this gave me strength —it means

that I reached the level of the universal norms.'*
Some of them, Agire Jiyan or Seyitxan, declared that the artists that they want to

perform a duet have to experience the same kinds of political or social struggle so

that they can really form a sense of togetherness in the sense that they can understand

"2 Interview with Roni: “Sen istesen de istemesen de bir geng bir Eminem’i dinliyor bir sekilde ona
bunu verirsen Bob Marley’e Eminem’e ihtiya¢ duymaz, senin yaptigin eseri dinler, farkli tiriinler
figiirler de koyar- orijinalligi kalsin demiyorum degissin ama.”

' Interview with Mehmet Akbas: “Onlar icin miizik 6nemli olan- kendi sesinin bana emanet etmesi
ne kadar ciddi bir albiim oldugunun gostergesi ayn1 zamanda- génderdigin sarki iyiyse o standartlari
tutturduysa sana cevap veriyor bu bana c¢ok biiyiik bir gii¢ verdi ne kadar evrensel normlara
ulastigimin bir gostergesi.”
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each other. In this sense, for example Serdar said that he appreciates Natalie
Cordone’s successful interpretation of the famous song “Hasta Siempre” devoted to
“Che Guevara”. Rotinda mentioned the name of Steve Wonder, Anita Franklin and
U2 as his candidates to perform a duet. Roni stated that he wishes to share the stage
with Andrea Borcelli since he thinks that Kurdish dengbej tradition and Italian opera
can be genuinely articulated together. Rojda mentioned her appreciation of Shakira’s
and Rhianna’s sound and she reflected that her duet with them can assist to free the
Kurdish art from restrictions and to make it known internationally.

There is another persistently repeated argument about the fact that the current
music trend in the world favors ethnic music, thus, the Kurdish music has the
essential quality to be admired universally. Rojda affirms this fact: “Great minds of
the entire world are interested in ethnic music because the emotion and the harmony
of the ethnic music attract them- what can we do for this? We have to engage our
investments according to this'**” Seyitxan also agreed that especially the Western
world destroyed their own authentic essence and that is why in every festival that he
participated he was the first one who attracts audience even though he only had a saz,
an authentic music instrument, in his hands while Western music has many different
and competent musical instruments. Vedat, the soloist of Bajar (Kurdish rock band
from the BGST) mentioned their participation to joint concerts in Switzerland other
than Newroz concerts in Europe:

Swiss people were also there, they already listen to the Middle-East

music...the music we play can attract them if one considers its color of

sound and its instruments...Europeans already listen to the Middle East
music, their ears are transparent, like elastic...For universalization, this

124 Interview with Rojda: “Biitiin diinyadaki en biiyiik beyinler etnik miizik ile ilgileniyor, etnik
miizige dondiiler...ciinkii etnik miizikteki duygu ve armoni onlar1 ¢ok cezp ediyor...bu konuda biz ne
yapabiliriz.. Yaratimlarimizi dogru bir temelde 6giirmeliyiz...”
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kind of festivals must be numerous and Kurdish people has to find a
place in this circulation.'”

Vedat expressed that Aynur, Siwan Perver or Kardes Tiirkiiler (the main music group
of the BGST) can have many opportunities to display in this circulation. However, he
stated that Bajar, being a new music band, prefers alternative festivals such as anti-
globalization or anarchist organizations that he defined much more oppositional
because the ethnic trend of the world is also orientalist in some sense: “For example,
you do rock music, so they say ‘don’t do it, do your music’, they want to see you as
traditional that I call it the obsession of orientalism”. Vedat declared also that this is
normal also in the sense that the Westerners are attracted by “the difference”.
However, this also can disfavor Bajar’s rock sound. Consequently, Vedat stated that
Bajar wants to reach an audience of a different world such as an anti-globalist and
anarchist one.

A more critical stance stated by Haynes (2005) is that world music events as a
fantasy of difference and global harmony, based on stereotypical ideas of difference
that world music consumers are comfortable with. Thought this argument, the
signification of Kurdish music, in the Western discourse becomes the revelation of
cultural signifiers, such as language which is different than the Turkish language or
stereotypical oriental images of non-Western people. This is because Kurdish
resistance can only be legitimately valorized or have a seat in the international public
sphere if it reflects its difference in the sense of national culture. Ethnic and racial
difference are therefore constituted through a discursive system based on fixed
binary categories such as ‘the West and the rest’ as in the case of ethnic music’s

popular consumption based on the desire to discover the other of the West/the

12 Interview with Vedat: “Bir siirii Isvicreli de gelmislerdi. Sound olarak zaten onlari biraz
cekebilecek bir sound baktiginizda..Enstriimanlar falan.. Avrupalilar falan da artik Ortadogu miizigi
zaten dinliyorlar. Kulaklar transparen boyle yayli falan..Soyle bir sey var bu uluslararasilagma da”
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authentic. Taylor defines the ‘authentic’ world music through its difference of a
sense of ‘emotionality’ or ‘feeling’ somehow absent in Western music, and appeals
to an unchanging temporally fixed past (Taylar, 1997). In the international cultural
sphere, this can be the reason why Kurdish music can be glorified.

Groys (2008) supports the very idea that the discourse of diversity and
difference presupposes a certain aesthetic preference which is not totally democratic
as in fact it tends to reject everything universal, uniform, repetitive. This
interpretation of the world art reminds Aijaz Ahmad’s (1987) well-known criticism
of Jameson’s essay on the Third world literature in which Frederic Jameson claims
that the non-Western literature lacks a public-private split that the Western literature
has. Moreover, Jameson arges that all the Third world texts of literature can be read
as “national allegories” where the nation and art coincide. For Jameson, the Third
world’s literature “even the ones which are apparently private and created by a
properly libidinal dynamic necessarily project a political dimension in the form of
national allegory; the story of the private individual destiny is always an allegory of
the embattled situation of the public Third world culture and society” (Jameson,
1986, p.65). Thus Jameson claims that the Third World literature in order to exist and
manifested in the world cultural arena requires a claim for difference from the
Western culture. Jameson suggests that the Third World is similar to a pre- or non-
capitalist level of development where “a unity between private and public space” is
still present unlike the capitalist societies that has the radical split “between the
private and the public”’. However, Ahmad criticized Jameson’s approach and argues
that Jameson’s approach can be considered as a theoretical orientalism and an
appropriation of “Otherness” with the aim of classifying and legitimizing again the

discrimination of the Eastern world. In this case, the East must satisfy the Western
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expectations about its otherness and should confirm and reproduce the West by
artificially simulating its cultural identity: In Ahmad’s view, Jameson neglects social
factors within the Third World society and defines societies merely through intra-
national contexts.

Here, one must also state that the idea of multicultural art view contrasts the old
radical political and aesthetic projects or utopias which admire uniformity such as the
Soviet art and not the “diversity” and the “display of difference” (Groys, 2008). In
the sense the former utopias and aesthetic projects manifest the degree zero of
diversity where the multiculturalist kind of art revolution demands a complete break
with the past’s denial of diversity for the sake of a common ideal. However, Groys
also claims that the multicultural trend of art stresses on the display of ethnic
difference, and in this sense it is ethno-nationalist. Therefore, the Kurdish music
valorized for its ethnical content is not actually mark a lack in the system but fortifies
the status-quo of the existent multicultural world order based on ethnic or cultural

classification of people that ignores alternative political demands and contexts.
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CHAPTER 9
CONCLUSION
THE STRUGGLE FOR THE KURDISH CULTURE: FROM RECOGNITION TO

REPRESENTATION

This research discussed and analyzed the debates on the political effects of the
Kurdish music and Kurdish cultural institutions on the perception of and approach to
the Kurdish question in Turkey while it tried to describe the formation of the Kurdish
identity through the performances of art and music. I tried to answer questions
concerning the transformative and revolutionary potential of the Kurdish music and
its role in the production of the Kurdish national imaginary as well as the effects of
the liberalization of the political sphere in Turkey on the reconsideration of the role
of the Kurdish music and art in the political struggle of the Kurds to live in Turkey
equally together with the Turks. To find answers to my research questions I
interpreted statements of various Kurdish musicians with whom I conducted
interviews. My interviewees include autonomous Kurdish musicians, Kurdish artisits
living in Europe in diaspora and Kurdish artists who are members of the MKM
(Mezopotamya Kiiltiir Merkezi / Mesopotamia Cultural Center) -the major cultural
institution of the Kurdish political movement. Through my interviews and research I
tried to understand the current situation of the Kurdish political and cultural
movement and its reaction to the liberal reconciliatory politics of the “Democratic
Opening” introduced by the current AKP government in Turkey. I claimed that today
the new struggle of the Kurdish movement against the Turkish government is no

more for the recognition of the presence of the Kurds in Turkey which is at a certain
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level acknowledged but for the representation of the Kurdish question, the Kurdish
identity and the Kurdish culture in Turkey and all over the world.

Before the introduction of the AKP’s liberal policies in the course of Turkey’s
integration of European Union; the official disourse of the Turkish state absolutely
denies the presence of the Kurdish identity in Turkey and reduces the question
merely to a problem of “terrorism”. Yet through the introduction of the “Democratic
Openning Policies” the AKP government started to recognize the cultural dimension
of the Kurdish problem and intended to solve the Kurdish question through the
recognition of the cultural rights of the Kurds. Through the Democratic Opening
Policies the AKP government promises that the right to give children Kurdish names,
to name streets and places in Kurdish and to do academic research on the Kurdish
language and literature will be guaranteed. Finally, in 2009 the formation of the
TRT6, the first official TV channel in Turkey that broadcast in Kurdish, marks a
significant transformation in the Turkish state’s approach to the Kurdish question,
since it seems now that the presence of the Kurdish cultural difference is recognized
and managed by a government for the first time in the history of Turkey.

However, the Kurdish movement together with its cultural institutions do not
welcome the Democratic Opening Politicies by claiming that the AKP government
misrepresents the Kurdish problem, reduces it to a problem of cultural minority
whereas the Kurdish question is a political question that asks for a constitutional
transformation to satify the demands of the Kurds concerning political autonomy and
self government as well as official education in the Kurdish language. In my
interviews that I conducted with the artists and other members of the Kurdish cultural
institutions they express these critiques through describing the new approach of the

AKP to the Kurdish question as an “insincere” move. Many Kurdish musicians
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together with all the artists from the MKM declared that the official Kurdish TV
channel and the governments’s approach to the Kurdish question reflect a “distorted”
version of the Kurdish culture. Thus, I analyzed such statements of the Kurdish
oppositional musicians, artists and cultural agents and tried to understand how to
they define the “true” and “ideal” Kurdish culture, which they think is
misrepresented by the AKP government.

Thus, I found out three main topics that repeatedly put on the agenda while I
disscuss with my interviewees the new role of the Kurdish oppositional music in
terms of the representation of the Kurdish identity and culture as well as the new
stage of the Kurdish resistance: The first one was “a quest for sincerity”. Kurdish art
was started to be categorized as pro-state and therefore insincere Kurdish art versus
as oppositional, sincere and conscientious Kurdish art. The second debate was on the
modernization process of the Kurdish art. Here, the discussion was about how much
“traditional” and “essential” styles of the Kurdish music should be preserved and to
what extent the modern styles and trends should be appropriated by the Kurdish
music. And the third popular debate was about how to make the Kurdish music
universally admired and about how to satisfy the criteria for the internationalization
of the Kurdish music.

In the first debate on the role of the Kurdish oppositional music, the Kurdish
artists from the Kurdish movement regard themselves as the “true” representatives of
the Kurdish culture since they argue that they know and are sentisitive about the
sufferings of the Kurdish people, they are conscientious artists and they sacrifices
themselves for the Kurdish resistance. They said that they were struggling for the
rights of the Kurds since the conflict in the Eastern and Southeastern region of

Turkey has started whereas the AKP government policies and its “artificially
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created” Kurdish culture do not recognize these past sufferings and sacrifices.
Therefore, for the artists and musicians, who are supporters of the Kurdish
movement, merely singing in Kurdish is no more enough to be considered as
“oppositional”’; only the Kurdish music that refers to the Kurdish political demands,
Kurds’ sufferings and sacrifices can be considered as the conscience art and the
“true” representative of the Kurdish “reality” and people. Here, the quest for
sincerity becomes the primary concern of the MKM in terms of the Democratic
Opening. Thus, for the Kurdish artists any attempt for democratization, if it is
“sincere”, it should also respect and include all the music, culture and political
demands developed by the Kurdish political movement to this process of
democratization. In the study I related this demand to Derrida’s search of ideal
politics of friendship as a model of democracy which includes to the sphere of the
friend also the Other and escapes from the limited axioms of friendship based on the
sameness. That is to say, according to the artists and musicians from the MKM
demands of the Kurdish political movement must be seriously taken into
consideration and has to be respected in order to reach a genuine reconciliation
between the Turkish government and the Kurdish people to form an ideal model of
democracy. Furthermore, some problems and discontents stated by the subaltern
groups within the Kurdish cultural institutions also question the possibility of the
same ideal democratic design in the Kurdish resistance.

In terms of the modernization process of the Kurdish music, the instructive
mission of the Kurdish cultural agents is underscored repeatedly. The Kurdish artists
are defined as the agents who will teach the Kurdish audience the modern trends of
art and to combine the traditional Kurdish music with the modern sound. This desire

for a synthesis of the modern and traditional Kurdish music which is promoted by the
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Kurdish cultural authorities has many similiarities to the process of development and
progress in terms of the modernization of the Turkish music. The musical synthesis
by the Kurdish oppositional art is also supported to attract and re-mobilize the
Kurdish youth, who is influenced by the globalization through the spread of
technological tools of communication. However, still there is a tension in terms of
the preservation of the “essence” and “authenticity” of the traditional Kurdish music
such as the dengbej tradition to protect and claim Kurdishness and the opening to the
world musical trends through the transformation and modernization of the Kurdish
music to be recognized and admired internationally. On the other hand, there is a
consensus among many Kurdish artists in terms of the exclusion of the pop music
and arabesque music to both “purify” and “modernize” the Kurdish music. Pop
music and arabesque music are comdemned because for the Kurdish artists such
music lacks social and political concerns, passify the potentially revolutionary
Kurdish youth and corrupt the “essence” of the Kurdish culture. However, despite
such critiques the recent proliferation of the pop and arabesque performances reflect
Adorno’s concern about the decline in the listening culture and the weakening of the
music that can call for an alternative society to break the current status-quo. On the
other hand, some other Kurdish cultural groups such as the BGST thinks that the
display of the Kurdish music in popular public spheres can have positive effects and
create a shared symphony towards the Kurdish culture.

In the terms of the search for the international admiration of the Kurdish
music, many ideas are expressed where the main problem seems about the inclusion
and exclusion of political messages to the Kurdish music. The questions are mostly
about whether being too much political can affect the universal recognization and

admiration of the Kurdish songs. Here, I borrowed Kant’s understanding of aesthetic
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judgment of the “beautiful” as the criteria of universal recognition and admiration.
For Kand the beautiful is something that is admired without any conceptual
deliberation. This criterion marks the purposelessness of the purpose of art. This
means that even though the inclusion of the political interests and messages to the
songs would not make the music “not-beautiful”, the Kurdish song’s beauty cannot
be derived from its political messages but only from the moment of non-identity
which can escape from the present political and social categories. The necessity to
change the Kurdish cultural policy in terms of the sound and lyrics so that the
Kurdish music can be known and admired by the international audience rather than
only by the Kurdish audience was one of the major concerns of my interviewees. The
Kurdish musicians and artists think that only through the international recognition
and admiration of the Kurdish art, music and culture, one can attract the attention of
the international public opinion to the Kurdish question. On the other hand, the
already formed desire of the world music audience to consume the ethnic music was
also introduced as a problem since the introduction of the Kurdish music to the
international arena as “one of the ethnic musics/tastes” has the danger to reproduce
the multi-culturalist system in which political problems of diverse groups and
ethnicities are reduced to a problem of cultural difference and cultural recognition
just like the recent approach of the AKP government to the Kurdish question. Thus,
there is a paradox here since the Kurdish music that seeks to bring the international
agenda the question of the Kurds through presenting its culture as an ethic taste (as a
difference within the multicultural ideology) cannot propose an oppositional political
alternative to the world system.

Considering all the above mentioned debates on the Kurdish music, throughout

the research I tried to analyze how the criteria and definition of being and claiming
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an oppositional Kurdish artist has changed in time according to the transformation of
the political sphere in Turkey and in the world. At this point, I also tried to describe
the formation of the Kurdish national imaginary through the art. Even though the
research design lacks the comparative perspective on the manifestation of the art by
different oppositional movements throughout the world, it offers a rich ground to
understand the claims and self-manifestations of the Kurdish oppositional music as
well as the ways in which the Kurdish political identity is formed through the works
of art.

Nowadays, it seems that the new struggle in the Kurdish question will be
between the multiculturalist liberal understanding of the AKP government and the
Kurdish political and cultural movement in terms of the definition and representation
of the Kurdish culture, Kurdish identity and Kurdish people in Turkey. However,
considering the statements of the Kurdish artists and musicians in this research it is
clear that a significant group of the Kurds will never be satisfied with the recognition
of the their cultural rights and thus, they will continue to struggle for achieving a
constitutional reform that will guarantee the freedom and autonomy of the Kurdish

culture in Turkey.
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APPENDIXES

A. LIST OF THE INTERVIEWS:

MKM’s Artists and Staff Members:

1. Agire Jiyan (Fire of Life):
Date: 25 February 2010
Duration: 113 min
Place: MKM, Beyoglu
Interviewee: Ali Gegimli

Agira Jiyan was founded by the tree musicians, Nail Yurtsever-Ali Ge¢imli-Sener
Yildiz, from Bing6l in 1990. They joined to the MKM in 1992. Their albums are
Adaré (1996), Béhna Adaré (1998), Hélin (1999), Harbiye Konseri (2002), De were
(2006). Ali became a member of the MKM when he was seventeen. In his interview,
he mentioned that he was arrested and then tortured in the Beyoglu police office
because of his participation to a strike in the same age. Agira Jiyan’s most famous
song is “Helin” which is sung by all the audiences in all of their concerts.

2. Rojda:
Date: 14 February 2010
Duration: 100 min.
Place: MKM, Beyoglu
Interviewee: Rojda

In 1991 Rojda started to sing firstly in Koma Gulén Xerzan, a music band in which
her brother played. This band joined MKM after 1993. In 1994 as a band they
finished their first album Ji Bin Nabin (Unforgetables). Their second album is Sonda
Me (Our Oath). One of a song in this record “Helimcan” marks a turning point in
Rojda’s career. This song made her voice popular. In 1997 she was one of the
constituents of a band composed of 11 women called Koma Asmin. She worked in
this band for a while, yet she could not handle to participate to two bands at the same
time, thus, she quitted from Koma Asmin. The third album of Koma Gulén Xerzan
was Rikena Min (My Cheerful Face) released in 2005. The video clips of the two
songs “Memet Kani” and “Elo Dino” were the candidates for the best video clip in
video clip competition in Zaxo. In 2006 she resigned from Koma Gulén Xerzan and
started to work for her own album. Now she is continuing her music life as a soloist.
She refused the Prime Minister Tayyip Erdogan’s invitation to the “Artist Meeting”
after her arrest two days before the meeting.
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3. Meral Tekgi:
Date: 7 February 2010
Duration: 58 min.
Place: MKM, Beyoglu

She was solo-vocalist and pianist in Koma Ciya until 2002 while she was performing
in Koma Asmin consisting of 11 female soloists in the years 1998-2002. She worked
in the project of “Sahiva Stranan” which consists of re-cycling some Kurdish songs
translated in Turkish. She performed vocal in Agire Jiyan in the years of 2004-2006.
She is sentenced to punishment because of her performance in her new music band,
Koma Aheng. She works for her soloist album.

4. Koma Asian:
Date: 7 February 2010
Duration: 62 min.
Place: MKM, Beyoglu
Interviewees: Dilan and Erman

This is a very new Kurdish rock group recently admitted to the MKM. It is the only
rock band in the MKM. Dilan is from Bitlis and immigrated to Istanbul 7 years ago
and Erman is born in Iraq and immigrated to Istanbul 13 years ago.

5. Koma Ciya:
Date: 10 January 2010
Duration: 50 min.
Place: MKM, Beyoglu
Interviewee: Genim

Koma Ciya joined the MKM in 1991. Delil Dilanor (1998), Venamire (1999),
Xeli(2004) are three of its albums. Genim also stages as the announcer of many
performances.

6. Xalide:
Date: 5 February 2010
Duration: 48 min.
Place: MKM, Beyoglu

Xalide is a female dengbej and joined the MKM in 2000 with a chorus project. Right
now, she performs in the MKM’s project of Koma Ciwan. Dengbej Xalide had an
album called Xewn(Dream) in 2000. However, she also gave me another album,
that she participated in before her membership to the MKM, with dengbej Mehmet
and Emin, named “Qerina Ciyaye Sipane”(screams of mountain Siiphan) from
Cagdas Music.
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7. Mehmet:
Date: 7 February 2010
Duration: 80 min.
Place: MKM, Beyoglu

Dengbej Mehmet joined the MKM in 2000 for a chorus project. Right now, he
performs in the MKM’s project of Koma Ciwan. He also works in manufacturing.

8. Sidar:
Date: 5 February 2010
Duration: 53 min.
Place: MKM, Beyoglu

Sidar is a musician of dengbej music. He joined the MKM with his sister Xalide.

9. Yusuf:
Date: 5 February 2010
Duration: 53 min.
Place: MKM, Beyoglu

Yusuf performs in the MKM’s project of Koma Ciwan.

10. Firat:
Date: 7 May 2010
Duration: 79 min.
Place: MKM, Beyoglu

Firat has been the manager of artists in the MKM for 4 years. He organizes all kinds
of performances that the MKM participates in. He also presents in the jury of
application. He first joined the Kurdish movement and he mentioned that he realized
how art is important for politics after his participation to the MKM’s staff.

Kurdish Artists from Diaspora (connected to the MKM)

1. Rotinda Yetkiner
Date: 31 March 2010
Duration: 58 min.

Place: Brussels, Belgium

He is one of the founders of the MKM. Right now, he is the art director of MMC
and RojTV in Brussels. He is known for his regular visits to guerilla camps and
homosexual identity. He immigrated to Belgium to escape legal punishment. His
albums are Car stérk (1991), Kedkar (1996), Siser (1996), Naygotin (2001), Li te
geriyam (2003), Jan-ar (2006)
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2. Seyitxan:
Date: 26 March 2010
Duration: 75 min.
Place: Koln, Kurdish Institute, Germany

He became one of the founders of Koma Berxwedan (Resistance), the musical band
of Kurdish folk, very popular for his political songs of early age, when he
immigrated in Germany in 1978. He firstly sympathized in leftist movement then he
“had conscious of Kurdish movement”. Several albums of Koma Berxwedan are
Berxwedan Jiyane, Daye (1983), Bingol Sewiti (1984), Botan (1987), Newroz
(1989), Ey Ferat (1992), Name Mi Mezopotamya (1995)

3. Kawa
Date: 26 March 2010
Duration: 116 min.
Place: Koln, Germany

He immigrated to France to escape from legal punishments in Turkey. He first
became a member of Koma Berxwedan, after the split of band; he started to perform
as soloist. Ava Eviné (2001), Taya Dila ( 2001), Ez G Tu (2006), Seng(2008) are his
albums. Kawa’s music is considered as arabesque for many views from the MKM.

4. Mehmet Akbas
Date: 26 March 2010
Duration: 68 min.
Place: Koln, Koln Central Train Station, Germany

He joined Venge Sodiri, musical band of zaza music of the MKM, in 2000. He
performed in its album of Wayir(2001). Then, he immigrated to Germany. His
project of Mesopotamia sounds performed in concerts got many good critics. Right
now, he is working on for his first soloist album in Koln.

5. Roni
Date: 26 March 2010
Duration: 115 min.
Place: Koln, Germany

He is from Erzurum. He immigrated to Germany 15 years ago. He has an album
named “Were em dinbibin” in 2009.

6. Serdar
Date: 26 March 2010
Duration: 115 min.
Place: Koln, Germany

He immigrated to Germany at 13 years old, after the murder of his guerilla father and

elder brother. He performs in the chorus of TEV-CAND (Democratic Cultural
Movement of Mesopotamia).
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Other Kurdish Musicians

1. Aynur
Date: 24 May 2010
Duration: 70 min.
Place: Sony Music, Beyoglu

She is a Kurdish singer from Tunceli (Dersim). Her first album was Seyir (2002) in
Turkish. With her album of “Kece Kurdan”(2004) composed of Kurdish and Turkish
folk songs with new arrangements has received big attention in Turkey and
worldwide. This album is removed from the shelves by court order in the pretext that
it encourages women to go to mountains and become guerilla that she interpreted the
outcome of being famous for Kurdish songs. Her singing in Yavuz Tugul’s film of
“Goniil Yarast” and Fatih Akin’s movie of “Crossing the Bridge” are also famous.
She also performed Kardes Tiirkiiler’s album of “Bahar”(2005). Her recent albums
are Nupel(2005) and Rewend(2010).

2. Rojin
Date: 15 April 2010
Duration: 58 min.
Place: Bilgi University, Eyiip

Her first album, “Ya hep ya hi¢”, mostly in Turkish appeared in 2000. Her second
album, Si, Kurdish and Turkish, emerged from Sony Music in 2003. She was
arrested in 2005 for singing a Kurdish song. Her third album, “Jan” (2005) consists
of 9 Kurdish songs, 6 Turkish songs where she interpreted one of Loreena
McKennit’s song, “Tango To Evoro” in kurdish. She got the prize Kelebek for the
best folk music artist in 2005, which is the first for performer of Kurdish music. She
mentioned teaching theatre in the MKM before her music career. Her TV program,
Rojiname, in TRT6 got many disfavored critics from the supporters of Kurdish
movement. She resigned from TRT6 in the reason of severe censorship of the
administration.

3. Bajar and Kardes Tiirkiiler
Date: 16 March 2010
Duration: 75 min.
Place: BGST, Beyoglu
Interviewee: Vedat Yildirm

Vedat is the soloist of Bajar ( Kurdish rock band) and Kardes Tiirkiiler( band of
multicultural ethnic folk music). These two music band are the projects of
BGST(Bogazi¢i Group of Art and Performance ). Bajar’s first album appeared in
2009 with the name of “Nezbe”(“Come near””) where the band expressed the move
and the problems of Kurdish landscape to city.
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List of the Events Joined and Recorded

e Rojda’s press conference
Date: 7 February 2010
Duration: 23 min.

Place: MKM, Beyoglu

e MKM'’s concert in Bostanci Performance Center
Date: 24 February 2010
Duration: -
Place: Bostanci

e MKM'’s concert in Yedikule Zindanlari
Date: 26 June 2010
Duration: -
Place: Yedi Kule Zindanlari, Zeytinburnu

e Agire Jiyan’s concert in Bogazi¢i University
Date: 19 April 2010
Duration: -
Place: Bogazi¢i University, Etiler

e Bajar’s concert
Date: 20 April 2010
Duration: -

Place: Shaft, Kadikoy

e Aynur’s concert
Date: 7 May 2010
Duration: -

Place: IKSV, Beyoglu
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B. LIST OF CRITICAL DISCURSIVE TERMS

¢ Sincere/ Insincerity: “Samimi”/ “Samimiyetsizlik”-
The term of “insincerity” is used to describe the popular embracement of Kurdish
identity and the recognition of Kurdish cultural traits while this attitude escapes the
recognition of Kurdish resistance and its claims of Kurdish representation as well as
it misses the reality of 30 years of armed clash and Kurdish suffering. AKP’s
democratic opening policy and its supporters are insincere according to the members
of the Kurdish movement who use this term.

e Conscience: “Vicdan”
This term marks the quality of considering and respecting the Kurdish suffering
through the years of suppression before the recognition of Kurdish identity by the
AKP’s liberal policy of Democratic Opening.

e Where are you from? :”Nerelisin?”
This question is generally asked for searching mostly some common or close
paternal homeland and if this is confirmed it permits the speakers to enjoy their
shared past experiences. If not, it means some sense that the participants of the
conversation can have some difficulty of sharing experiences since they are outsider
to each other’s content of speech.

e Respect for Ethnic Plurality: This term is mostly used for “Halklarin
Kardesligi” (the Brootherhood of the People) where it reflects the common interests
of ethnic identities and their demands of universal recognition.

¢ Internationality: The term of internationality is used to define the quality of a

piece of art or artist to be known and admired universally by the audiences of
different groups and ethnicities.
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