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ABSTRACT

The Lost Lullaby
and Other Stories About Being an Armenian in Turkey
by

Melissa Bilal

This thesis tries to understand the experience of being an Armenian in Turkey today.
It focuses on lullabies as a gendered medium of transmitting memories. By analyzing
the change in the contexts within which lullabies are transmitted today, it argues that
displacement and loss are two interrelated experiences shaping the sense of being an

Armenian in Turkey.

By conceptualizing these experiences as tools for understanding the cultural politics
in Turkey, the liberal perspective of multiculturalism is criticized in this thesis. It is
argued that such a perspective dwells on the idea of dead cultures since it cuts the
link between the past and the present with regard to the existence of different

cultures in Anatolia and its destruction.

In a context where the Armenian culture is represented as detached from its lived
experiences and memory, it becomes impossible to share the grandmothers’ stories in
the public sphere and the loss itself becomes the experience of Armenianness. Young
generation of Armenians in Istanbul today, in their search for the Armenian identity,
develop a certain way of belonging to the space and culture that is shaped very much

by the experience of loss.
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KISA OZET

Kayip Ninni ve

Tiirkiye’de Ermeni Olmakla Ilgili Diger Hikayeler

Melissa Bilal

Bu tez giinimiiz Trkiye’sinde Ermeni olma deneyimini anlamaya ¢aligmaktadir.
Tezde ninniler, hafizamin aktariminda cinsiyetlendirilmis bir alan olarak ele
alinmaktadir. Ninnilerin buglinkii aktarim baglamlarindaki degisim incelenerek,
yersizlestirme ve kayip olgularinin Tirkiye’de Ermeni olma hissini sekillendiren

birbiriyle iligkili iki deneyim oldugu 6ne siirilmektedir.

Bu iki deneyimin kavramsallastirilmasi yoluyla, bu ¢ahsma, Tirkiye’deki kiiltiir
politikalarini ¢dztimlemekte ve liberal cokklttrlilik bakis agisini elestirmektedir.
Olii kilttirler fikrine dayanan liberal sdylemi miimkiin kilan seyin, farkli kiiltiirlerin
Anadolu’daki varhiginin yok edildiginin unutturulmast ve ge¢misle bugiin arasindaki

bagin koparilmasi oldugunu anlatmaya ¢aligmaktadir.

Ermeni kiiltiiriiniin yasanmiglik deneyimlerinden ve hafizasindan kopuk bir sekilde
temsil edildigi bir baglamda, kamusal alanda biiyiikannelerin hikayelerini paylasmak
imkansizlasmakta ve kayip, Ermenilik deneyiminin kendisi haline . gelmektedir.
Ermeni genglerinin bugiin Istanbul’da, yere ve kiiltiire dair gelistirdikleri aidiyet hissi

biiyiik 6lgtide bu kayip deneyimiyle sekillenmistir.
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PRELUDE: A JOURNEY THROUGH THE LOST LULLABY

When I was a little child my grandmother used to sing me lullabies. Among all 1

loved the following one the most:

Ningir mangig im sirasun, Sleep my dear child,

Oror yem asum, » I am singing you a lullaby,
Baydzar lusinn e megm hayum, Shiny moon is sweetly watching,
Ko ororotsum. ! Your cradle.

One day, I decided to go on a journey to the land of lullabies. I heard this lullaby of
my grandmother from other grandmothers. I met many children who fell into sleep

with the same lullaby.

Then I read a book. In the book, I saw other stanzas of this lullaby. They were telling
a story that I never heard before. I asked other children if they had ever heard it. They
answered “no”. I cannot tell you the story here. Because my grandmother told me
that it is “dangerous”. It is better to forget it. But now, I know that I will not forget
that story told in the remaining stanzas. As long as the first one reminds it to me, as

long as it whispers “don’t forget”.

' Kantsaran Haygagan Yerkeru, Dibaran Vosgedar, Cairo, p. 320. (see Appendix)



This thesis follows the traces of the lost lullaby. The path it offers to take is weaved
through the stories that also touch upon my experiences as an Armenian woman in
Turkey; my bilingual dreams, swinging between two languages, between two worlds;

2% 4

my hard times in calling my “mama” “anne” outside home; my confusion in the
Armenian primary school while reading patriotic poems and writing essays on the
‘military successes of the Turkish army’ and speaking from the subject position of: “I
am a Turk, I am right, I am hardworking (...) I devote my existence to the Turkish
existence. How happy is the one who says ‘I am a Turk’.”* and yet never knowing
where to situate myself as the topic ‘“The Armenian Issue’ was skipped by the history
teachers in our high school, causing an indefinable gap in my narrative of the self...
It touches upon my feeling of doubt... doubt about everything [ learnt, I heard on TV,
I read in the newspapers, a complete doubt, but without a proper content... my
uneasiness outside home and the community, looking for excuses w’hy‘I had a non-
Muslim name or why I was from a school with an unpronounceable name... my
feeling of displacement that came with the questions “What was an Armenian?
Where did I come from? Where did my parents come from? Did I have an identity
card, “niifus clizdani”? How come I could speak.ﬂuent Turkish? What kind of a
religion did I have?” stemming from a rather innocent curiosity combined with
ignorance towards my culture and identity... This path of lullabies touches upon my
fear stemming from the realization that there was something unspoken that was
disturbing people around me when [ told them that I was an Armenian... my

becoming feminist, understanding the experiences of both being a woman and having

a different identity rather than that of the ‘majority’... my being a part of the

? Tirkiim, dogruyum, ¢aligkanim. (...) Varhigim Tiirk varligima armagan olsun. Ne mutlu
Tirkiim diyene. From Andimiz (Our Oath) sung every morning by all primary school
students in Turkey.



women’s movement in Turkey and making politics through my gender, ethnic and
oppositional identities. ... grasping different layers of my identities and the sources of

oppression... and moreover, touching the lives of other women...

Going on a journey to the Armenian lullabies in order to understand the past and the
present, not just mine but others, not just to learn but to tell, not just for today but for

a better future...

Kele lao, kele ertank mur ergir, Get up my child, let’s go to our land,
Ertank mir Van, Let’s go to our Van,
Ertank mir Mus u Sasun. Our Mus and Sasun.
Kele lao, kele ertank mur ergir. Get up my child, let’s go to our land.

In the performance Miso Yerker (Songs of Mus) by an Armenian choir, Sayat Nova,
in Istanbul in December 1999 the conductor of the choir was telling us about the
story of the song that she would have sung soon. The song was a lament sung as a
lullaby by an Armenian woman who had migrated from Mus and was telling her

child her yearning to see her home again.

The music sounded like wailing; the words were expressing a deep longing. I was
puzzled and disturbed ... What kind of a lullaby was that? It carried something
stronger than what we used to think as a simple musical form to make children sleep.

It was full of sorrow, but also full of hope at the same time. It embraced a piece of

3 This lullaby was created in Talin region in Armenia by migrants from Sasun. Sirag
Yerkaran, ed. Garabed Hannesyan, Sirag Hradaraggadun, Beirut, 1988, p. 145. (see
Appendix)



life. Today, 1 know that it touched me not because I realized something totallv new
but because it reminded me a feeling that I shared with other people in that concert
hall, it was a familiar feeling that the lullabies created in me yet I had never thought

about it before.

Through the lullabies women had been expressing their desires and hopes as well as
their sorrow and grief, the way they saw and related to life. Lullabies were the secret
diaries of women, inscribed on words and melodies, which remained on the margins
of the ‘speakable’. Therein Armenian women had woven their gendered stories and

the history of Armenians in Anatolia filtered through their experiences.

Among Armenians in Istanbul today, singing lullabies is still a living practice for
putting children to sleep. Most of the time the grandmothers are the ones who sing
lullabies, putting into them their own life stories, their families’ or their towns’
stories. On the other hand, we as young people tend to forget our grandmothers’
lullabies. Today, in our technologized and ‘modernized’ lives the practice of singing

lullabies is becoming marginalized.

Yet while the tradition of singing lullabies and the lullabies of the grandmothers are
being forgotten day by day, at the same time, the growing interest in ethnic cultures
and ethnic music stemming from the newly emerging liberal discourse towards
difference in Turkey as well as the struggles of ethnic groups for recognition, lead to
a flourishing of albums én Armenian music in the market, which also includes

lullabies. Our relation to lullabies is changing today due to the changes in their



functions, in the mediums of their transmission, in the context within which they are

produced.

Although these changes can be analyzed within a framework of transformation of
traditional musical forms in a ‘modernized’ context, I argue that one cannot place the
story of lullabies into such a singular, linear history. Since the stories that lullabies
tell mostly stand in the rupture point of the history of Armenians in Anatolia, we
have to analyze the identity politics that shape the remembering of Armenian

lullabies in Turkey.

Lullabies, in contrast to any other traditional musical form are produced in a very
specific context and transmitted through a bodily, sensual and intimate relationship.
Grandmothers’ lullabies with their stories become parts of our bodies through the
senses that they transmit. The meaning that is created through this transmission

attributes them a truth-value shared by the singer and the listener.

These senses and meanings through which the grandmothers’ lullabies and stories are
transmitted are repressed in Turkey due to the identity politics very much shaped
within the nationalist discourse. The lullabies that are sung by women are
marginalized in the discourse that represent the Armenian culture as simply one
‘color’ in Turkey’s cultural mosaic in which different cultures are reified in the form
of cuisines, folklore or other ‘authentic’ cultural products. The displacements that the
Armenians experience when their cultural belongings and other elements of identity
become de-contextualized and detached from their meanings within these new

representations are rarely mentioned.



However, lullabies with the stories they tell, the experienced they express, the senses
they transmit contain elements that make them impossible to be contained by any
discourse about ‘identity’; always containing excesses and lacks in relation to any
definition or representation articulated through language. The senses that they
transmit enable us to relate to a loss, which I argue defines the Armenian subjectivity

in Turkey.

In this thesis by following the marks that the fragmented memories of our
grandmothers’ lullabies leave on our bodies I am trying to grasp our belonging to an

identity marked with a loss whose stories are still waiting to be told.



INTRODUCTION: RE-SEARCHING THE ARMENIAN LULLABIES

This thesis is about Armenians in Turkey, an ethnic group who has become a ‘minority’
in their homelands by the establishment of the nation-state, the Republic of Turkey,
whose ‘national’ identity is constructed on the basis of rejecting both the historical
presence of Armenians in Anatolia and exterminating that presence through violence. By
analyzing the contexts within which Armenian lullabies are remembered, this thesis tries
to capture the lived experience of Armeniannes today within the changing cultural /

identity politics in Turkey.

I specifically focus on the transmission of lullabies sung by Armenian grandmothers as
one of the most significant sites where I can trace the senses of displacement and loss
defining the Armenian ‘minority’ subjectivity in Turkey. | argue that because these
lullabies and stories still remain silenced within the representations of Armenianness in
Turkey and because the context where they find meaning changed, the lived experience
of Armenianness in Turkey today become invisible in the available representations of

‘Armenianness’.

The experience of displacem’ent and loss define the sense of being an Armenian in
Turkey. I believe without focusing on these experiences it is impossible to talk about
Armenians or any non-muslim, non-Turkish group in Turkey. Thus, with the help of the
accounts of the people that [ interviewed during my research, by following the ruptures
and gaps in the transmission of memories in lullabies, I trace the marks of the loss and

the unrepresented, displaced excesses of Armenian belonging in Turkey. This gives me a



vantage point to criticize the new liberal discourse emerging in Turkey that tries to
represent different cultures, especially that of the non-muslims without taking these

experiences and senses into consideration.

With respect to theoretical and political concerns 1 try to distance myself from the
scholarly works in Turkey that deploy conventional definitions of ‘minority’, or theories
of ethnicity and nationalism in their analysis of Armenian identity as I believe that they
fall short in understanding the experienées of violence, oppression, invisibility,
alienation, uneasiness and so on, that the non-dominant groups experience within nation-
states. Some of them restrict the issue to a problem of ‘rights’, formulated by way of
stating that there is a nation-state which is supposed to represent all of its citizens and
the only problem is that this state does not grant equal rights to its ‘minority’ citizens (an
idea developed mainly within the context of Turkey’s application for the EU
membership). They often do not question the processes within which the states claim the

lands where different ethnic groups have been living as their ‘national territory’.

To put it differently, these works either speak from within the dominant nation-state
paradigm considering the nation-state as given or they develop macro level approaches
reducing the issue to a conflict between states and groups. Most of these scholarly works
have developed within the framework of a liberal discourse, which fail to provide

satisfactory answers to the conflicts stemming from the above-mentioned experiences.

Similarly, Niikhet Sirman states that “a rights discourse, as is common in most of the

studies on citizenship, is not adequate to grasp the real operation of gendered citizenship,



and this especially so in postcolonial conditions. The classical discussions on citizenship
starting from Marshall usually provide a classification of the nature of the rights that
have been accorded to the individual citizen using a universalistic discourse (e.g. Turner
1990). This universalism is premised on a particular reading of liberal democracies that
does not pose the issue of belonging to a polity in terms of identity and the constitution

of the subject as citizen, nor of the constitution of the polity itself.”!

The majority of the academic work in Turkey speaking about ‘minorities’ is often
detached from the lived experiences of the people. As they often do not problematize the
minority/majority dichotomy, they cannot offer “a multi-axial understanding of power™.
Besides, they don’t focus on how groups with different identities experienced the

nationalization process of their land and the kind of displacement and loss that this

process created in their ways of being in the present.

I argue that the historical experiences of these groups during the Turkification process of
Anatolia, which became taboos of the Republic of Turkey, shape the way they live their
identities today and the way they relate to state and citizenship. I believe without
historicizing these experiences, any ethnographic work about these groups would be

inaccurate.

! Niikhet Sirman, “The Making of Familial Citizenship in Turkey”, forthcoming, p.A 147.

? Avtar Brah, “Diaspora, Border and Transnational Identities”, in Cartographies of Diaspora:
Contesting Identities, London: Routledge, 1996, p. 189.



[ argue that displacement and loss are the two significant experiences that shape the way
the sense of Armenianness is lived today in relation to memory, history and culture.
Therefore, while laying out my theoretical framework, in order to develop a deeper
understanding of what is at stake in a ‘minority’ p;)sition, I will start developing my
analytical tools from the notions of displacement and loss as defining elements sﬁaping
the senses of being an Armenian in Turkey today. In the following lines I will explain

what I mean by displacement and loss.

I use displacement or the condition of being displaced not only to refer to the
detachment from a physical space. I believe, not only the physical space itself, but also

the power relations that shape the past and the present of that space define the condition

of being displaced.

Armenians living in Turkey consider Anatolia as their homeland. Even today while the
great majority of the Armenian population lives in Istanbul®, far away from their
Anatolian hometowns, they still think they have never left this homeland. Yet the
massacres, deportatibns, forced migration and the discrimination they faced during the
latter part of the 19" and throughout the 20" century not only violently separated them
from their lands and exterminated a whole population but also destroyed their cultural

heritage and disrupted their ties with their memories, history and culture. And today

? Although there are a few Armenian families in Anatolia today, one can speak of an Armenian
community only for Istanbul. Today, the estimated number of Armenians in Istanbul is 60.000
and the only Armenian village left in Anatolia is Vakifkiig (Vakifkoy) in Hatay, whose population
is nearly 150. For detailed information see Bertrand Buchwalter, “Portrait de la Communauté
Arménienne d’Istanbul”, Les Relations Turco-Arméniennes. Quelles Perspectives?, Institut
Francais d’Etudes Anatoliennes, ed. George Dumezil, Istanbul, Novembre 2002, pp. 19-45.
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their position within the configuration of power relations shaping the identity politics in
Turkey makes them feel displaced in their home as expressed in the following words in
one of the interviews: “I am in a weird situation here. (...) You are on your land but you
are the citizen of Turkey. And moreover, you are a second-class citizen. This leads you
to a search and you try to say ‘I am here’. (...) You try to attach yourself to something in

order to make yourself visible and that turns out to be ‘I was here’.”

A migration wave from Anatolia to Istanbul continued throughout the 20™ century, until
only a few families were left behind in each town, and no Armenian schools, churches or
other institutions functioned any longer. During the first half of the 20" century, Istanbul
became a new home for Armenians from various Anatolian villages. Migrant families of
the past few decades, those who were last to leave their homes, did so mostly because
they felt insecure in their hometowns, where they were the last Armenian households

who were not always welcomed by the new settlers in their villages or towns.

Today Armenians in Istanbul, whether having migrated from Anatolia or living there for
centuries, feel displaced in their homes, because of the discontinuities in their history,
memory, and cultural belongings. For many decades they could not embrace their
cultural heritage due to the restrictions against the reproduction and expression of
cultural material about different ethnic groups in Turkey. Since Turkishness, ‘Turkish

national culture’ and the official ‘Turkish History’ were constructed and shaped through

* Ben burda ¢ok acaip bir konumdayim. (...) Sen kendi topraklarindasin fakat Tiirkiye’nin
vatandagisin. Ve Tirkiye’nin ikinci sinif vatandagisin. Bu seni bir arayisa, “ya ben de varim”a
y6nlendiriyor. (...) Bunu yapmak i¢in de bir geylere asilmak istiyorsun, tutunmak istiyorsun. O
iste ne oluyor, “ben buradaydim” oluyor.

11



the social and economic expropriation of the local heritage and wealth, and the denial of
the Armenian as well as the other ethnic identities and cultures in the nationalized

territory, everything that referred to the presence of Armenians in Anatolia was silenced.

Floya Anthias defines home as: “a shared space where we can ‘feel at home’, not just in
the literal sense of place but also in the imagining of a collectivity, whether it be ethnic
or national or a community structured by a shared gender or one about our class
position.” Armenians in Turkey feel displaced at their home very much by the
exclusion of Armenians from the history, the memory and the culture of Anatolia, the
land where they lived for thousands of yearé with other ethnic groups. Armenians feel
obliged to constantly rearticulate their belonging to this land through an emphasis on
their history, for all the things reminiscent of their presence in Anatolia do not suffice to

make them visible in this home.

Not only the invisibility and exclusion from the representations of culture and history in
the land and the restrictions on producing cultural material about Armenians, but also
the double standards that they have to experience in terms of citiizenship rights robs them

of the true comfort of being at home in Turkey.

Throughout the Republican Era, Armenians and other groups faced various forms of
discriminations and violence mainly due to their ethnic, religious and cultural identities.

In providing examples, one can mention the violations against the individual civil rights

’ Floya Anthias, “Beyond Feminism and Multiculturalism: Locating Difference and the Politics
of Location”, Women's Studies International Forum, Vol. 25, No. 3, 2002, p. 277.
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such as restrictions in expressing one’s identity and opinions about identity politics;
freedom of choosing profession —for example the non-muslims cannot become civil
servants except in the field of education- or conducting research and publishing about
the Armenian history that will question the official history. As for the communal rights,
the difficulties in training clergymen, attaqks on churches and community schools, the
prohibition of the instruction of Armenian history and culture, the confiscation of the
communal properties, the production of news and programs in the media which are full
of insults, attacks and misrepresentations that contribute to the anti-Armenian

prejudices, etc.®

For many decades these discriminations remained unspoken in Turkey bécause in the
public sphere Armenianneés has been associated with a denied history of violence and
presented as an ‘issue’ of international politics. Today despite attempts to make these
discriminations visible, the political organization of the Armenians through their ethnic

identities and raising their voices against discrimination are still very difficult.

I would claim that memory has always been the main sphere, determining the political
definition of the Armenian identity in Turkey. The way Armenians are perceived in
Turkey as well as how they situate themselves vis-a-vis the nationalist politics is defined
by past. Past has a meaning for present, both in terms of remembrance and the way

Armenianness is defined by the dominant discourse. As long as the generations in

8 See Tessa Hoffman, “Adrmenians In Turkey Today: A Critical Assessment of the Situation of the
Armenian Minority in the Turkish Republic”, The EU Office of Armenian Associations of
Europe, Brussels, 2002.
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Turkey are socialized within a dominant nationalist understanding of the Armenian past
in Anatolia, the way they perceive Armenians will be very much shaped through the

perspective of the official history defining the Armenian ‘issue’.

The Turkish nationalist discourse from its liberal form to extreme nationalism and
racism exercise power on Armenians by repressing their narratives of the past. In Turkey
although there have been some attempts by oppositional groups, past is still not worked
through, the way Adorno explains it. Adorno says that “one wants to break free of the
past: rightly, because nothing at all can live in its shadow, and because there will be no
end to the terror as long as guilt and violence are repaid with guilt and violence;
wrongly, because the past that one would like to evade is still very much alive.”” He
believes “the past will have been worked through only when the causes of what
happened then have been eliminated. Only because the causes continue to exist does the

captivating spell of the past remain to this day unbroken.”®

However so far in Turkey state and nationalist groups have always insisted on denying
or producing opposite discourses to what they call the ‘so called’” Armenian Genocide.
Similarly, the contemporary liberal discourse offers to ‘leave. the past aside and look to
the future’. Caner Dogan in his article on debates around Atom Egoyan’s film Ararat,
which was harshly attacked and could not be shown in the cinema halls in Turkey due to

the reactions of the nationalists, says that “the way liberal stance defines the problem

7 Theodor Adorno, “The Meaning of Working Through the Past”, in Critical Models, New Y ork:
Columbia University Press, 1998, p. 89.

B Adorno, p. 103.

14



and the solution it offers is far from being peaceful and just” and he adds: “knowledge
about the past is reproduced by the institutional discursive practices and finds continuity
in shaping our social behavior and relations rather than being produced and manipulated
in the autonomous world of consciousness. (...) Unfortunately, since the establishment
of the republic, the dominant national historiography in Turkey has been defining
Turkish existence and honor on the basis of the denial of the pains of the ‘others’,

turning the carriers of these pains into enemies and aliens in their homeland.”

Adorno also speaks about a “hollow space formed in the discourse”'® in the expression
of violence. Similarly, for Armenians in Turkey, leaving the past behind is impossible
because the life stories already contains a gap stemming from not being able to spell out
the past. The past is alive and has some power over today because it is not mastered yet
and as peoples of Turkey we are trying to construct our lives on ruins, not just the

subordinate ones but also the ones who consider themselves as ‘majority’.

With the rise of the Kurdish struggle in the last decades and the process of admission to
the European Union, Turkey had to change its dominant discourse on identity politics.
Within the space opened up by the efforts of oppositional intellectuals and activists as
well as that of members of non-muslim and non-Turkish ethnic groups, especially

culture and collective memory became important sites of struggle. The way national

identity and national culture was constructed through denying or Turkifying different

? Caner Dogan, Ermeni ‘Sorunu’ ve ‘Tarafsizlik’, Post Express, no: 34, 20 February-20 March
2004, Istanbul, p.10.

1% Adorno, p. 90.
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ethnic groups in Anatolia and the way national history misrepresented the experiences of

these groups started to be criticized.

However, on the other hand, simultaneously, a liberal stance evolved among various
media, academic and arts circles that has fashioned a discourse of ‘tolerance’ towards
minorities, regarding non-muslim groups as ‘vanishing colors’ of Anatolia. From time to
time members of the non-muslim groups themselves filled the subject positions opened

up by this discourse in order to escape from invisibility in the representations of this

geography.

Yet, even this ‘mosaics’ discourse was criticized by the extreme nationalist groups such
as Millivet¢i Hareket Partisi (Nationalist Action Party) and the military officials
especially at times where an international conflict raised turning these groups into
targets of attacks. These people were often called i¢ mihrak (enemy inside) and were
expected to repeat their loyalty to the Turkish state, which necessitated being silent

about their past and present problems.

I believe at this historical moment in the history of the Republic of Turkey, studying
memory is a very important political and theoretical concern. As the issues of identity
and culture have become fashionable topics of discussion, it is important to be critical
about the hegemonic perspectives developed by old nationalisms in their new liberal

outlooks and develop critical perspectives to the issue.
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Ethnic groups or cultures, especially the experiences of non-muslim groups started to be
spoken about in Turkey in a period when they have been already expelled from the
Anatolian geography and their cultural heritage was nearly lost. Yelda’s words express
this very well: “the ones that are invited to dialogue, the ones that are pretended to be
invited to the dialogue are not the ones that we are still living together but the ones

whose returning back is never mentioned anymore.” !

Robert Spam criticizes this perspective by telling “I am not suggesting that
multiculturalism is simply ‘fun’, a culinary delight where one wanders from falafel one
week to sushi next, with some salsa dancing on Friday night and samba Saturday” and
he mentions that “any substantive multiculturalism has to recognize the political realities
of injustice and inequality and the consequent existential realities of pain, anger and
resentment, since the multiple cultures invoked by term ‘multiculturalism’ have not
historically coexisted in relations of equality and mutual respect”.'* In this respect, I
believe in order to speak about difference and culture we have to decipher the dynamics
of the nation-state formation and the power relations that shape those identities which do

not quite fit into the definition of the ‘national’.

Because the formation of ‘national unity’ in Turkey was achieved when Anatolia was a

homeland for at least 20 ethnic, religious and cultural groups who were still present on

' yelda, “Hele Bir Gitsinler, Dialog Ondan Sonra” in Hele Bir Gitsinler, Dialog Ondan Sonra,
Belge Yayinlari, 2003, p. 30.

2 Robert Spam, “Multiculturalism and the Neoconservatives” in Dangerous Liaisons Gender

Nation and Postcolonial Perspectives, Anne McClintock, Aamir Mufti, and Ella Shohat, eds.
Cultural Politics, University of Minnesota Press, v. 11, 1997, p. 200.
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that land during the establishment of the Republic, any discussion around ethnicity,
identity or multiculturalism in Turkey should take into consideration the territorial
dimension of the national identity and how the project of the national sovereignty over a
land gave way to displacement and loss of the history, culture, memories and identities
of the people sharing the same land. Thus it should focus on how the envisaged ‘national

identity’ was the product of complex power relations.

I find feminist theoreticians’ critical understandings of difference very helpful in
approaching the lived experiences of people who occupy subordinate positions within
the configuration of power relations in a society. Floya Anthias’ formulation of
difference then becomes very important for my framework. She reformulates the notion
of difference in two ways: “one to think of difference in terms of imaginings around
boundaries. The second is to reformulate difference in terms of positionality by referring
to ‘hierarchical’ difference: this specifies the lovcus of attention away from the general
problem of differentiation to one relating to asymmetries.”"” And as a critical response
to the liberals who tend to either overlook or overemphasize the differences, Audre
Lorde’s words are illuminating: “Certainly there are very real differences among us of
race, age, and sex. But it is not those differences that are separating us. It is rather our
refusal to recognize those differences and to examine the distortions that result from our

misnaming them and their effects upon human behavior and expectation.”14

3 Anthias, 2002, p. 278.
" Audre Laurde, “Age, Race, Class, and Sex: Women Redefining Difference” in Dangerous

Liaisons: Gender Nation and Postcolonial Perspectives, Anne McClintock, Aamir Mufti, and
Ella Shohat, eds. Cultural Politics, v. 11, 1997, p.375.
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Certainly one can discuss the concepts of identity and difference from various
theoretical and political positions. However, in this introductory chapter I choose to give
a brief explanation of my framework in approaching to the experiences of Armenianness
in relation to the dominant identity politics in Turkey. For this purpose 1 only wouid like
to mention, by borrowing Stuart Hall’s words, that “identity is such a concept- operating
‘under erasure’ in the interval between reversal and emergence; an idea which cannot be
thought in the old way, but without which certain key questions cannot be thought at
all”’ and that 1 focus on “its centrality to the question of agency and politics”.!®
Similarly Floya Anthias’ “reformulating the basis for treating ‘identities’ outside the
parameters of old ethnicities, by developing the concept of ‘translocational’
positionality”'” is a crucial tool for me. She says that the “issues of exclusion, political
mobilization on the basis of collective identity, and narrations of belonging and
otherness cannot be addressed adequately unless they are located within other
constructions of difference and identity, particularly around gender and class.” '* In this

respect, gender is one of my main analytical and political tools in my approach to

lullabies.

In this thesis, [ will be focusing on Armenian lullabies however, my approach to lullaby

as a musical form is not simply folkloric. In Armenian sources, lullaby is defined as a

" Stuart Hall, “Who Needs ‘Identity’?” in Questions of Cultural Identity, eds. Stuart Hall, Paul
du Gay, Sage Publications: London, 1998, p. 2.

' Hall, 1998, p.2.

'" Floya Anthias, “New hybridities, Old Concepts: The Limits of ‘Culture’”, Ethnic and Racial
Studies, Vol. 24, No. 4, July 2001, p. 620.

¥ Anthias, p. 620.
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genre of folk song, called as ororotsayin, ororerk, oror, hayrur, ruri, lurig, cor-cor,
dandan, nenni, nanar among Armenians. It is said that “they often consist of two, three,
four or more stanzas with repetitions, which often shift from the given measure
providing the song with a variety in musicality. The themes that dominate traditional
lullaby songs are praising the child, good wishes, often including motifs that reflect the
mother’s personal experiences. By expressing the different aspects and realities of the
socio-historical life, social relations, various beliefs and depictions of the people

lullabies gain important value for studies of history.”"?

In Turkey, lullaby as a genre of folk music was mainly studied in the field of folklore
studies. We come across with sources of lullabies in the local folklore books. Yet, one
should also look at the way lullabies were made the essence of ‘national culture’ in a
very gendered way; positioning ‘Turkish mothers’ as essential carriers of Turkishness
through lullabies. During the early republican period, lullabies were considered as an
important genre in the construction of the ‘national culture’. Enver Behnan Sapolyo
gives the definition of a lullaby as: “melodic folk poems of single stanza, that mothers
sing for putting their children into sleep. Lullabies are created only for little children.
Neither their poets are known nor they have a written version. Their poets are Turkish
mothers. They pass through ear to ear from mother to daughter, in this way from mouth
to mouth it goes on through generations by oral transmission. They have a certain

melody. The Turkish mothers living all around the world, raise a newborn child with this

' R. Krikoryan, Ororostayin Yerk, Haygagan Sovedagan Hanrakidaran, vol. 12, Yerevan, 1986,
p-602,
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melody, by these stanzas with four lines. (...) Every Turkish child has slept and grew up

with this lullaby. (...) the delicacy of the Turkish folk lullabies is rare in other nations.”*

All of the lullabies published in these works are in Turkish and there are no accounts of
lullabies in other tongues in Anatolia. Moreover, these lullabies are considered as the
registers of the ‘history of Turkish civilization’ and certain methods were advised in
collecting lullabies: “These are the methods for collecting lullabies in folklore. If one
obeys these while gathering lullabies, it is beneficial. In the future, the moral civilization

registers of the people will help writing the history of Turkish civilization.”!

In an anthology the author differentiates between mothers’ creations and the creations of
male composers and emphasizes that the lullabies are products of women’s literature:
“The first poets and composers of the lullabies are mothers. Although there are lullabies
that are created by men for warbling the national and heroic sentiments, such as Ziya
Gokalp’s and Abdullah Tukay’s imitative lullabies and are adopted by the people, over
all our lullabies have been sung by sisters, aunts, grandmothers, nannies and by little
girls to their dolls, and it is a product of a mother, in other words, they are part of
women’s literature; they are maybe the oldest forms of continuing oral literature and the

. . 22
richest sources of our musical culture.”

2 Enver Behnan Sapolyo, Halk Ninnileri, Halit Yaymevi, Istanbul, 1937, s. 15.
a Sapolyo, s.50.

Also see: Ninniler, Tiirk Folklor ve Etnografya Bibliografyast, Milli Egitim Bakanlig: Milli
Folklor Enstitiisii Yayinlart: 5, Ankara, 1971, s. 157-160.

2 Amil Celebioglu, Tiirk Ninni Hazinesi, Kitabevi Yayinlari, 1995, p. 10.
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There is a similar trend in the studies of Armenian folklore that consider lullabies as a

'3 More often, lullabies are considered as

genre of the ‘national traditional art of music
oral sources for the Armenian history in Anatolia kept by women, expressing the
“Armenian way of living, with its fragments of life and social-historical problems. (...)
The themes of these songs may be the environment where the child lives; the socially,
economically and legally oppressed situation of the woman, the mother, as well as the
socio-political life and certain aspects of the psychological characteristics of the

Armenian people.”**

My approach to lullabies is quite different. Rather than taking them as part of ethnic or
national culture, to study lullabies in relation to gendered ways of transmitting both
personal and social memories. Lullabies, in this context convey the most intimate
transmission of feelings and experiences, as well as pointing to ruptures and
discontinuities of the culture and memory. They are therefore, significant sites where
one can grasp not only the cultural expressions of a certain community (the form of
lullabies as a genre point to conventional ways of transmission) but also, the gendered
experiencing of that culture as long as they articulate hopes, desires, fears and pain sung

by women.

Moreover, telling the story of the Armenian lullabies is significant for me because it

enables me to trace the marks of displacement and loss that shape the Armenian

PR, Atayan, Ororostayin Yerk, Haygagan Sovedagan Hanrakidaran, vol. 12, Yerevan, 1986,
p.602.

# R. H. Krikoryan, Hay Jogovirtagan Ororotsayin yev Mangagan Yerker, Yerevan, 1970, p.12.
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belonging to Anatolia. I consider lullabies as mediums through which Armenian women
expressed their gendered stories and the history of Armenians in Anatolia filtered
through their experiences. In Chapter 2, [ try to explain how grandmothers’ stories stand
both on the margins of the dominant “Turkish National History’ and of the Armenian
collective memory in Turkey. I argue that the kind of memory that the grandmothers’
lullabies and stories create is bodily, intimate and sensual. In Chapter 3 I try to make a
distinction between grandmothers’ lullabies and Iullabies that are presented as a genre of
Armenian music. 1 discuss how the sensual experiences are marginalized today as
lullabies are displaced from the context in which they acquire meaning. I speak about
how young Armenians criticize the liberal ‘colors’ discourse by invoking the specific
ways they experience Armenianness; these are mostly invisible in representations of ‘the
Armenian’ in Turkey. In Chapter 4, I argue that the fragments of memories that are
transmitted through the lullabies shape the way young Armenians relate to their
identities today. The silencing of the stories of the grandmothers in a context which robs
them their sensual meanings of time, place and memory, and the means for sharing them
with other people creates a feeling of displacement in young Armenians, and the loss
becomes the defining sense of Armenianness within this context where the only possible

way to represent cultures is to folklorize them and present them as ‘dead’.

Therefore, experience becomes another important methodological tool in my analysis,
since it enables me to see both how the identities are lived in everyday level with all the
senses, emotions, desires and pain and the subjectivities are created through these
elements within certain temporal and spatial configuration of the subject. Experience is

not an unmediated concept; it is structured and articulated within social and historical
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context. Joan W. Scott argues that, “experience is at once always already an
interpretation and is in need of interpretation. What counts as experience is neither self-

evident nor straightforward; it is always contested, always therefore political.”*

The concept of experience enables me to see the instances where the Armenian identity
cannot be constructed as a unified whole. By tracing the gaps in the memories, which
hinder the constitution of a unified identity, 1 can feel the sense of doubt, unease,
inbetweenness and invisibility that the gap between the represented and the lived
experience creates. Rather than taking the concept and situation of being a minority as
something given, by referring to experience, I can question the process in which certain
groups are turned into minorities. And I believe what it means to be a minority in Turkey

can only be understood by tackling these questions.

The Characters in This Story

[ started working with lullabies in March 2001. We were a group of Armenian women
aiming to work on the history of Armenian women. In March 2001, for the Women’s
Day celebrations within the Armenian community, we decided to collect Armenian

lullabies and present them as sources for the history of Armenian women in Anatolia.

In our performance, Orornerov Artintsank - Ninnilerle Uyandik (We Woke Up With The

Lullabies), which aimed at re-reading the history of Armenian women in Anatolia

5 Joan W. Scott, “Experience” in Feminists Theorize the Political, eds. Judith Butler and Joan
W. Scott, London: Routledge, 1992, p. 37.
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through the lullabies, we presented photographs of Armenian women from different
regions of Anatolia with samples of lullabies accompanied with their stories, which were

performed by Armenian women in a live music and dance performance.

For this project, our sources were music albums and printed material that we borrowed
from people in the community who had archives of Armenian music. The printed
material that I continued collecting later on, were anthologies of Armenian music,
published or released in countries such as Turkey, France, Armenia, Lebanon, Egypt and
the US, and consisted traditional and composed lullabies from Anatolian geography.
Among these are Sirag Songbooks, which have been published by Sirag Publication
house in Beirut since 1952 and include collections of different genres of Armenian
music with the photographs and biographies of prominent Armenian composers and
performers; Kantsaran Haygagan Yerkeru (The Treasure of Armenian Songs) published
in Cairo, Mihran Tumacan’s Hayreni Yerk U Pan (Song and Word), published in
Yerevan in 1972 (v.1), 1983 (v.2), 1986 (v.3) containing samples of Armenian
traditional folk songs of different genres such as wedding songs, lullabies, dance songs,
working songs etc. from various regions; Tumacan gathered these from Armenians who
immigrated to US in 1920’s. Besides, T. Azaryan’s Agn U Agntsik: Azkakragan yev
Gensakragan Hisadagaran, (Agn and the People of Agn: A National and Biographical
Memory Book) published in Istanbul in 1943 and Talini Haygagan Jogovirtagan Yerker
yev Nwvakner (Armenian Folk Songs and Instruments of Talin) published in Yerevan in
1984 are also sources for traditional lullabies. Another important source, which is the

only book that is devoted to the genre of lullabies and children songs is R. H.
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Krikoryan’s Hay Jogovrtagan Ororotsayin yev Mangagan Yerker (Armenian Folk

Lullabies and Children Songs) published in Yerevan in 1970.

In addition to written sources, we also visited six women in March 2001 and listened to
their lullabies, which were either their -and their mothers’, grandmothers’- creations as
well as the composed ones that they had learned at school or in choirs. Shortly after this
performance, 1 started to search for lullabies from women for my thesis. This time not
only collecting lullabies but also how people remembered and related to them was the
focus of my work. While listening to their lullabies, I also listened to the life stories of
women. I visited ten women in Istanbul in summer 2002 and in summer 2003. They
were from Darende (Malatya), Arapgir (Malatya), Adiyaman, Merzifon/Gilimiishacikdy

(Amasya), Burunkisla (Yozgat), Kayseri, Sasun, Erzurum and Istanbul.

In August 2002 I visited Vakifkdy (Hatay), the only remaining Armenian village in
Anatolia today. I sat down and listened to the life stories and lullabies of women in this
last Armenian village in Anatolia, who still carry the marks of the memory of resistance
days in their village and in their lives. The village itself was a strong reminder of loss.
That unique Armenian village on the margin of Anatolia stood as if it was referring to

the absence of Armenians from the Anatolian geography.”®

* In August 2001, I visited several villages in Eastern Hemgin. During my visit, I spoke with
many women about practices around putting children to sleep and singing lullabies. I could also
find the chance to record lullabies in Hemsin Armenian. Yet since | believe that the Hemsin
identity and culture should be studied in a different perspective rather than the Armenian identity
and culture in Turkey and it requires a specialization on its unique characteristics differing from
both the Armenian community as well as the Black Sea culture, I consider them beyond the
scope of this work.
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I prefer to call the women, whom I talked to and listened lullabies from as
“grandmothers” since I started my journey to the lullabies with my own grandmother.
Moreover, these women are the last witnesses of the exile of Armenians from Anatolia
whose stories are shaping our present. They are the last ones to tell these stories with all

their sensuality that grant them meaning.

As for the young generation, I found the opportunity to share ideas and experiences with
a group of young Armenians. During spring and summer 2003, I interviewed eight
women and four men aged between 22 and 27, who passed their childhood in the 1980s
under the shadow of the military coup, in a period when the word ‘Armenian’ was hard
to pronounce in Turkey. Besides, they are the first generation who experienced both the

1980s and the shift in the discourse of identity politics in Turkey after 1990s.

These young Armenians are all university students or graduates; except two of them
(one of them could not attend to Armenian school because her father was Siryani, and
the other left after primary school and attended to a French high school) all are graduates
of Armenian community schools. Three of them were born in towns in Anatolia, two in
Kastamonu and one in Bitlis and they had migrated to Istanbul before the primary
school. The others were born in Istanbul, and their parents or grandparents were from
Adiyaman, Amasya (Glimushacikdy), Ankara, Bitlis, Diyarbakir, Elazig (Harput),
Erzurum, Hatay, Istanbul, Kastamonu, Kayseri, Konya (Eregli), Sivas and Yozgat

(Burunkigla). One of them has Rum mother and the other Siiryani father.
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These young people consider themselves as Armenian in multiple ways. They are all
involved with the Armenian community through either working in its institutions,
organizations or participating in their activities outside the community that contribute to
the visibility of the Armenian culture as well as the problems of the Armenian
community in Istanbul. They all consider themselves “doing something for Armenians”
at the same time they are in a dynamic process of defining their own understanding of
Armenianness, shaping critical perspectives about the Armenian community. Needless to

say, they are not the representatives of a generation but a certain trend.

While trying to understand the Armenian ‘minority’ subjectivity in Turkey today by
tracing it in the narratives of the young Armenians by going back to the stories of
grandmothers, what seems to miss from this picture is the mothers’ generation. Their
experience of the Armenian identity was harder than ours. They witnessed many violent
attacks targeting the non-muslims in Turkey. The possibility of the re-occurrence of
violence is very much part of the way they imagine their identities. For this reason, their
experiences should be considered within a framework, which focuses more on the
1960s’, 1970s’ and 1980s’ political conjuncture in Turkey and the situation of the
Armenian community, which I tried to mention briefly in Chapter 1. However, they are
always in between the lines of the narratives of the young people, for we are a
~ generation who were raised by them, and were influenced by their dreams, their hopes,

their struggles, their conflicts and their fears.

As a last but most important point, I would like to tell that [ keep confidential the names

of the people that contributed to this work with their life stories and accounts about
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being an Armenian in Turkey. However, it is the predicament of doing ethnographic
work in Turkey about Armenians that I feel obliged to keep confidential the names of
grandmothers, who should be considered as source persons for the lullabies. The
lullabies cited in this thesis belong to their creators, the Armenian women and any

quotation from them necessitates their own permission.

29



NATIONALIZATION OF CULTURE: THE CHANGING BOUNDARIES OF

VISIBILITY OF ARMENIANS IN TURKEY

“We, Armenian women, have shouldered a heavy weight. Our load is silence. Even
we ourselves become alienated from our history, stories, and songs that are
considered dangerous. Since our identity is confined into the pages of history books
or international law debates, our contemporary problems become invisible. Our

neighbors, friends are alien to our language, culture and existence.”'

In the introduction chapter, I defined displacement as being displaced not only from
a homeland but also from one’s language, music, lullabies, stories, memories, one’s
culture and history shaped in that specific land. Kurdish writer Muhsin Kizilkaya

expresses this feeling by saying that he is exiled from his mother tongue.’

[ told that the Armenians in Turkey could not easily embrace their cultural heritage

in Anatolia for decades, because the ‘national identity’ in Turkey, ‘Turkish national

' Ermeni kadmnlar1 olarak agir bir yiik sirtlanmisiz. Yiikiimiiz sessizlik. Tehlikeli sayilan
tarihimize, hikayelerimize, sarkilarimiza biz bile yabancilagiyoruz. Kimligimiz tarih
kitaplarma ya da uluslararasi hukuk tartigmalarina hapsedildigi i¢in bugiin yasadigimiz
sorunlar goriinmez oluyor. Komgularimiz arkadaslarimiz, bizim dilimize, kiiltiriimize,
varhgimiza yabanci. Bohgalari Agtik, Kadinlar Birbirlerine Dogru Yiiriiyor Kampanyasi
sonug bildirgesi (from the booklet of the campaign Women are Marching towards Each
other), 6-14 July 2002, p.21.

? Muhsin Kizilkaya, “Anadilde Egitim Gormeden Kiirtge’den Tiirkge’ye Ceviri Yapmak”,
Avrupa Birligi Stirecinde Dil Haklar: panel, Bilgi University, 19-20 December 2003.

For many decades since the establishment of the republic, policies towards language have
been one of the main tools of governmentality for assimilating people with different ethnic
identities into a unified Turkish identity. There have been restrictions on the use of any
Anatolian tongue other than Turkish. The following are examples to such restrictions: the
ban on the use and broadcasting of Kurdish language, campaigns such as Vatandas Tiirkce
Konusg (Citizen, Speak Turkish!) that had started in 1927 against non-muslims (although they
were given the right to use their languages by the Lausanne Treaty) and punishment of pupils
who speak Hemsin Armenian and Kurdish languages at the primary school.
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culture’ and the official ‘Turkish History’ were constructed through the repression,
denial or the assimilation of the Armenian as well as the other ethnic identities and

cultures in Anatolia.

In Turkey since the early republican period the process of Turkification with regard
to the cultural heritage of Armenians, Rums, Jews, Kurds, Siuryanis, Arabs,
Circassians and other ethnic and religious groups in Anatolia has been going on until
today. In this chapter I will first try to outline the history of this Turkification process
by mainly referring to the example of policies towards music. Following that, T will
try to illustrate the dynamics of the current context within which this Turkification
process started to be discussed and criticized in relation to the experiences of non-
muslim groups in Turkey. Finally, I will try to situate the transmission of Armenian

music in Turkey within the changing context of cultural politics.

The making of Turkish national culture through national music

In Turkey, the passage from a multi-ethnic, multi-cultural empire to a unified nation-
state with a singular identity necessitated a homogenous culture. Nationalization of
the Anatolian territory was achieved through the construction of a Turkish national

culture and rejection of the heritage of other ethnic groups.

Arzu Oztiirkmen explains how folklore as an independent discipline and research
field entered the Ottoman intellectuals’ agenda simultaneously with the concepts of
‘language’, ‘nation’, ‘homeland’, and ‘civilization’. She illustrates how the studies

and ideas of the late Ottoman intellectuals such as Namik Kemal, Sinasi, Ziya
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Gokalp or Selim Sur about the subjects and genres of folklore played a significant
role in the institutionalized folklore research activities of the Republican period. * As
an outstanding example among these intellectuals, I will mention only Ziya Gdokalp,
whose work Principles of Turkism (Tirk¢uliigin Esaslari) is considered by Martin

Stokes as a blueprint for the entire Kemalist revolution.*

“In Gokalp’s view, the split between culture and civilization could be illustrated by
the existence of two quite distinct kinds of music, one pertaining to the Ottoman élite
and the other to the rural salk, the folk. The former was the product of Arabo-Persian
civilization, based in turn upon the civilization of the Byzantines. The latter was the
true culture of the Turks. In other spheres, Turkish culture was to remain much as it
was deemed always have been, whilst the civilization only was to effect the change
from oriental to occidental. Gékalp believed however that only one music could exist
as the true, national music of Turkey, and this was to be achieved through a synthesis
of Turkish folk music and the musical techniques of Western civilization.” In
Gokalp’s words: “Today, we are thus confronted with three kinds of music: Eastern,
Western and folk. I wonder which of them is our real national music? We have
already noted that Eastern music is both sick and non-national, whereas neither folk
nor Western music is foreign to us since the first is the music of our culture and the
second that of our new civilization. I submit, therefore, that our national music will

be born of a marriage between folk and Western music. Our folk music has given us

3 Arzu Oztiirkmen, Tiirkiye'de Folklor ve Milliyetcilik, lletisim Yayimnlari, Istanbul, 1998, p.
19.

* Martin Stokes, The Arabesk Debate: Music and Musicians in Modern Turkey, Clarendon
Press, Oxford, 1992, p. 26.

> Stokes (p. 33) quotes from Ziya Gokalp Tiirkciliigiin Esaslar:, Ankara, Milli Igtimiyat
Kitabhanesi, 1923, p. 51.
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many melodies. If we collect these and harmonize them in the Western manner, we
shall have both a national and a European music. The music committees of the Tiirk
Ocag (Turkish Heart) clubs are among those who will carry out this task. This, is the

Turkist program in the field of music; the rest is up to our national musicians.” 6

Martin Stokes explains how “folk music in Turkey is considered by its proponents
and practitioners to play a specific role in creating a culturally unified and cohesive

T He says: “‘the folk’ and their music were discovered and redefined at

nation-state.
particular junctures in the history of Ottoman and modern Turkey. The features of
these rediscoveries and redefinitions had much in common, drawing as they did upon
a fund of thought relating to European nationalisms in the nineteenth century, and to

more recent movements in the newer nation-states of Eastern Europe and the Middle

East.”®

In the realization of these ideas, several institutions established by the state played
significant roles. Arzu Oztiirkmen argues that “during the early nation-building era,
mobilizing all of its intellectual and material resources to design modernist reforms
and projects, the state formed a series of institutions.” Similarly Fusun Ustel
mentions that during the early republican period through a series of policies, culture

became one of the main functions of the state and cultural revolution constituted the

6 Ziya Gokalp, “Aesthetic Turkism” in Principles of Turkism, translated by Robert Devereux,
Leiden: E. J. Brill, 1968, p. 99.

7 Stokes, 1992, p. 20.
¥ Stokes, 1992, p. 20.

? Arzu Oztiirkmen, “The Role of People’s Houses in the Making of National Culture in
Turkey”, New Perspectives on Turkey, Fall 1994, p. 159.
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most radical dimension of the Kemalist ideology. She argues that recognition of the
fact that culture develops national consciousness and the feeling of belonging

empowered the state’s ultimate position in this sphere. *°

According to Necdet Hasgiil, regulations in the field of music in this period included
activities aiming at purifying Turkish national music, filtering the influence of
centuries old Turkish classical music, which was considered to be a ‘remainder from
Byzantine times’, collecting samples of ‘real Turkish music’ that could be heard
among only Anatolian ‘folk’ and constructing a ‘national music’ that would be born

out of the fusion of the folk music and the western techniques.!

Within the framework of Musiki Inkilabr (Music Revolution), starting with 1925 a
series of policies were deployed in order to get rid of the ‘old’ music. For example
education and broadcasting of alaturka music in schools and radios was banned
between 1934 and 1936. Students were sent abroad in order to create the cadres for
developing ‘Modern Turkish Music’. Similarly farikats were closed and in 1926 the
name of the musical higher education school Darii’l-elhan was changed to
Municipality Conservatory as a symbol of a westernized polyphonic understanding.
Especially during the late 1930s a special emphasis was put on the creation of a

national Turkish opera, and a music commission was gathered in Ankara for this

purpose. 2

1% Fiisun Ustel, “1920°li ve 30’lu Yillarda ‘Milli Musiki’ ve ‘Musiki inkllabl’”, Defier,
no:22, Metis, Istanbul, Fall 1994, p. 42.

" Necdet Hasgiil, “Cumhuriyet Donemi Miizik Politikalar”, Folklora Dogru, Bogazici
Universitesi Folklor Kuliibii Yayni, no: 62, Istanbul, 1996, p. 33.

12 Ustel, 1994, p. 51.
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The activity of collecting samples of folk music initiated by the Istanbul
Municipality Conservatory in 1926 and by the Ankara Conservatory in the 1930s in
collaboration with the radios in order to create the repertoire of the Turkish national
music directly affected the cultural heritage of the Armenian as well as the other
ethnic groups in Anatolia. As Erol Mutlu states, thus collected folk music samples,

shaped by interaction of many ethnic groups, were labeled as ‘Turkish’. '3

At first, samples of folk music were sent to the conservatory by music teachers in
Anatolian schools with the help of the Milli Egitim Midiirleri (National Education
Directors) of each city. After they recognized that this method had drawbacks, they
started searching, collecting and adopting folk songs at their original place. For this
purpose four journeys were organized, the first in 1926, the second in 1927 and the
third in 1928. Collected folk songs were written down according to the western
twelve-note system, that is why the local characteristics of folk music and the
differences, which could not be transformed to the western twelve-note system,
disappeared. On the other hand, parallel to the Turkification policy, folk songs,
which belonged to various ethnic groups living in Turkey, were either considered as
non-existent or published with Turkish lyrics by changing their meanings and adding

. 4
arbitrary words. '

Erol Mutlu explains the effects of this process on Kurdish music by arguing that

Turkification policies ruined the ethnic and cultural multiplicity of Anatolia,

B Erol Mutlu, “Kiirt Miizigi Uzerine” in Kiirt Miizigi eds. Kendal Nezan, Mehrdad R. Izady,
Ayako Tatsumura, Erol Mutlu, Christian Poche, Dieter Christensen, Archimandrite Komitas,
Avesta, 1996, p. 60.

14 Hasgiil, p. 35. (also see Stokes, 1992, 39)
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reducing it into a singular structure within the new nation-building project.
According to Mutlu this caused serious erosion in Kurdish music and culture. The
outcome was a destroyed culture that was detached from its roots and characteristics

and a distorted musical structure. >

In the following years, especially with the efforts of Muzaffer Saris6zen and Nida
Tiifekgi an institutionalization process started in Turkish national music. Fiisun Ustel
mentions various educational institutions and music societies, organizing activities
during the Single Party era. She puts emphasis on two institutions that focused on
mass training: Tirk Ocaklar: (Turkish Hearts) and Halkevieri (People’s Houses). She
says that until 1931, these institutions added much to the popularization of the music,

.. . .1
by giving regular concerts and courses even in the remote towns of Anatolia. 6

Halkevleri (People’s Houses) whose establishment “to a great extent, based on the
failure of Tiirk Ocaklar: (Turkish Hearts) to support the new regime”'’, “promoted
iocal folklore research as a contribution to the national project, regarding variety and
diversity as means of enriching rather than eroding the ‘national culture’. Local
research consolidated a sense of regionalism or locality not in contrast to nationalism
but as an integral component.”"® Similary Stokes says that “the official institutional

agent of provincial reform were Halkevieri (People’s Houses), which were

established in all cities and many large towns in 1932. In an attempt to mobilize

> Mutlu, p. 60.

' Fisun Ustel, ““Musiki Inkilabr’ ve Aydnlar”, Tarih ve Toplum, no: 113, iletisim
Yayinlar, Istanbul, 1993, p. 38.

7 Oztiirkmen, 1994, p. 162,

18 Oztiirkmen, 1994, p. 173.
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local-level reform, the Halk Odalar: (People’s Rooms) were established in many
small towns and villages in 1944 and 1945. These had a dual purpose. They provided
the means by which the precepts of reform could be mediated to townspeople and
villagers. They also provided a centre for regional research activity, providing

peripheral data for the ideologues at the centre.”"

Mutlu considers the practice of Yurttan Sesler (Tunes from the Homeland), which
excluded the original instruments of the music and squeezed the performance into a
standard instrumentation heavily based on different types of baglama, as one of the

last steps to complete the Turkification process.20

One of the most striking examples of the Turkification of the Armenian folk songs is
the Kamanga song by the famous 18™ century Armenian asug (minstrel) Sayat Nova
that was turned into a march of Milliyet¢i Hareket Partisi (Nationalist Action Party),
and named Cirpinmirdi Karadeniz Bakip Tiirkiin Bayragina (Black Sea Used to Wave
Looking at Turk’s Flag). These practices still continue today, for example in the case
of Bingol by Yavuz Bingdl, who doesn’t mention the fact that the melody is a
traditional Armenian one, or Seden Giirel who turned the Armenian lament Adanayi
Vogpr (Requiem for Adana), still kept in the memories of Armenians in Istanbul, into

a love song.

The very result of the Turkification practices during the institutionalization period of

the republic has been the displacement of different ethnic groups from the collective

19 Stokes, 1992, p. 42.

% Mutly, p. 60.
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memories of people living in Turkey and the cultural representations of the Anatolian

geography. These groups started to be regarded as ‘foreigners’ in their homelands.

This understanding resulted in various otherization practices, manifested in
discrimination and violence against non-muslim and non-Turkish groups in every
sphere of life. Examples of such discrimination and violence targeting non-muslims
massively, are the law passed in 1932 aiming to restrict the freedom of choosing
profession, the violent attacks against Jews in Trakya in 1934, 20 Kura Ihtiyatlar (20
Class Reservation Soldiers) the forced military service in 1939 where non-muslims
were not given arms but were obliged to work in building activities, Varlik Vergisi
(Property Tax) in 1942, 6-7 September attacks in 1955 and the deportation of the

Rums with Greek passport in 1964.

Aside from these discriminatory experiences, Armenians became targets of violence
especially after 1974. As Ridvan Akar explains, “a surveillance process targeting the
Armenian community was initiated due to the acts of ASALA. Although this process
has been mitigated from time to time by political clashes in Turkey, which reached
the dimensions of a civil war, the discontent of the Armenian community was
sustained. (...) It has been revealed that in 1980s, minorities were also included in
the potential enemies list of the military regime. In this period there were some
attacks targeting the Armenian community in Turkey, due to the Karabag war. The
fascist groups in the country threatened to take their revenge of the Karabag war on

Armenians living in the country.”!

2! Ridvan Akar, “Minority Po_licies in the Republican Era”, Modernity and Multiculturalism,
Helsinki Citizens Assembly, lletisim Yaynlari, Istanbul, 2001, p. 36.
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The changing discourse of cultural politics in the 1990s

When we come to the 1990s, we see that there is a new line of critique that
challenges the nation-state project. Representations of a homogeneous national
culture, which excluded other ethnic groups living in Anatolia, and violence against
non-muslim and non-Turkish groups started to be criticized. The rise of the Kurdish
movement in the 1980s with a new emphasis on identity and culture was one of the
main factors that accelerated this questioning. By the end of the 1980s, conceptions
such as ‘Turkish national identity’, ‘Turkish national culture’ began to be

problematized in the public sphere.

According to Rifat Bali, until the 1980s the issues of identity and multiculturalism
were not discussed in the public sphere, and that no one was interested in non-
muslims except for the popular and radical right wing political thought.** But
recently, non-muslim groups became the target of interests as part of a ‘rights’
discourse especially in relation to Turkey’s application to the European Union (EU)
membership. The ‘issue of minorities’ entered the public agenda especially after the
declaration of the Copenhagen criteria, launched after the EU Copenhagen Summit
in 22 June 1993, setting certain political criteria as requirements for EU membership.
These criteria include “a stable and institutionalized democracy; respect for the rule
of law; respect for human rights and abolishment of the death penalty; protection of

minorities and prohibition of discriminations against minorities and women.”*

22 Rifat Bali, “Resmi Ideoloji ve Gayri Miislim Yurttaslar”, Birikim, January / February
1998, p. 170.

2 http://www.belgenet.com/arsiv/ab/kopenhag_kri.html
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During this period, publications played a significant role in rendering experiences of
non-muslim groups visible in the public sphere. In this respect, Serdar Can’s
Nenemin Masallart (The Tales of My Grandmother) by Umut Publication House in
1991 and Yves Ternon’s Les Armeniens Histoire d’un Genocide (The Armenians:
History of a Genocide) with the name Ermeni Tabusu (The Armenian Taboo) by
Belge Yaymlar: in 1993 were quite significant in bringing the Armenian past in
Anatolia and in Istanbul into the sphere of public discussion outside the Armenian

community.

Aras Publishing House, which was founded in Istanbul in 1993, with its Turkish and
Armenian books, became a very important source for the non-Armenians to meet the
Armenian literature in Anatolia and Istanbul. The memoirs that Aras published

became important references for the visibility of the Armenians in Anatolia. **

In April 1996, the first Turkish-Armenian bilingual weekly newspaper AGOS started
to be published. The main purpose of AGOS was to introduce the Armenian
language, history and culture to non-Armenians and to make the public in Turkey
sensitive towards the existential problems and injustices that the Armenian

community has been facing.”

In the 1990s period, Insan Haklari Dernegi (IHD) (Human Rights Association) in
Istanbul was among the most active organizations in their attempts to make

discriminations against minorities visible. The commission Azinlik Haklar: Izleme

* http://www.arasyayincilik.com/ingilizce/ingilizce.html

2 http://www.agos.com.tr/tr/agoshakkinda.htm
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Komisyonu (Commission For Surveying The Minority Rights), which is today Irk¢ilik
ve Ayrimciliga Karsi Komisyon (Commission Against Racism And Discrimination)

was founded in January 1994. The commission presents itself in the following way:

Our commission believes that the primary means for defending the rights
of different ethnic, cultural, and religious groups living on these lands is
struggling against the widespread racist and discriminatory prejudices.
As a prerequisite for different groups to live in fraternity it tries to create
the conditions and tools for questioning the official history and helping
majority face its real history. For this reason, aside from surveying and
making visible the infringements against minorities, and perhaps more
important than that, it primarily aims to call the majority to take an anti-

. g : g 2
racist and anti-nationalist stance. 2°

IHD organized various concerts, meetings and gatherings for the purpose of
discussing the minority rights or commemorating the violence inflicted against non-
muslim groups in the past. In this respect the opening of the exhibitions Utandiran
Tarih (The History that Shames) about the 6-7 September events and Bir El Koyma
Oykiisii: Tuzla Ermeni Cocuk Kampt (4 Story of Confiscation: Armenian Children’s

Camp in Tuzla) in 1996 were significant activities. Photographs of this exhibition

% Komisyonumuz, bu topraklarda yasayan farkli etnik, kiiltiirel, dinsel gruplarin haklarmi
savunmanin yolunun, éncelikle yaygin 1rk¢1 ve ayrime: dnyargilara karsi miicadele etmekten
gectigine inantyor. Farkli gruplarin dostluk i¢inde bir arada varolmasimin 6nkosulu olarak,
resmi tarihin sorgulanmasmi ve ¢ogunlugun gercek tarihiyle yiizlesmesini saglamaya, bu
yiizlesmenin araglarini yaratmaya ¢alistyor. Bu nedenle azinliklara karsi hak ihlallerini
izlemesinin ve teshir etmesinin yani sira, belki de ondan 6nce ¢ogunluk kamuoyunu irkeilik
ve milliyetgilik karsit1 bir tutum almaya ¢agirmay1 6niine baslica hedef olarak koyuyor.
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were published in a book in 2000.”” Besides many activities, such as preparing
reports about violations of minority rights and press releases concerning this issue,
one of the most important activities of the commission was its active struggle against
the confiscation of the garden of the Karagdzyan Armenian Orphanage by Sisli

Municipality in 1997. %8

Within this context, in addition to the aforementioned activities of JHD and similar
oppositional groups, several other parties started getting involved in the discussion
about minorities. The mainstream media and liberal intellectuals contributed to the
public discussion of the issue. The best example was Ali Kirca’s Siyaset Meydant
(Arena of Politics) Kaybolan Renkler (Vanishing Colours) TV show. Ali Kirca’s
words in the beginning of the show is explanatory in showing how the ‘minority

question’ has become a current issue in media:

Dear audience, Siyaset Meydani, which has broken many taboos during
its six years’ broadcasting adventure, starts a discussion about another
taboo issue tonight. In the Turkish TV channels, it is the first time that
the subject of ‘Minorities” will be discussed with the contribution of
minorities themselves. (...) Tonight Siyaser Meydant once again brings a
very important and sensitive subject into discussion. (...) Yes, Vanishing

Colors: Minorities... (...) The word ‘Minority’ which resurfaced in

27 Bir El Koyma Opykiisii: Tuzla Ermeni Cocuk Kampt, THD, 2000.

% From the report of Human Rights Association, Istanbul branch, Commission against
Racism and Discrimination.
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Turkey’s agenda prior to the Helsinki Summit, is being debated again. It

has become a hotter issue with the film Salkim Hanimin Taneleri. >

Other than this kind of liberal stance where minority is taken for granted and its
authenticity is posited by the ‘contributjon of the minorities’ as a superficial
treatment of a historical problem, a more critical and academic language was also
developed in approaching minorities within a discussion of multiculturalism as in the
example of the meeting 4 wider Europe: Modernisation and Pluralism organized by
the Helsinki Citizens Assembly in Istanbul in March 2000. During this meeting
“several issues such as nationalism, modernisation, multiculturalism, pluralism wére
considered. The role of civil society and public spheres in establishing peaceful

coexistence among diverse cultural entities has been discussed.” *°

Needless to say, parallel to the growing visibility of minorities there was a reaction
from the radical right, the nationalist movement and the ‘deep’ state, which
sharpened their racist and militarist discourses and responded to these developments
with violence. The campaign against Hrant Dink, the editor of AGOS who was
threatened by the supporters of MHP or the demonstrations in front of the Greek
Patriarchate where they hanged and burned a puppet of the Patriarch can be counted

as the latest examples in this respect.

? Sevgili seyirciler, 6 yillik yaymcilik macerasinda pek gok tabuyu yikan Siyaset Meydany,
bu aksam, tabu bir konuyu daha tartismaya agiyor. Tiirk televizyonlarinda ilk kez
‘Azmliklar’ konusu, azinliklarla tartigmaya agiliyor. (...) Siyaset Meydani, bu aksam yine
cok Onemli, ¢ok duyarli bir konuyu tartismaya agiyor. (...) Evet Kaybolan Renkler
Azmnliklar... (...) Helsinki Zirvesi 6ncesinde ‘Azmhk’ sozciigii yeniden Tiirkiye’ nin
giindemine geldi, yeniden konusulmaya baslandi. Salkim Hanimin Taneleri filmiyle konu
iyice giincellesti. Ali Kurca ile Siyaset Meydam, Azinliklar Kaybolan Renkler, Sabah
Kitaplari, 2000, p. 17.

% Modernity and Multiculturalism, Helsinki Citizens Assembly, Iletisim Yaymnlari, Istanbul,
2001, p. 12- 13
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On the other hand liberal discourse has positioned itself about non-muslims in
relation to the Kurdish movement, EU membership and the international political
conjuncture. It should be noted, however, that the liberal stance is not a unitary
position and it ranges from a more critical to a more Kemalist or nationalist one.
Similarly, the parties involved in the struggle against discriminations are also plural.
There are many intellectuals, organizations, and activities approaching the issue from

various angles.

Today when we look back to this history, from the end of the 1990s until today, we
can see that a number of Armenian writers, intellectuals or researchers have been
invited to a series of panels, lectures, TV programs, and wrote in newspapers and
journals expressing their ideas and knowledge about the Armenian culture or being

an Armenian in Turkey.

Rather than confining non-muslims’ experiences within the framework of debates
about minority issues and citizenship rights, or representing them as ‘colors of a
mosaic’, which became rather fashionable with the rise of a liberal multiculturalist
discourse, as manifested in the examples of concerts where ‘one Armenian, one
Greek, one Jew’ are invited, there is a trend within certain segments of the
oppositional movement in Turkey to develop a language more critical towards
nationalism, militarism and racism. The women’s movement can be considered as
one of the pioneers of this critique. Parallel to the rise of ethnic, feminist,
homosexual, alternative globalization and peace movements all over the world as
well as in Turkey, women’s political agenda started to be shaped with the struggles

of people with ethnic, cultural, sexual, regional, religious, class, bodily differences.
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This creates awareness against stigmatizing difference, and about being more

receptive to interactions among them in a power configuration.

A similar interest can be observed within the intellectual field. According to Rifat
Bali, “until recently there has been no serious study about non-muslim citizens
whose numbers have radically diminished and whose position and weight in the
public have been weakened in years”. He mentions few exceptions, “which analyzed
the official perspective rooted in the Single Party Era which still have repercussions
today”. Bali considers Taha Parla’s, Ayhan Aktar’s and Sevan Nisanyan’s works as

the initiators of this field.*!

In the second half of the 1990s a series of studies focusing on Turkification policies
towards non-muslims flourished. Ridvan Akar and Hiillya Demir’s Istanbul 'un Son
Stirguinleri: 1964°te  Rumlarin Swmirdist Edilmesi (Istanbul’s last exiles. The
deportations of Rums in 1964) in 1994; Rifat Bali’s Cumhuriyet Yzllarmda Tiirkiye
Yahudileri: Bir Turklestirme Seriiveni (1923-1945) (Jews of Turkey in the
Republican Years: An Adventure of Turkification) in 1999; Ridvan Akar’s Askale
Yolculari: Varhk Vergisi ve Calisma kamplar: (The Goners of Askale: The Property
Tax and Working Camps) in 1999 and Ayhan Aktar’s Varlik Vergisi ve
“Tiirklestirme ” Politikalar: (The Property Tax and “Turkification” Policies) in 2000
are examples of such studies analyzing these policies and discriminations against

non-muslims.

*! Bali, 1998, p. 170.
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These works opened up a discussion around different ethnic identities in Turkey and
the Turkification goals of the nation-state, which can be summarized by Rifat Bali’s
words: “what was understood from Turkification was to attach non-muslims to the
modern Republic of Turkey as citizens, which aimed at becoming a nation-state,
within the framework of ‘one language — one culture — one goal’. The reason, which
was not usually pronounced openly, behind such an assimilationist demand of ‘one
language — one culture — one aim’ was the thought that non-muslims were not part of

the fundamental component, meaning Muslim-Turk.”*

If we look at the special issue of Birikim Aylik Sosyalist Kiiltiir Dergisi (Birikim
Monthly Socialist Culture Journal) on Etnik Kimlik ve Azinliklar (Ethnic Identity and
Minorities) in 1995, we can see that the topics discussed in this period are
Turkification, Turkish nationalism, the limits of the concept of ‘Turk’, the images of
the ‘other’, the meaning of the concept of equality and discriminations in various
spheres of life. Along with the experiences of the groups that were given minority
status by the Lausanne Treaty and the ones who were not, Cypriot identity is also

considered as a part of this discussion in the same issue. >

These activities and studies contributed to the discussion of the issues such as ethnic
groups, minorities, identity, cultural difference, nationalism, etc. in Turkey in more
broader and critical terms, which have significant political implications. However, as
I explained in the introduction, very often the boundaries of this discussion are drawn

by a discourse of ‘rights’. That is to say, the discussion often sets out the problem as

*2 Bali, 1998, p. 171.

 Birikim Aylik Sosyalist Kiiltiir Dergisi, Etnik Kimlik ve Azinliklar, no: 71-72, March-April
1995.

46



the failure of the nation-state to grant equal rights to its citizens and does not
question the way it defines different groups. The official discourse can still determine
the limits of these studies with its core indubitable principles that are protected by

law. One of these issues is called ‘the Armenian Question’.

When we take a look at the books published in Turkey about Armenians outside the
Armenian community starting in the 1980s, we see that majority of them are about
history and international politics. Examples are Kamuran Giirtin, Ermeni Dosyast
(The Armenian File), Turk Tarih Kurumu, Ankara, 1985; The Armenian Issue In
Nine Questions and Answers, Foreign Policy Institute, Ankara, 1982; Prof. Dr.
Tiirkkaya Atadv, An Armenian Falsification, Ankara, 1985; Bilal Simsir, The
Genesis of the Armenian Question, Turkish Historical Society, 1980; Salahi Sonyel,
Falsification and Disinformation Negative Factors in T urco-Armenian Relations,
Center for Strategic Research, Ankara, 2000; Dr. Hamza Bektas, Ermeni Soykirim
Iddialar: ve Gergekler (The Armenian Claims of Genocide and Realities), Uludag
Universitesi Atatiirk Ilkeleri ve Inkilap Tarihi Uygulama ve Arastirma Merkezi,
Bursa 2001; Mim Kemal Oke, Yizyilin Kan Davasi Ermeni Sorunu (The Blood Feud

of the Century: The Armenian Question), Irfan yayineilik, 2000.%*

Since the 1990s, only a few works could break away from this trend. In this sense
Taner Ak¢am’s works Tiirk Ulusal Kimligi ve Ermeni Sorunu (Turkish National

Identity and the Armenian Question), Ermeni Tabusu Aralamirken Diyalogdan Baska

** One of the most important developments of this period is the establishment of an academic
institution under the title, Armenian Studies Institute in Avrasya Stratejik Arastirma Merkezi
(Eurasia Center for Strategic Research) in 1994. However this institute is far from being
critical of the official perspective as we can trace it from the reports of their first Turkey
Congress, the titles discussed include topics such as “The Armenian Issue” or “Armenian
Terror” and “Armenian Claims”.
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Bir Coziim Var Mi (Is There an Alternative Solution Other than Dialogue when the
Taboo of Armenian Issue is being Opened Up?), Insan Haklart ve Ermeni Sorunu:
Ittihat ve Terakki’den Kurtulus Savasi’na (Human Rights and the Armenian
Question: From Union and Progress to the War of Independence) can be considered
as unique. Overall, critical academic work about Armenians in Turkey could not go
beyond a number of articles published about history in journals such as Tarih ve
Toplum (History and So.ciery), Toplumsal Tarih (Social History) and Toplum ve

Bilim (Society and Science).

That is to say, although within the space opened up by the academic works,
publications and activities, construction of the Turkish national identity and national
culture through otherizing or Turkifying other ethnic groups in Anatolia started to be
criticized, conducting research on Turkey’s taboo subjects is still very difficult if not

impossible.

Besides, although a critical perspective evolved in Turkey in terms of voicing out the
past experiences and their effects in the present, the issue of collective memory
became rather a fashionable one. A trend emerged towards collecting oral history
accounts in order to just add up one more story to the others. For example, as in
Yahya Kogoglu’s Tiirkiye 'de Gayrimiislim Hayatlar (Non-muslim Lives in Turkey) a
ready, pre-prepared format and narrative became available for presenting the lives of
the non-muslims. These works contribute to the confinement of these ‘non-muslim
lives’ to the past. Generally these works are far from analyzing how silencing of the
memories operates in Turkey, creating a significant loss in the lives of these people

today. They analyze the issues only through the perspective of the majority and
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present stories as a part of the national memory without discussing the conflicts
between memories. Esra Ozyiirek’s Hatirladiklariyla ve Unuttuklariyla Tiirkiye 'nin
Toplumsal Hafizast (Turkey's Collective Memory with the Things it Remembered and
the Things it Forgot) is an example to this perspective. I believe this new trend in the
academic field fits very well into the current liberal multiculturalist, ‘colors’
approach, which I will try to explain by examples from music in the following
section. I will focus on music because I believe it is one of the main spheres where
the nationalization of culture and the changing discourses and practices of cultural
politics are most visible. Besides, a historical account of the production and
transmission of Armenian music in relation to the changing cultural politics in
Turkey will provide a background to my discussion about the remembrance of the

Armenian lullabies in the following chapters.

The transmission of Armenian music of Anatolia in Turkey

“Armenian musical culture wends its way back through the bardic asug music of the
17" and 18" centuries to the church choral and chant music of the 5™ and 6™
centuries, to the clear pagan elements in everything from extant divination songs to
wedding ritual music in the folk repertoire —all of these musical strands surviving as
distinct, rich traditions in their own right well into the 20™ century.”* “Armenian
folk songs (yerk) are generally classified into the genres of work songs, including
women’s work songs and horovels (the plowing songs or songs of the field);

ceremonial songs (for weddings, funerals, etc.); epic songs; historical songs; dance

% Cynthia Rogers, from the booklet of the album Armenia Anthology by Shoghaken
Ensemble, Traditional Crossroads, 2002, 80702-4311-2.
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(bar) songs; humorous songs; lullabies (oror); lyric songs, love songs and songs of
emigrants (bantukhdi’® yerker) such as famous Grung (crane) and Anduni (homeless)

songs.”’

The end of the 18™ and the beginning of the 19" century is considered to be a
renaissance periQd for the Armenian culture both in Western and Eastern Armenia.
Along with the standardization and modernization of the Armenian language, the
establishment of educational institutions and the foundation of several newspapers
and journals in the field of art, one of the most important outcomes of this Zartonk
(Awakening) period had been a growing interest in folklore. During this period,
especially in Eastern Armenia, -main cultural center was Thbilisi (Tiflis)-, Armenian
musicians who were educated in Moscow, started to collect samples of traditional
Armenian music from their regions.z’8 In Istanbul, Armenian musicians who were
educated in Western classical music, mostly in Paris, started a monthly journal, Knar
Arevelyan (1857-1858) where they published Armenian songs in European notation
system, which was followed by other publications of similar content.”® In Istanbul

Armenian musicians such as Dikran Cukhaciyan (1836-1898), who is considered to

%% Anne Marie Avakian in her book Armenian Folklore Bibliography says: “I have not found
a suitable equivalent for bantukht, which primarily means pilgrim. Among Armenians a
youth or a young married man went to Constantinople or some other large city to work a few
months or longer to augment the family income. He was not really pilgrim, nor was he a
migratory worker, a term commonly used in America. Many bantukht songs exist that
express the loneliness of the worker in the big city and the longing of the families at home
who await his return.” Anne M. Avakian, Armenian Folklore Bibliography, University of
California Press, 1994, p. xiii.

7 Noune Atanasian, from the booklet of the album Traditional Songs of Armenia, Vol. I by
Ensemble Karot, Face Music, 2000.

*® For detailed information about Armenian music in this period see: Markarid Harutyunyan
and Anna Barsamyan, Hay Yerajisdutyan Badmutyun (The History of Armenian Music), Nor
Tibrots Hiradaraggutyun, Yerevan, 1996.

** Harutyunyan-Barsamyan, p. 61.
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be the creator of the Armenian and Ottoman opera, Edgar Manas (1875-1964),
Armenag Sahmuradyan (1878-1939) and Parseg Ganacyan (1885-1967) started to
compose pieces with themes from Armenian literature such as legends, mythology,
poetry, etc. in Western styles rather than being involved in the ‘revival’ of Armenian

folklore in terms of returning to its musical ‘roots’.*

Armenian musicians were also among the creators of the Ottoman music (classical
Turkish music) in Istanbul. Among these were Tatyos Efendi, Asdik Aga, Sazende
Arsak, Udi Hirant, Bimen Sen whose names are still remembered today.41
Hampartzum Limoncuyan, one of the most important in this group “formed the first
scoring system used by Ottoman musicians in training and performing as well which

also helped best examples of the nineteenth century repertoire to reach our day.”*

According to Pakrad Estukyan, Istanbul Armenians met the Armenian music of
Anatolia in a period when the Armenian bourgeoisie gained a higher status against
the Amira aristocracy and a nationalization process started among Armenians. The
concept of folklore started to be used at the end of the 19™ century and there had

been a growing interest in ethnomusicology, as a branch of science searching the ties

“ The information in this section is mostly based on my interview with Pakrad Estukyan,
who shared with me his years’ long experience and knowledge about the Armenian music.
Interview with Pakrad Estukyan, 13 August 2004. Also see: Kevork Tavityan, “Cumhuriyet
Oncesi ve Sonrasinda Tiirk Vokal Miiziginde Ermeni Besteciler” in Toplumbilim, Miizik ve
Kiiltiirel Kimlik Ozel Sayist, no: 12, May 2001, pp. 73-99; Arevelyan Hay Yerajisdner u
Nwakadzuner 1768-1930i Sir¢anin (Eastern Armenian Musicians and Players in the period
1768-1930), Surp Pirgig, March 2000, no. 605, pp. 25-31; Anmah Yerkahan Dikran
Cukhaciyan (Immortal Musician Dikran Cuhkaciyan) Varujan Késeyan, January 2000, no.
603, pp. 43-53.

! Tavityan, p. 74.

“2 Biilent Aksoy, from the booklet of Mosaic of Ottoman, Armenian Composers, Sony
Music, 2001, p.14.
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to their ‘roots’™®, thereby in folk music from Anatolia.

Gomidas Sogomonyan (1869-1935) was the most prominent figure in the making of
the national Armenian music with more than 4000 collections, which he gathered by
traveling from village to village. His contemporaries, Magar Yegmalyan (1855-1905)
and Kara-Murza (1853-1902) who started before him, were also intensively involved
in the collection and arrangement of folk songs. These collections included legends
from the pre-Christian Pagan period and folk songs produced in everyday village
settings. Along with the samples of traditional music, poems about patriotic feelings,
longing for home as well as love constituted the themes of Armenian romances in the

20" century with the modernization process of the Armenian literature.**

Under the strict censorship against the use of Armenian language in some Anatolian
towns in late 1890s, Armenians started experiencing disruptions in their relations to
Armenian culture. And in 1915 when Gomidas was arrested along with 250
Armenian artists and intellectuals, Armenian cultural life in Istanbul and in Anatoﬁa

was destroyed without the possibility of returning back to what was before...

The early republican period is very poor in terms of Armenian cultural and musical
production. Pakrad Estukyan says that during the first decades of the republic,
Armenians suffered from difficulties of expression. In later decades, because of the
cold war polarization between USSR and Turkey, a member of NATO, there was no

cultural interaction between Armenians in Turkey and Soviet Armenia.

* Pakrad Estukyan, “Istanbul’da Ermeni Miizigi”, Istanbul Dergisi, no: 45, April 2003, p.
84.

“ Estukyan, p. 84.
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Consequently, Istanbul started to live within an isolated culture. The dominant
elements of this isolated culture have usually been the Istanbul urban culture, Rum
music and Sirtaki dance, Turkish language and classical Turkish music. In terms of
Armenian music, few songs, not exceeding ten in number, were taught at Armenian
schools and remembered later. Estukyan notes that, before 1940s, these few
Armenian songs that people knew included the arrangements of Gomidas and some
popular songs from Eastern Armenia, that could be heard in the LPs released in

Soviet Armenia.*’

Armenian music from Anatolia was becoming forgotten in Istanbul because,
according to many people of Anatolian origin, adapting to Istanbul culture was more
important for the migrants coming from Anatolia. There were many people who had
chosen not to speak their parpar (local Armenian dialect) in order not to be
discriminated against by the Istanbulite Armenians. Estukyan explains the impact of

this on the Anatolian Armenian culture:

Among these parpars, kavaraparpars and the local melodies, songs
would become lost. These would only remain in the mouths of the old
people. In special days, they would say ‘hade hayrig sa yerki yerke’
(Dad, please sing this song) and hayrig would sing that song but it would

not be repeated especially by the young generation.*

* Interview with Pakrad Estukyan, 13 August 2004.

“ Bunlarin arasinda tabii ki, parparlar da, kavaraparparlar da, yoresel ezgilerimiz,
tiirkiilerimiz de heba olacakti. Belki bunlar ancak yaslilarin dilinde kalacakti. Belki 6zel
giinlerde ‘hade hayrig sa yerki yerke’ diyeceklerdi o hayrig o sarkiyr sdyleyecekti ama
bilhassa yeni nesil tarafindan hi¢ de tekrarlanmayacakti: Interview with Pakrad Estukyan, 13
August 2004.
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In 1960s, there started a growing interest in the Armenian folklore within the leftist
circles in the Armenian community. Armenian youth from universities and high
schools became active in community associations such as the graduate associations
of Tibrevank, Getronagan and Bezciyan Schools. In 1969, Hacik Apelyan’s journey
to Armenia, the tapes and LPs he brought to Istanbul along with the dances that he
learned there were very important for the flourishing of the dance and music
activities in the community. The repertoire that he brought consisted of Tatul
Altunyan’s works, which were arrangements of Armenian folk music such as Hoy
Nazan, Sevani Tsignorsneri, Karavan, Yaman Yar, which are still very popular

within the community today. ¢’ Estukyan says:

A significant portion of Armenians living in Istanbul then, were not even
aware of the existence a country called Armenia... In the 1970s for the
first time they heard about its existence. They realized that there were
songs other than the 4-5 songs they knew, that there were unique dances,
unique dance music and this made them very happy, very excited and
joyful. For this reason, folk dance performances in that period attracted
people’s interest a lot. Moreover, there was an artist coming from
Lebanon in the same period, Adis Harmandyan. This man also came with
a repertoire that we didn’t know; we had never heard the songs he sung

before. In the years 1966 and 1967 he also attracted much attention.**

T Interview with Pakrad Estukyan, Melissa Bilal and Altug Y1lmaz, February 2002.

*® O zaman Istanbul’da yasayan Ermenilerin ciddi bir kismi Ermenistan gibi bir iilkenin
varligindan bile haberdar degillerdi (...) 1970lerde ilk defa boyle bir olgu oldugunu
ogrendiler. Bildikleri o 4-5 tane sarkinin disinda da sarkilar oldugunu, 6zgiin danslar
oldugunu, 6zgiin dans miizikleri oldugunu 6grendiler ve bu onlart ¢ok mutlu etti, ¢ok
costurdu, ¢ok heyecanlandirdi. Onun i¢in o donemki halk danslar gosterileri ¢ok ilgi gordii.
Keza o donemde Liibnan’dan gelen bir sanatg1 vardi Adis Harmandyan diye bu adam da
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In that period for the first time Aras Plakg¢ilik, which used to release classical Turkish
music LPs, released a Tatul Altunyan LP. Starting with the season 1970-1971 several
associations’ music and folk dance groups or choirs such as Getronagan Choir, Sayat
Nova Choir and Maral Dance Music Ensemble started to perform these works. When
we go through the booklets of the performances we can see that many of these
performances also include Turkish folk songs and pieces from Pir Sultan Abdal. The
atmosphere within which these activities were held was the leftist politics of the

period emphasizing halklarin kardegsligi (fraternity of the people).

In the 1970s Armenian musicians in Istanbul were active not only in cultural
associations, dance music ensembles and choirs in the community but outside the
community in the field of classical and jazz music as composers, private teachers or
musicians in the city orchestra, opera, radio and conservatory as well as in Turkish
pop music. Furthermore, during this period, Bartev Garyan, who is still very popular
in the Armenian community, started to sing Armenian pop songs and produced
albums distributed in the community. With the 12 September military coup, activities
of cultural associaﬁons, who were the primary agents for the production of Armenian

. 4
music, were frozen.*’

After the 1990s, along with the Kurdish, Pontic, Laz, Hemsgin, Siiryani and Rum
music that started to gain public audibility in Turkey, Armenian music from Anatolia

could find the space for being audible. The first album that included traditional

bizim bilmedigimiz bir repertuarla karsimiza ¢ikti sdyledigi sarkilarin higbirini daha once
duymamustik 1966-67 gibi senelerde o da ¢ok biiyiik bir ilgi gordil. Interview with Pakrad
Estukyan, 13 August 2004.

“*In 1981 only Maral folk dance ensemble could stage a performance in AKM for the
benefit of the army.
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Armenian songs from Anatolia was Halklardan Ezgiler: Ermeni Halk Miizigi
(Melodies from People: Armenian Folk Music) gathered by Muammer Ketencoglu
who had also given a concert in 1994 in an Armenian cultural association in Istanbul.
In this album released by Kalan Miizik- in 1995 there are arranged songs from Soviet
Armenia and traditional songs from Anatolia performed by various musicians in

various albums. In Ketencoglu’s words:

I prepared this selection in your hand with the purpose of making it as
representative as possible. While aiming to introduce the folk music
instruments with examples, I also tried to portray a picture showing the
range from the old folk music forms to contemporary interpretations. I
hope these songs that will say ‘hello’ to the Turkish audience for the first
time can have a small contribution to springing of a delayed friendship.

With my wishes that it encourages new works in this field...>

Another group composed of non-Armenians that performed Armenian songs was
BUFK-BGST (Bogazici University Folklore Club and Bogazici Performing Arts
Ensemble). Kardes Tiirkiiler (Brother/Sister Songs) project of the group was
launched in 1993 in Bogazi¢i University. In their concerts or dance-music

performances at several occasions including the Armenian cultural association

%% Elinizdeki seckiyi olabildigince temsil edici bir calisma olmas: kaygisiyla hazirladim. Bir
yandan kiigiik 6rneklerle halk miizigi calgilarint tanitmay: amaglarken, diger yandan eski
halk miizigi formlarindan giinlimiiz yorumlarina uzanan bir portre olusturmaya calistim.
Tirk dinleyicisine ilk kez ‘Merhaba’ diyecek olan bu tiirkiiler gecikmis bir dostlugun
filizlenmesine kii¢iikk de olsa bir katkida bulunur umarim. Bu alanda yapilacak yeni
calismalar1 6zendirmesi dilegiyle... Muammaer Ketencoglu, Kiigiik bir Tarihsel Deginme,
Halklardan Ezgiler: Ermeni Halk Miizigi, Kalan Miizik, 1995.
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Mikhitaryan, they performed Armenian songs. In their first album Kardes Tiirkiiler

released in 1997 by Kalan Miizik they explain their project with the following words:

The dramaturgic leitmotiv of the Kardes Tirkiler project was,
considering the theme of ‘“fraternity of people’, to put on the agenda and
interpret in an artistically and musical way, the cultures of the people and
the societies that lived in Anatolia, and for centuries constituted their
history together. Kardes Tiirkiiler would be taken as a modest step in this

direction.’!

In this album, there are four Armenian pieces namely, Gorani, Dile Yaman, Sari
Gyalin and Zepiir G1 Tarnam among various Turkish, Alevi Semahs, Kurdish, Laz,
Giircii songs. In their second album Dogu in 1999, there are two Armenian songs,
Haynirina and Bingol among Kurmanci, Zazaki, Eastern Suryani and Arabic songs.
In the third album Hemavaz in 2002, there are also two Armenian songs Cuhktag

Mom and Vogperk.

Towards the end of the 1990s, the Armenian community in Turkey also started to
focus on Armenian music from Anatolia. Pakrad Estukyan explains the reasons for

this delay:

After a certain point there was a need for a more organized power in
order to save these Anatolian songs from being forgotten. Of course both

the political conditions and mental conditions had to mature. This idea

3! Kardes Tiirkiiler, Kardes Tiirkiiler, Kalan Miizik, Istanbul, 1997.
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did not come out of us by itself. A professor Prof. Baruyr Muradyan from
Armenia came and told us “why are you singing Hoy Nazanim Yar, the
songs of your ancestors are becoming lost, get involved with them, find

them instead of singing these”.’”

Knar Armenian Folk Music Ensemble was founded on this principle. One of the
members of this group, Sezar Avedikyan explains the process of getting involved in

Armenian music in Anatolia with the following words:

In the beginning we were listening to the LPs coming from Armenia and
we were playing just like we heard them. In 1996, in our concert in
Holland, we met ethnomusicologist Wouter Sweets who was an expert on
Caucasuan and Anatolian musics. He said that we played with Armenia
sytle, and we need to search for the Anatolian style. Later on, in our
concert in Istanbul, a guest from Yerevan, said “there are a lot of groups
in Armenia singing these” and he asked “don’t you have melodies
belonging to this geography?” We were ashamed. We started searching
for the Anatolian musical tradition. We started to collect melodies that
were part of the literature and started to interpret and sing songs by

talking to people, old people from those localities.™

2 Bir noktadan sonra daha organize bir gii¢ gerekiyordu bu Anadolu tiirkiilerinin
unutulmamas: igin. Tabii ki hem politik sartlarin hem diistincenin olusmasi gerekiyor. Bizim
icimizde o diislince kendiliginden olugsmad:. Ermenistan’dan bir bilim adami geldi Prof.
Baruyr Muradyan, “siz ne diye Hoy Nazanim Yar sdylityorsunuz, atalarimzin tiirkiileri yok
oluyor” dedi, “siz onlar1 ugrasin da onlar1 bulun”.

> Baslangigta Ermenistan'dan gelen plaklar1 dinliyor, duydugumuz gibi galtyorduk. 1996'de,
Hollanda'daki konserde Kafkas ve Anadolu uzmani etnomuzikolog Wouter Sweets'le
tanistik. Ermenistan {slubuyla ¢aldigimizi, Anadolu iislubunu arastirmamiz gerektigini
sdylediKisa siire sonra Istanbul’da verdigimiz konserde, Erivan'dan gelen bir konuk
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The archival album Anadolu Ermeni Halk Miizigi (Armenian music of Anatolia) that
was released by Kalan Miizik in 1999 was a turning point in this sense. The booklet
of this album is rich with photographs of Armenians from Anatolia and descriptions
about traditional Armenian music. The songs in the album are from Van, Sasun,
Pudanya (Marmara), Bardizag (Bahgecik in Izmit) Agn (Egin), Antep, Garin
(Erzurum), Gesaria (Kayseri), Dikranagerd (Diyarbakir), Palu (in Elaz1g), Vakifkoy

(in Hatay) and Sepasdia (Sivas).

In December 1999 Sayat Nova Choir had a concert of folk songs from Mus, which
were collected by Armenuhi Kevonyan from migrants of Mus in various countries.
This concert was very important because it was widely heard in public. It was
publicized in Yeni Giindem newspaper and people from outside the community came
to see the performance. There were also guest musicians and dancers such as
Bogazici University Folk Dance Group, Senol Filiz, Birol Yayla and Nezih Yesilnil

in the performance.

Similarly, in this period the choirs such as Lusavori¢, Vartanants and Getronagan as
well as the newly formed music groups such as Akulis, Saylort and Arakast, dance
ensembles such as Hay Dans, Yeraz, and Talar included traditional Anatolian songs

and dances in their repertoires.

“Ermenistan'da bunlart ¢alan grup ¢ok, sizin bu topraklara 6zgii ezgileriniz yok mu,” diye
sordu. Maheup olduk. Anadolu gelenegini arastirmaya basladik. Literatiire gecmis ezgileri
toplayip, o yorelerin insanlartyla ve yaglilarla konusarak yorumlamaya basladik.

Interview with Serhan Yedig, “Vefakar Torunlar” in Hiirriyet / Tatil & Pazar, 30. 5. 1999,
http://arsiv.hurriyetim.com.tr/tatilpazar/latin/99/05/30/eklhab/1 6ekl.htm
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Besides these Armenian groups in Turkey, musicians from Armenia also contributed
to the public audibility of Armenian music in Turkey. After the independence of
Armenia in 1991, various musicians from Armenia started to visit the Armenian
community in Turkey and they gave concerts. But the public visibility of the
musicians from Armenia such as Civan Gasparyan (or with his world music name
Djivan Gasparyan) is primarily due to the world music trend. His albums entered
Turkey through the world music distribution channels. It was rather strange to listen
to the songs from Anatolia through such a channel, but in a short period of time these
musicians started to release their albums in Turkey, as well as produced joint albums
with musicians in Turkey. Fuad by Civan Gasparyan and Erkan Ogur; Vuslat by

Suren Asaduryan and Yansimalar are examples released by Kalan Miizik.

Another Armenian musician Arto Tung Boyaciyan, who was born in Istanbul but
lived in the US gave public concerts and released albums in Istanbul. His album New
Apricor made with the group Armenian Navy Band was released by Imaj Production
company, and included songs with Turkish lyrics, which become widely listened in

Tu1rkey.5 4

One can cite other examples in addition to these above, such as Knar’s second album
Anadolu’dan Kafkaslara Ermeni Miizigi (Armenian music from Anatolia to
Caucassus) in 2001, Vartanants Choir’s Vartanants Korosu album and Sayat Nova
Choir’s Tatul Altunyan Sarkilar: (Tatul Altunyan Songs) album in 2002, the archival

albums released by Kalan Miizik as well as the albums produced abroad and

> During this period another important development was the performance of Baribedagan
Ansambl (Armenian State Folk Dance Ensemble) in Liitfii Kirdar Hall in Istanbul, which was
sponsored by Hiirriyet newspaper.
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distributed by Traditional Crossroads company as contributing to the audibility of

Armenian music in Turkey.

However, the context within which Armenian musicians in Turkey can perform
Armenian music in the public sphere today is mostly shaped by the ‘colors’
discourse. Except for a few organizations by oppositional groups, so far Armenian
music groups such as Knar and Saylort or choirs such as Sayat Nova and Vartanants
could only participate in concerts that became fashionable especially in the festivals
with the aim of ‘presenting the multiculturality of Turkey’ and which contained

musicians from different ethnic groups.

One of the most visible of this kind of ‘multicultural’ concerts was Sezen Aksu’s
Anadolu Sarkilart (Songs of Anatolia) project. Various groups accompanied Sezen
Aksu to Efes, Aspendos and Istanbul in this concert such as Armenian Vartanants
choir, Rum Onorio, Jewish Los Pasaros Sefaradis, Diyarbakir Municipality

Children’s Choir with Kurdish songs and Enderun classical music group.”

I will be criticizing this perspective that regards the cultures living side by side as the
‘colors’ of the Anatolian mosaic in Chapter 3, but here I want to note that despite the
liberal stance that can be observed in the above examples, and which is itself an
outcome of ongoing cultural and political struggles, there is still an influential
nationalist wing in Turkey supported by the military and police, that cannot tolerate

even liberalism. In this respect, one can remember that in December 1998, in a music

5 http://www.istanbul.net.tr/istanbul_soylesi.asp?sid=64
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festival in the Military Museum Knar’s concert was banned by a last minute decision

together with the concert of Rego, a Kurdish group.

Similarly, Etyen Mahg¢upyan writes about a recent event during the Princess Islands
festival where a Kurdish song was met with aggressive protests by nationalist groups.
He says, “Now everyone is participatory, everyone believes in multiculturalism...
However, these new values only exist in words, not in their hearts. Democratic words
don’t make one democrat; and Turkey stands quite out of this mentality.
Consequently, multiculturalism is something to be\ annoyed at and undesired.” By
referring to the nationalists protesting the Kurdish song he says, “For them, the limits
of multiculturalism should end whenever they hit Kurdish. (...) In short, these lands
have always been multicultural, but we have never been on the side of
multiculturalism. The ones with a more authoritarian mentality tend to repress it by
monopolizing the public space as it is now and the more patriarchal ones tend to

separate sides from each other by emptying the public sphere.” >

Recently, discussions about the politics of cultural difference and ethnic identities
evolved into a different direction in relation to the changes in the Kurdish movement
and in the process of EU-Turkey relations. On one hand, academicians, political
activists and intellectuals started to develop a critical perspective towards
multiculturalism, on the other hand, the state emerged as a party defining its own
‘multiculturalism’. The state channel TRT started broadcasting in Kurmanci and

Zazaki (without mentioning that these languages are Kurdish), Bosnian, Circassian

% Etyen Mahgupyan, “Cokkiiltiirliiliik bir virtistiir!”,
www.gazetem.net/emahcupyan.asp?yaziid=170.
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and Arabic, limited to one-hour news and ‘cultural programs’ per week. This rather
ridiculous solution to the demands of broadcasting in the mother tongue came with a

more offensive and nationalist tone in its programs.

It seems that Turkey enters a period where the issue of ‘minorities’, which was rather
marginalized in the public sphere during the last decade, will become a core subject
discussed within a broader perspective (embracing other ethnic groups in Turkey
rather than only non-muslims), in relation to the latest report by the EU on Turkey’s

progress towards membership.
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GRANDMOTHERS’ LULLABIES AND THE TRANSMISSION OF STORIES

“It was 1978 when I had to separate from my mother in order to learn my mother
tongue. While my mom stayed in Ankara, [ was sent to an old persons’ house, where
my grandfather, his mother and my grandmother lived together. (...) Everyday the
moment I get up I damn the entire world, and the Armenian language. How could it
have separated me from my mom! The more I get furious, the more T dedicate myself
to my classes! Yet I am still a babe-in-arms, no matter how much I try to hide it, no
matter how much I struggle to cope with the situation. During some evenings 1 feel
the longing for those left at home more strongly; as if the smell of my mom and dad
floats in the air and sticks to my nose. (...) First it gets into my nose, later into rﬁy
nostrils, of course burning them. I start erying, and lie down on my bed, yet it is
impossible to sleep! No classes left to study either; I have already finished the
homework of that day for this step mother tongue ‘that had separated me from my
mom’. (...) I go to the bathroom, furiously slamming the doors. My grandfather’s
mom Siran Koko cries out from her deep dark room, ‘Son baliii, you couldn’t sleep?’
‘No, I am unable to sleep Koko’ reply I while sniffing cantankerously. She usually
goes to bed early, trying to sleep while looking at the ceiling. ‘Come’ she says, I
climb in her bed. Sneaking my head into her wrinkled breasts I start crying my heart
out. (...) Out of the blue I start hearing Siran Koko’s cracked voice. Joined to the
permanent grief in her voice (she had a very tough life; as if loosing five of her
brothers was not enough, also her daughter was kidnapped by the Kurds, and
thereupon she never saw her again) is the helplessness in the face of not being able to

soothe a crying six years old kid. ‘Knatsir Digaaas, Al us e us, Sirds Dkhur e,
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Vorpevayri yerker gise, im anusis, Oror or or... 1 ¢Once more’ 1 say. Koko sings
once more. I don’t get the meaning of the lyrics exactly, yet how could I leave
someone who was there for me singing lullabies in the middle of the night. (...)
Years passed by. (...) I heard several stories from Siran Koko: her days in Merzifon
College, her marriage, her survival, her longing for her daughter. Then I grew up,
Siran Koko became my child, she grew so old she couldn’t take a bath herself, we
started taking bath together. (...) One September afternoon this happiness ended
tragically. Siran Koko, my accomplice at home, covering all my naughtiness, my
wrinkled princess; she surrendered her soul to God and left me behind. (...) I wanted
to go next to her. They said, ‘don’t go, you will be scared, you can’t sleep’. I said
‘no’ and climbed up on the bed and lay down by her. ‘Koko’ I said, ‘would you like
me sing oror?’ No reply from her. Nonetheless I started singing the oror with a little
hope, ‘Knatsir Digaaas, Al us e us, Sirds Dkhur e, Vorpevayri yerker gise, im anusgis,
Oror or or...’ Towards the end, I couldn’t stop myself anymore and unleashed all my
emotions. My grandmother came. They hardly took me away from the bed. That was

the last time I sang the oror.”

! Sleep my son, it is late, my heart is sad, it sings songs from the land of the orphans, to my
sweet, oror or or.

* Anadilimi 6grenmek igin anamdan kopmam gerektigi 78 yilindayiz. Anamlar Ankara’da
kalm1g, dedem, yayam ve dedemin mamasindan olusan bir yaghlar evine atilmigim. (...) Her
giin kalkip bir posta diinyaya, ardindan Ermenice’ye soviiyorum. Bu nasil seyse beni
anamdan ayirmis! Sinirlendikge ders ¢aligmaya atiyorum kendimi! Ama ne kadar dayanmaya
caligsam da, ne kadar maskelemeye ¢aligsam da heniiz bir ana kuzusuyum. Bazi aksamlar
oteki aksamlardan daha keskinlegiyor evdekilerin 6zlemi. Sanki havada anamin babamn
kokusu dolasiyor da burnuma yapistyor. (...) Once burnuma doluyor sonra genzime, yakiyor
tabii. Aglamaya bagliyorum, yataga yatiyorum ama uyumanin miimkiinii yok! Ders mers de
yok, bu “beni anamdan ayiran” livey anadilinin o glinkii 6devlerini filan bitirmisim. (...)
Tuvalete yollaniyorum, kapilart sinirli sinirli ¢arparak. Dedemin mamasi Siran Koko
kapkaranlik yatak odasmdan sesleniyor, “Ogul Baliiii, uyuyamadim m1?” “Yok uykum kagti
Koko” diye burnumu g¢ekiyorum huysuz huysuz. O da erkenden yatar, tavana baka baka
uyumaya calisir. “Gel” diyor, yatagina ¢ikiyorum. Biizigmils memelerinin arasina kafami
sokup hiingiir hiingiir aglamaya bagsliyorum. (...) Neden sonra Siran Koko’nun kirik sesi
duyuluyor. Sesindeki daimi yasa (kolay degil bes kardesini kaybetmis yetmiyormus gibi
Kiirtler kizin1 kagirmug, bir daha da hi¢ gostermemisler) bir de alt1 yasindaki bir veledi
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The lullaby is a bridge between two women -grandmother and her grandchild, a
bridge of tenderness, sensuality, secrecy, and trust. The body of Siran Koko with her
lullaby becomes a part of her grandchild who seeks a shelter there in order to cope
with her longing. The memory of the lullaby becomes a part of her body and it
creates a memory, which is beyond any word. Ayda describes how her “step-mother-
tongue” becomes a part of her body through that lullaby, which is a means for her to
communicate with her grandmother. Her memory is bodily, sensual and emotional.
In every sentence we can trace the memory of the senses -the smell of her mother in
the air, the shutting of the doors, the cracked voice of Siran Koko and her wrinkled
body- this is how she remembers her childhood days away from her mother. When
she has Siran Koko no more with her, she returns her lullaby back as if it is a part of

her body, Siran Koko’s and Ayda’s...

In my prelude, I said that in many cultures, through the lullabies women used to

express their feelings, experiences, the way they see and relate to life. I considered

susturamamanin ¢aresizligi karismis. “Knatsir Digaaas, Al us e ug, Sirds Dkhur e,
Vorpevayri yerker gise, im anusis, Oror or or...” Bi daaa” diyorum. Koko bi daaa soyliiyor.
Sozlerini filan da dogru diiriist anlamiyorum, ama gecenin o saatinde bana oror sdyleyecek
birini bulmusum birakir miyim hi¢. (...) Seneler akip gidiyor (...) Siran Koko’dan bir siiri
hikaye dinlemisim. Merzifon Koleji giinleri, evliligi, hayatta kalisi, kizina duydugu 6zlem.
Ben biiyiimiigtim Siran Koko benim ¢ocugum olmus, ¢ok yaslanmis kendi bagina yikanamaz
olmus, artik banyolar1 beraber yapar olmusuz. (...) Bir ekim &gleden sonrasi bu saadete geri
doniilmez bir darbe vuruluyor. Siran Koko, evdeki sug ortagim, biitiin yaramazliklarimin
kapag, burusuk prensesim ruhunu allaha teslim etmis, beni birakmis gitmis. (...) Basucuna
gitmek istiyorum, gitme sonra uyuyamazsm korkarsim diyorlar. Korkmam diyorum. (...)
Yataga ¢ikip yanmna uzantyorum. Koko diyorum oror sdylesem hosuna gider mi? Hig ses
gelmiyor. Yine de bir umutla oror sdylemeye basliyorum, “Knatsir digaaas, al ug e us.”
Sonuna dogru sesimi zaptedemeyip, darmadagin oluyorum. Yayam geliyor, beni yatagin
istliinden zor aliyorlar. Ororu en son sdyleyisim o oluyor.

This piece is from a letter published in AGOS in the same page with the news about our -
performance. In a way, this letter was addressed to us, the organizers of the performance,
making us feel the excitement of having been able to open up a space for the lullabies to be
heard. It showed us that we could share the memories of the lullabies with other people.
Ayda Erbal, Siran Koko ’nun Kirik Sesi, AGOS, 30 March 2001, p.4.
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lullabies as the secret diaries of women, telling ‘forbidden’ stories, which remained
bn the margins of the ‘speakable’. In the first part of this chapter, I will try to give a
framework to my discussion about lullabies as a medium for expressing women’s
gendered experiences and in the second part, by turning to the lullabies and stories of
the Armenian grandmothers in Istanbul I will try to explain how through the lullabies
they tell their life stories, the stories of their family, their town in Anatolia and they
keep and transmit the memory of Armenian presence and the violent destruction of
that presence in Anatolia. I will try to explain how the transmission mediums and the

senses that grant meaning to them shape the memory of the lullabies.

. N . 3 . . .
Oror, ruri, nani, ninni : Lullabies as the secret diaries of women

“The main theme in all of our songs was longing. Very few of
our lullabies Weré real lullabies. Many of them were addressed
to the one who is far away. They were created in order to cry
out. Our mothers were putting us to sleep singing songs of
yearning. We were just excuses for them in order to express

their longing, their suffering.”

Throughout Anatolia and in other geographies, women used to put their children to
sleep by singing them sweet lullabies through which they expressed their love,

praised the beauties of the child or wished them a happy future. These lullabies,

* In Armenian oror, ororerk, ororotsayin, hayriir, nanar; in Kurdish lurig, luri, ruri, in
Greek nani, nanurizma; in Turkish nenni, ninni. ..

* Hagop Mintzuri. “Mer Mayrer1 (Our Mothers)”, in Girung Usdi Gukas (Crane, Where do
you come from?), Istanbul, 1974, p. 89.
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which were produced in women’s secret spheres, the private of the private sphere,
had become means for women to express themselves, their feelings, the way they see

and experience life.

Khagin, lusingan norun, On the day of the holy cross, on the new moon,
Yar yes ku campat g1 nayim, [ look forward to your road,

Yar yes diga tun diga, My love I’m young and you’re young,

Mer sirun ¢agern yen hima.’ Those are our times for love.

Through the lullabies, women not only sing about love and joy but also they voice
out their untold stories of sorrow. As Lella Gandini points out, in many lullabies
“while the melody is sweet or melancholy serves to appease the child, the words are
infused with sadness. The rhythm that accompanies the lullaby and serves to rock the
child to sleep also soothes the mother. In some cases, the words seem only to help

the mother vent her frustrations.”®

There are many lullabies that express women’s suffering in marriages without love
or their complaints of their husbands. They “sound like protests or reflections on the
condition of women, protests that can find a voice in lullabies.”’ Thus, lullabies
create medium for women to sing about everything that could not be expressed in

other situations.®

* Traditional lullaby from Armidan. Mintzuri, p. 90. (see Appendix)

S Lella Gandini, “Italian Nursery Rhymes” in The Lion and the Unicorn, 26, The Johns
Hopkins University, 2002, p. 211.

7 Gandini, p. 211.

% Krikoryan, p. 30.
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Similarly, in many of the traditional Armenian lullabies women complain about their
inferior position within the patriarchal social and economic organization of life. The
responsibilities of being a young bride in an Anatolian village household are
expressed in the lullabies. Women, while putting their babies to sleep, most of the
time speak about their “deep weariness at the end of a long day or the fatigue caused
by the time needed to rock the baby to sleep” ® or their obligations of working in the

farm and at the same time taking care of the new born:

Why did you wake up? (...) Will you get up or what... Shall I take you
out? You are very little you will become seven moths in Vartavar... You
cannot sit alone... You tied my hands and feet... I will go crazy... Your
mum did not collect even one single mulberry. How and when 1 will
collect the mulberries from five trees, lay them down under the sun and
let them dry? (...) What will your grandmother say? She will say that I

chatted with this and that and my work is waiting for me...

The examples above illustrate how lullabies enable us grasp the gendered
organization of life in a specific social context through women’s standpoint. Besides,
we learn about the gender identities and their meanings for women through the
subjectivities and emotions of those women who are embedded in it. The best
example for this can be traced through the differentiated wishes entertained for
female and male children. While wishes for girls include nice clothes and marriage

with the king as in the following lullaby:

? Gandini, p. 211.

1 Mintzuri, p. 92.
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Oror oror ayikh yes, Oror oror you are awake,

Lahur sali layikh yes, You deserve a shawl from Lahur,
Lahur sal1 in¢ gani, A shawl from Lahur is not enough,
Takavori layikh yes. H You deserve the king’s hand.

wishes for boys include becoming the head of a village or a brave warrior:

Oror gangim imanas, I shall sing you a lullaby and you listen,
Bargis "vanus kinanas, You shall go to bed and sleep sweetly,
Knanas u medzanas, You shall sleep and grow up,

Medzanas u medz mi linis, You shall grow up and become an adult,
Poloris u keg mi linis, Become a village for all of us,
An kegn ur medz ¢i gena,  In that village where there is no head,

An kegin medzi tun linis."*  You shall become the head of that village.

“The world’s earliest archives or

libraries were the memories of women.”!?

By “teaching young children social customs such as family duties, social position,

" Traditional lullaby from Agn, arranged by N. Kalanteryan. (see Appendix)
Kantsaran Haygagan Yerkeru, p.688.
"2 Traditional lullaby from Agn. (see Appendix)

T. Azadyan, Agn U Agntsik:Azkakragan yev Gensakragan Hisadagaran, Misaguyt
Hiradaraggadun, Istanbul, 1943, p. 30.

" Trinh t. Minh-ha. “Grandma’s Story” in Woman, Native, Other: Writing Postcoloniality
and Feminism, Indiana University Press, 1989, p. 121.
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gender roles and relationships, family and ethnic heritage”"® through the lullabies,
women also shape the formation of the collective identity. For that reason, lullabies

are considered to be “genres in which social memory is retained and transmitted.”"

In her album Ninna Nanna, which is a collection of lullabies from different parts of
the world, Monserrat Figueras greets her audience with the following words: “From
the moment a baby is born, lullabies are a mother’s indispensable ally in soothing her
child for whom everything in the big, wide world is new and frightening. The baby
recognizes in the song her/his mother’s voice, her presence and her expression. The
intimacy of the moment creates a space rich in ancestral symbols, in which words
and music create a bond of pure emotion and truth. It is in this space that the child
experiences her/his first dialogue, her/his first story, her/his first contact with the
teachings of tradition, experience and culture, which over time build into an essential

part of our collective memory.”'°

In fact, I believe, women’s memories and lullabies keep and tranmsit the ‘archives’
of the unarchivable elements of a culture, such as secrets, emotions and senses. In the
lullabies, Armenian women sing the way they perceive and experience the practices,
traditions, customs and beliefs of their community. Thus lullabies retain a memory of

the way women perceive their social and cultural environment.

Many Armenian lullabies also contain depictions of a town or village in Anatolia, -

!4 Jane Bowers, “Women’s Music and the Life Cycle”, ILWC Journal, October 1993, p. 9.

James Fentress and Chris Wickham, Social Memory, Oxford, UK; Cambridge, Mass.:
Blackwell, 1992, p.81.

¢ Monserrat Figueras, Ninna Nanna (Alia Vox AV 9826, released in 2003).
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they praise the beauties of the landscape or the productivity and the richness of the
soil with its various fruits and crops. They speak about the peaceful moments of a
presence in a specific locality and through the various practices embedded within

that soil they express the sentiments of belonging to that geography.

Oror oror im hokus hokin, oror Oror oror my dearest, oror

Im nordung ekin, oror The crop that I newly planted, oror
Vor nor e jmner, oror That newly grew up, oror

Bidug ¢e diver, oror Didn’t give any fruits, oror

Diver ayva u khndzor, oror Gave quinces and apples, oror

7

- 1
Meg cigen hazar dereven, oror. From one branch and thousand leaves,

oror.

“Patently transmitted from mouth to ear, body to body, hand to hand”'® women’s
lullabies and stories kept and transmitted the memory of the Armenian presence in
Anatolia through the women’s eyes. But there came a time when women’s lullabies
could not chant the ‘peaceful times’ in Anatolia anymore, they started to cry out the
destruction of that presence. They could not soothe but disturb, they could not put
babies to sleep but kept them awake. Those were the lullabies painted in the color of

pain:

I was not told fairy tales. The fairy tale I was told was a story of exile

that had started in the shores of Black Sea, passed in Egin and ended in

17 Krikoryan, p. 55.

'® Minh-ha, p. 121.
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an orphanage in Malatya. [ am speaking about the road that my mother,
grandmother, aunt and uncle passed. They always told this to me. At
nights while putting me to sleep, instead of lullabies, my mother, my

grandmother used to tell this story.”

Women’s lullabies were the only carriers of that memory of violence and
catastrophe. Women sung what they saw, they sung what they felt on their body;

they sung nothing but pain:

Der zor gertank lalakin, We go Der Zor by crying,

Tsaverun mech gragin, Through the pain of the fire,

Ciga luysu cacangi, There is no hope of light,

Yavrugs nenni g1 gangim. 1 say oror to my child.

Oror 1sim knatsir, I sing oror and you sleep,

Misig migig knatsir, You sleep in peace,

Campan yergar mi kidnar, Don’t think that the road is long,

Vor ¢ikhosvi sirdit artar. 2 So that you don’t worry your just heart.

Today when we think about Armenian lullabies we mostly think about laments that
speak about pain. Most of the Armenian lullabies in terms of their musical structure

and melody, as well as their lyrics are at the same time laments. Those lullabies refer

' Bana masal anlatilmadi. Bana anlatilan masal, tehcirde Karadeniz sahilinde baslayan,
Egin’de siiren ve Malatya’da bir yetimhanede noktalanan bir yol hikayesiydi. Annemin,
anneannemin, teyzelerimin ve daymmin gegtigi yoldan bahsediyorum. Hep bunu anlattilar
bana. Gece uyumam igin ninni yerine bunu anlatirdi annem, anneannem.

Sarkis Seropyan in his interview with Celal Baslangi¢ in Radikal, 17 May 2004, p. 7.

% Traditional Iullaby from Sivrihisar. Krikoryan, p. 90. (see Appendix)

73



to a very specific experience that had shaped the economic, social and cultural
composition of the population in the Anatolian geography around the turn of the 20™
century, defining the destiny of Armenians in this land with the foundation of the
Turkish nation-state. Those lullabies tell about exile, starving, fire and death. They
might even be the last words of a mother, whose child is near death. They tell about
unimaginable experiences, violence and suffering in detail that no human mind can
grasp. If we consider them as registers of the past they have the pO\A;er of disrupting

what is imagined as ‘History’. Adorno defines this as the “loss of history.”*!

Lullabies lead us to the “disjunction points” of History as Nietzsche defines it, where
one group of people looses the struggle in shaping ‘History’ and giving meaning to
what has happened.22 Women by singing lullabies and telling their experiences under
violence resist against the dominant narratives of History, by reminding those

disjunction points which enables us to imagine what could have been otherwise.

Nadia Seremetakis in her book The Last Word tries to re-read the modernization
process in Greece through “standing in the margin and look through it at other
margins and the so-called center itself”. For Seremetakis, that margin is women’s
experiences expressed in the Greek laments. As I tried to explain above, in my work
I consider that margin as the Armenian grandmothers’ memories embedded in their

lullabies which will enable us to decipher the history of the Turkification of the

*! Adorno, p. 91.

2 Raymond Geuss. “Nietzsche and Geneology”, European Journal of Philosophy, 2:3, Basil
Blackwell Ltd., 1994, pp. 274-292.

2 Nadia Seremetakis, The Last Word: Women, Death and Divination in Inner Mani,
Chicago: University of Chicago Press, 1991, p. 1.
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Anatolian geography.

In the following part I will start giving examples from the narratives of Armenian
grandmothers today. Grandmothers’ lullabies today with their gendered and
ethnicized stories stand not only in a position to disrupt the dominant ‘Turkish
National History’ but also on the margins of the Armenian collective memory in
Turkey. Grandmothers feel that they themselves and their lullabies are abandoned
today within a ‘modernized’ context and they express it with the following words:
“Now they don’t let me sing, they get angry with me. ‘“What is that’ they say, ‘old

things’. They get angry, they say ‘what is that, it is like you lament’.”**

‘So that you remember’: Grandmothers’ lullabies and stories of Anatolia

“This is the first time that I am singing this lullaby. The time has come... It’s as if |
was waiting for you so long to share it. This is my mother’s story. My mother, who
was a migrant from Erzurum, who had lost all her family and passed her childhood in

an orphanage, was singing this lullaby to me telling: ‘my child, this is for you to

remember’:

Karvann antsgatsav partsadz artsunkov, Caravan passed with a burden of tears,
Dzunk ¢okets kednin, She fell down on her knees,

Minats sev anabadum. Remained in the dark desert.

* Simdi soyletmiyorlar ha, kiziyorlar bana, “o neymis” diyorlar, “eski seyler”, valla
kiziyorlar, “o nedir agit etmis gibi” diyorlar.
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Du lats mi lini, yes sad em latser. Don’t ery, I have already cried a lot.”

My account of how lullabies are remembered today is very much related to my
position as a researcher as well as an Armenian woman who had been raised with
lullabies and a potential mother who will sing them to her children as a link in the
transmission. I cannot tell how lullabies are remembered today without telling how I
asked them to be remembered, since listening to lullabies meant hearing the most
intimate words that women sung to their children, the words that even their children

did not hear, the words that they chose to share with me.

My sensual knowledge that lullabies were produced in a very specific éontext
deepened with the experiences I went through during my research. Different than any
other genre of folk music, lullabies were usually sung only to put children to sleep.
The best indicator of this was the reaction of grandmothers when [ asked them to
sing me a lullaby, they explained that it was strange that someone asked them to sing
a lullaby in a context where there was no baby to put to sleep. They even did not
consider lullabies as a form of music, thus they told me that they could not sing since
their voice did not allow singing. I found myself telling them that their voice should
be very beautiful as they raised their children putting them into sleep without having

the chance to refuse them singing lullabies while they were crying. Most of the time

% This lullaby was sung to me by a woman from Yerevan in August 2001. Later on, I came
across with this lullaby with a different melody and a variation in its lyrics in the album
Armenian Lullabies. According to the information in the album the lullaby is called Nazeyi
Oror (Lullaby of Naze), its lyrics are from the poem The Blind Troubadour by Avedis
Aharonian. It is obvious that this lullaby has become widely known and sung by Armenian
women. However, she sung it to me with a different melody rather than its composed form
and she changed the lyrics as she remembered it. Different from any composed lullaby, this
lullaby that she had heard from her mother carries the memories of her childhood with
fragments of her mother’s life.
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as they started singing, it seemed to me that the most beautiful voice in the world was

that of a woman singing lullabies.

Many lullabies that I listened to had their own journeys, their own life stories. Each
of them now has marks on me with the memories of their singers, the grandmothers.
When grandmothers were singing their lullabies to me, they were also telling the
stories within which these lullabies were embedded in. These stories included the life
stories of the grandmothers woven into the stories of their mothers and families and
they touched upon the lives of other Armenians in an Anatolian village or in an old

Armenian district of Istanbul.

In Surp Pirgic Armenian Hospital in Yedikule, for example, we had met Armenian
women who had been very active in Armenian cultural life and served Armenian
community schools for decades as teachers or directors. Their narratives were rich
with depictions of the history of the Armenian community in Istanbul. They were
comparing the old generations with the new ones in terms of the usage of the
Armenian language, church attendance, participation in Armenian cultural activities,
or the quality of education in the Armenian schools, etc. They were giving advice to
us, the young generation Armenians, besides expressing their appreciations for our

. . . 2
‘interest in preserving our culture’. 6

Along with the memories of old Istanbul, the grandmothers’ generation also have
vivid memories of Anatolia, their or their parents’ hometowns. Those memories are

marked with loss of home and loved ones as well as the Armenian presence in

% See Appendix for the lullabies recorded in Yedikule.
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Anatolia. The lullabies from their hometowns are detached from their lands, from the
soil they were produced and nourished, from the environment that had granted them
their meanings. As Armenian women migrated to different places, lullabies also

traveled with them and in the exile they started to be sung in order to remember what

was left behind.

Oror 1sem knatsinem, [ shall sing oror and put you to sleep,

Sirov sirdov medzatsinem, I shall bring you up with a heart full of love,
Oror im tsakugis oror, Oror my dear oror,

Oror im mangugis oror, Oror my son oror,

Urugvan tem dnem orran, Towards evening I shall put you in the cradle,
Sukis nisdem 1sem oror, I shall sit with my grief and sing oror,

Der nor varti niman batsvel, You are like a newly opened rose,

Sukis nisdem 1sem oror, [ shall sit with my grief and sing oror,

El kun ¢unim hokis mayrig, I am not sleepy any more my dear mom,
Herik agkis gabes herik. It’s enough that you tie my eyes, it’s enough.

This lullaby by a grandmother who had heard it from her mother in Darende
(Malatya) transmits the memories of her mother, her childhood, her hometown and
carries fragments of sorrow, which is at some points untranslatable into our lives
today. While she was singing lullabies she was also telling me about their village,
how their family escaped from death, how her father had to become the priest for
their village when there were no Armenian churches in their region anymore, or how

she lost her sisters and brothers who were younger than her. And she added: “this
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paih made me forget everything”™’, explaining that she used to know a lot of songs

and lullabies before, but now she doesn’t feel in the mood to sing them.

The grandmothers tell the stories of Anatolia in a context where the contexts within
which these stories had been lived are lost today, causing their lullabies and stories to
be displaced from the land that lend them their meanings. The Armenian presence in
Anatolia, the homeland of Armenians, turned into a ruin today as all of the Armenian
houses, churches, schools and other markers of presence are destroyed and the name
‘Armenian’ started to be associated with the word ‘kalinfi’ (remainder),
‘Ermenilerden kalma’ (remaining from Armenians), ‘Ermeni kilisesi kalintilart’ (the
ruins of an Armenian church), something that does not really exist but reminds.
While the grandmothers tell their stories of home in Anatolia within a context where
they are displaced from those homes and everything that will give meaning to their
belonging to Anatolia is destroyed today, their stories become the symptoms of loss
in terms of the Armenian presence in Anatolia and the visibility of that presence

within the representations of the history of Anatolia:

I got married and went to Gumighacikdy from Merzifon. Our house was
very large. The weddings of our relatives were celebrated in our house.
We had stages (...) Meals and ¢éreks with poppy seeds were prepared for
the weddings. When a guest visited our house, a lamb was brought to the
house for sure. The lamb was cut and filled with rice, and it was roasted.

. It smelled delicious. In those times, there were many people coming from

27 Bu acilar bana herseyi unutturdu.
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Istanbul. For example, if a guest from Istanbul visited an Armenian, they
would distribute the lamb to others as well. (...) All the Armenians in
Amasya knew how to play musical instruments. At vintage, all the
Armenians used to come together and call out ‘Hagop take your violin

and come by’. It was great fun.”®

We used to speak Armenian at home. We never spoke Turkish. In the
evenings, we used to visit each other. There was no television those
times. We learnt Armenian from each other, we used to go out, we used

to speak Armenian. We came here, then we began to speak Turkish. *°

Grandmothers tell the stories of this richness, joy and happiness in relation to their
absence today. They often start or end these stories by mentioning their loss in order
to situate the meaning of their story within a lived experience of displacement and
loss: “There were eighty Armenian households in HacikSy, now there are eight

people left. In Merzifon, none.” *°

Similarly, a grandmother from Arapgir was telling me that they were the last

Armenian household in their town and they kept their mother tongue by hearing them

% Merzifon’dan Giimiishacikéy’e gelin gittim. Evimiz c¢ok biyiikti. Salonlarda, hep
akrabalarin diigiinleri bizim evde olurdu. Sahnelerimiz vardi. (...) Diigiinlerde yemekler,
hashasl ¢orekler yapilirdi.(...) Eve misafir geldigi zaman muhakkak bir kuzu gelirdi eve.
Kuzunun karni agilirdi pilav doldurulur biitiin firina verilirdi. Buram buram koka koka giizel.
O zaman [stanbul’dan ¢ok gelen olurdu. Mesela bir Ermeni’ye Istanbul’dan misafir gelirdi
bize de dagitirds (...) Amasya’da Ermenilerin hepsi galgi bilirdi. Hele o {iziim bagi zamani
biitiin haylar bir araya gelir, Hagop ¢utagit ar de egu (Hagop kemanin al da gel) bagurirds,
vur patlasin ¢al oynasin ¢ok sendi.

» Evde hep Hayeren konusurduk. Biz Tiirkge hi¢ konusmazdik. Aksam oldu mu birbirimizin
evine giderdik. O zaman televizyon da yoktu. Birbirimizden 6grendik, gezmeye giderdik
Hayeren konusurduk. Buraya geldik de Tiirk¢e konusmaya bagladik.

% 80 hane vardi Ermeni, simdi Hacikdy’de 8 kisi kaldi. Merzifon’da hig yok.
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from their mothers‘ and grandmothers. Her grandmother used to tell stories while
braiding her long hair: “She used to tell stories of exile while braiding our hair.”*!
And she expressed her sorrow that today people do not recognize that pain: “Terrible
things happened but now they say that nothing happened.”? Since she learned and
spoke her mother tongue under conditions defined by the absence of Armenian
schools and churches to teach Armenian, she eagerly wants to preserve and transmit

the Armenian language as a precious belonging. That’s why she sings Armenian

lullabies to her neighbor’s son whose mother does not know Armenian.

Oror oror or,

Oror gisem knanas,

Yavrum anus kuni diranas or or,
Oror oror oror,

Oror oror hes degi,

Yavrum orran tiri bos deg1 oror or,
Elayi lerner1 partsrer: nayim,
Antsnogin tarnogin sird1 g1 nayim,
Yavrum lezut panali 1lla

~ Sirdit panayi,

Sirdit meg¢i tsavun es imanayi,
Oror or,

Hover dar u per hover,

Kesi1 dar agvorn per,

Oror oror or,
I sing oror, you shall sleep,
My child I wish you have a sweet sleep or or,
Oror oror oror,
Oror oror to a good place,
My child, I put a cradle in vain,
I climb the mountains the high hills and look
I look at the hearts of the passers by,
My child I wish your tongue was a key
And I could open your heart,
I wish I could feel the pain in your heart,
Oror or,
The winds take and bring,

Take the bad and bring the good,

3! Saclarimiz1 drerken aksor (siirgiin) hikayeleri anlatirdi.

32 Sad kes paner yegav ama hima hi¢ pan mi ¢e yegadz.(Cok kotii seyler oldu ama simdi

sdzde hicbir sey olmamuis).
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Kesun dern arev ¢uni, The lord of the bad does not have sun,

Yavruyes khabar mi per oror or. Bring news from my child oror or.

This lullaby that she sang to me expresses a mother’s yearning for her child. The
reason why she chose this lullaby at that moment was that she wanted to

communicate her feeling of longing for her son who was living in Germany.

From time to time, grandmothers thought that what they tried to tell me was beyond
my experience or imagination. They often stopped and explained things they thought
I would not be familiar with. They tried to communicate their stories to me with all
the necessary details that would enable me to share the meanings and the senses
evoked by the story. I had visited a friend’s grandmother who had told me about her
life in Amasya. She said that the production of grape molasses was a central practice
in their lives and an activity associated with Armenians who had orchards there. She
told me about the special kind of soil that was necessary for making grape molasses.
That kind of soil, pekmez toprag: (molasses soil), was found only in the mountains of
their village, for which she had a deep longing. She insisted that I taste her molasses
jam, which she was sure that | had never tasted before. She was right, although one
side of my family was from Amasya I was not familiar with that taste. It was
important for her to make me taste it because only then I could feel the sense that she
wanted to transmit to me. Since that taste was an indispensable element of her life
story, only then could I understand what she had left behind when she had to move to
a small apartment in Yenimahalle where she has to produce molasses from the grapes
that she bought from the supermarket, only then could I understand the sense of loss

that she felt when she had to watch the destruction of her house in Amasya, and the
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feeling of thankfulness she still has as expressed in the following words: “Our
Armenians suffered a lot, but thanks for today; I am so glad to hear the sound of the

church bell, to go to church or see the students, at least God granted this to us.>?

“The speech is seen, heard, smelled, tasted, and touched”**: Memory

transmitted through the senses

As pointed out by Trinh t. Minh-ha in the above quote and illustrated by the previous
story where the taste of the molasses becomes significant for the memories of the
grandmother, what is transmitted and the very transmission itself with its materiality
merges into one. What is transmitted through the lullabies is not only a song floating
in the air, but the words, the sound, the melody, the voice of the grandmother, the
texture of the mother tongue, as well as the practices that accompany singing
lullabies such as swinging or rocking the child on the legs, and all the emotional
attachment that is evoked through the sweet words, looks and smiles, the bodily
interaction constitute the memories of lullabies. As Minh-ha says, women and
children cry, laugh, or fear but they never think of saying it to each other *° and those

senses, those feelings are also transmitted to the next generations.

Nadia Seremetakis explains how “grandma used to mash with her fingers carrot,

potato, macaroni, and feel it with her lips and even her tongue and then give it to the

» Bizim Ermeniler ¢ok ¢ile cekmisler ama bugiine de gok siikiir, ben bir kampananin sesini
isitsem, kiliseye gitsem, ya da okul ¢ocuklarini gérsem 6yle ¢ok seviniyorum ki hi¢ olmazsa
Allah bu muradi vermis bize.

3 Minh-ha, p. 121.

** Min-ha, p 121.
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child. (...) When the food was hard, such as bread crust, the old women would soften
it with their saliva. Also when we ran back home with a wound of some sort, they put

36 aye
”7° scenes we are very much familiar from our

saliva on it with their finger to heal it
childhood days. Seremetakis tells that this practice “imprints memory on the
substance internalized by the child” and she says, “memory is stored in substances
that are shared, just as substances are stored in social memory which is sensory.™’
The practice of cooking food with saliva accompanies kisses and sweet words,
emotions, which contribute to a memory, which is bodily and sensual. The body of
the singer/teller and the body of the listener become their extensions as Ayda
explains in her letter. “Grandma gives her parts to see them inscribed on the child
over time. This is what she receives back from the child: the memory of herself in
palrts.”3 8 A grandmother told me that her grandmother had given the names of her
brothers and sisters who had been killed to her children in order to keep their
memories alive: “She gave names so that the memory of her family would live.

Khager, Bedros, Meryem...”>® This way, each child with her or his name takes on the

story of her mother’s family.

The memory inscribed on bodies is important because they reach beyond any speech.

Seremetakis expresses it with these words: “My body involuntarily knew what I

% Nadia Seremetakis, “The Memory of the Senses, Part II: Still Acts” in Senses
Stil, University of Chigaco press, 1996, p. 24.

37 Seremetakis, Part II, p. 28.
* Seremetakis, Part I1, p. 27.

% Isimler koydu ki kendinin siilalesi yasasin. Khager, Bedros, Meryem...
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consciously did not.”* The memory that lullabies create leaves marks, sediments on
your body. As an example of how bodily memory is an inscribed element of
lullabies, I remember one of the grandmothers saying that she has to create a context
for singing lullabies before starting to sing. She closed her eyes and started moving
her feet like rocking a baby on her feet while singing. This movement of rocking and
swinging is an action embedded in the practice of singing lullabies as it can also be
understood from the meaning of the word oror, the Armenian word for lullaby,
which also means ‘to rock’: “Chanted over and over in almost every lullaby, oror is
the consummate onomatopoeia, its rolling » and double phoneme or-or mimicking

the sound of the thing it represents, the to and fro of the cradle endlessly rocking.”"!

Rocking also defines the main rhythm in a lullaby song. Simon Frith says, “we
absorb songs into our own lives and rhythms into our own bodies.”** The rhythm of a
lullaby makes the baby sleep and together with the grandmother they move as a

single body.

The memory created by lullabies is very much linked to a space. It is
autobiographical and historical at the same time. It tells the life story of a woman
which is embedded in a specific historical time and space. The desires, dreams,

hopes of the grandmother and the way she perceives herself, the way she knows and

0 Nadia Seremetakis, “The Memory of the Senses, Part 1: Marks of the Transitory” in Senses
Still, University of Chigaco Press, 1996, p. 6.

! Cynthia Rogers and Heriknaz Harutyunyan from the booklet of the album Armenian
Lullabies by Hasmik Harutyunyan and the Shoghaken Ensemble.

2 Simon Frith, “Towards an Aesthetic of Popular Music”, in Music and Society: The Politics

of Composition, Performance and Reception, eds. Richard Leppert and Susan McClary,
Cambridge: Cambridge University Press, 1990, p.139.
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relates to life is transmitted through the lullabies. And these senses and feelings are

shaped in specific historical and cultural contexts.

I believe, in order to understand Armenian subjectivity in Turkey, it is necessary to
focus on these historical and cultural coﬁtexts. In this chapter I tried to show how a
particular kind of belonging is created and transmitted through the grandrﬁothers’
lullabies, which by transmitting stories also transmit senses that make the stories
meaningful. These meanings and senses that make one ‘Armenian’ are indispensable
elements of identity. I argue that in order to understand the way Armenianness is
experienced in Turkey in relation to changing identity politics, we have to focus on

the marginalization or the loss of these senses within the current context.
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LULLABIES IN A NEW CONTEXT: THE EXILE OF THE SENSES

Today selected examples of ‘ethnic music’, including lullabies are circulated and
‘consumed’ through the new technologies of communication and media and these
gradually replace the practice of singing lullabies. But on the other hand, through the
spaces opened up within the changing context of cultural politics, these advanced
recording technologies also enable the grandmothers’ lullabies to survive and be
transmitted to new generations. The shift from listening to lullabies from
grandmothers within an experiential and sensual context, which I have discussed in
the previous chapter, to hearing them as processed through the means of media
should be historicized within the framework of cultural politics informed by new
modes of nationalism, consumerism and globalization in Turkey. In order to grasp
the dynamics of the current cultural politics within which Armenian identity is
articulated today, it is necessary to analyze how the way Armenians relate to these
new cultural productions differ from the way they related to the grandmothers’

lullabies.

In this chapter I will first discuss the difference between the kind of memory that the
lullabies on compact disc create from the memory that the grandmothers’ lullabies
retain. By explaining the new trend towards ‘learning’ or ‘regaining’ the Armenian
language, history, dance, music, and other elements of culture, which also shows
itself in the way lullabies are remembered today, I will try to explain how young
Armenians criticize liberal cultural politics by pointing out their lived experiences of
being an Armenian in Turkey which do not find space in the public representations

of ‘the Armenian’.
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Track 4: Bar Bar Genem: Lullabies on Compact Disc

As I mentioned in Chapter 1, there has been an increase in the production of
Armenian music albums in the world as well és in Turkey in the last decades. A
significant number of albums started circulating among Armenians in Istanbul
especial(ly after the independence of Armenia and the improvement of relations with
the Armenian communities in various countries such as France, Lebanon and the US.
People visiting these countries started to bring Armenian music cassettes and CDs

with them.

As far as | know it was Aras publication house, which first started to
bring them. 1 guess we started buying duplicated CDs that Aras had
brought from the US, from abroad. Then for a while the guys from
Getronagan started making copies and we bought them. (...) When I
entered Hay Bar, they had albums from everywhere in their archives,
they even had brought them from Armenia. Now it is easier to access

these materials, you can even download them from the Internet.’

I listen to Armenian music. I bought CDs and cassettes from ordinary
music stores and made copies of friends’ CDs. When someone close

comes from abroad she / he calls and asks if we want something, if there

' {lk herhalde Aras getirmeye basladi benim bildigim kadariyla. Aras’in, Amerika’dan,
disardan getirdigi kopya CDleri, ¢ogaltilmis CDleri almaya bagladik herhalde. Sonra
Getronagan’li ¢ocuklar bir ara gogalttilar, onlari aldik. (...) Hay Bar’a girdigimde onlarin
arsivinde her yerden vardi, Hayasdan’dan da getirmislerdi. Artik daha kolay ulasilabiliyor bir
de, internetten bile indirilebiliyor.
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is something we cannot find here we give the name of the album, if she /

he can find she / he brings it.?

With these incoming albums, various Armenian lullabies have started to become part
of the musical repertoires of Armenians in Istanbul. These lullabies were mostly
composed and arranged. Composed and arranged lullabies stand in a very important
place in terms of the musical memories of Armenians in Istanbul today. When I
started to collect lullabies I realized that for many decades in Istanbul what had been
transmitted to the next generations were only the composed ones. In fact, these kind
of lullabies were listened to in the public sphére of the Armenian community long
before these albums. These lullabies were taught at school or sung in various

Armenian choirs.

A few of these composed lullabies have been among the most popular Armenian
musical pieces in Istanbul. Kun Yegir Balas is one of them. In one of the anthologies
of Armenian music, it is mentioned that this lullaby is from Vaspuragan (the city of
Van and its surrounding region) composed by Parseg Ganagyan for his wife and the
lyrics are by Kamar Katiba, a folk poet. In this book, this lullaby is written down in

the Western notation system.

Kun yegir balas, agerit khup ara, Sleep my child, close your eyes,
Naskhun agerut kun tog ka vran, Let the sleep reach your sweet eyes,
Oror im balas, oror u nani, Oror my child, oror and nani,

? Ermenice miizik dinliyorum. CDleri kasetleri miizik marketlerden aldim, arkadaslarimdan
kopyaladim. Yurt disindan tanidik geldigi zaman arar sorar istediginiz bir sey var mi diye,
burada bulamadigmmiz bir sey olursa sdyleriz iste su su CD, ismi su. Yani bulabilirse getirir.
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Im anusigis kunt g1 dani. Sleep takes my little sweet.

We can find this lullaby in many Armenian music albums, most of the time
performed with piano or orchestra accompaniment and in bel canto, operatic singing
style. Examples are Arpine Pehlivanian’s performance in the album Mélodies
Arméniennes or Hermine Yerissians’ in L 'aube Mystérieuse both released in France,
in 1997 and 1998 respectively. These two albums are presented as “Armenian art
songs” and “melodies from the 20™ century Armenian composers”. Kun Yegir Balas
stands there along with other ‘art songs’ by various Armenian composers such as

Parseg Ganagyan, Krikor Suni and Romanos Melikyan.

Another widely known lullaby among the Armenians today is an arrangement by
Hagop Edilyan. Almost all grandmothers knew this lullaby, as my grandmother told

me they had learned it in primary school:

Oror im mangig, Oror my little child,
Knatsir migig misig, Sleep peacefully,
Agvor cermag lusigan, The beautiful white moon-light,

4 Shone on your cradle.

Tsatets orranit viran.
When we think through the framework that [ have articulated in Chapter 2, where 1
tried to understand the singing of lullabies as a practice embedded in everyday life

that gains its meaning from the women’s standpoint in a specific social and cultural

* Kanstaran Haygagan Yerkeru, p.21. (see Appendix)

* Kantsaran Haygagan Yerkeru, p. 448. (see Appendix)
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environment, composing lullabies as an artistic activity becomes a rather different

practice.

Armenian intellectuals and artists within the nationalization and modernization
process had considered lullabies as a genre of music and a part of ‘Armenian cultural
heritage’. As I mentioned in Chapter 1, most of these composed lullabies were
created in places outside Anatolia, mainly in Eastern Armenia. However they had
become largely known by people in Anatolian towns through the musical education
in Armenian schools. For example, Kun Yegir Balas was the only lullaby sung to me
by the grandmothers in Vakifkdy. This lullaby that was not in their local dialect,
which is still in use, was taught at times when there were Armenian schools in that

region.

What is crucial for the argument I would like to develop is to note that what is
transmitted to the young generations is more often these composed lullabies or the
arranged versions of the traditional lullabies and they are remembered more than the
grandmothers’ lullabies today. For example during our visit to Yedikule, we listened
to this lullaby also from an 80 year-old grandmother who said that she had learned it
in an Armenian choir. She was singing it in a form which was very close to the ones
we hear in the albums I mentioned above. Therefore, in Istanbul today when we

think of lullabies what comes first to mind are these composed ones.

One of the main differences between the composed lullabies and the creations of the

grandmothers is that the former are not created by women. They do not reflect the

women’s world, perceptions, desires, hopes, and the way they relate to life, which
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also becomes a life guide for their children. They are not mediums for crying out the
hardness of life but rather a medium for ‘artistic’ creation. Thus, they are not created
in the margins of a tradition containing criticisms and complaints of it. They are
rather celebrations of a ‘national cultural heritage’. Besides, they are not produced
for a specific function to put children to sleep, that’s why the melodies and the

rhythms are more complicated making them unsuitable for rocking the child.

Except for those lullabies which have become popular and are sung by women with
their own interpretations, these composed lullabies are different from the ones which
are improvised by women at the moment that the child is going to sleep, sung each
time differently in terms of melody and lyrics and reflecting what is in the mother’s
mind at that moment. In the composed lullabies the lyrics are written down and the
possibility of changing them becomes harder. Furthermore, because the melodies of
these lullabies are written down in the Western notation system, they also lose the
traditional motifs, the local musical themes due to the impossibility of writing the
komas (quarter notes) in the European twelve-note system and the range of

improvisation becomes narrower.

However, 1 observed that the grandmothers who remembered these lullabies from
their childhood make them their own by improvising on them both in terms of lyrics
and melody. They sometimes remember differently or change the lyrics putting in
them their own context. In Vakitkdy, I listened to a version of Kun Yegir Balas by an
85 year-old grandmother who was singing it with a different melody and by adding
an oror or oror or or nenni to the end of each stanza, most probably in order to make

it more local and more suitable for making the child sleep with the rocking phrase
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‘oror’. Her daughter has also accompanied her while she was singing the lullaby, and

when she stopped singing her daughter continued with the remaining stanzas:

Kun yegir balas agerit khop ara, Sleep my child, close your eyes,

Oror or oror or or nenni, Oror or oror or or nenni,

Oror or oror or or balas, Oror or oror or or balas,

Im anusigis kun g1 dani. Sleep takes my little sweet.

Surp Asdvadzamar anusgis kun dur, Holy Mother grant sleep to my sweet,
Kun yegir tun indzi al kun dur, You become sleep and give me sleep,
Oror or oror or or nenni, Oror or oror or or nenni,

Vosge khag vizit kezi bahaban, Golden cross on your neck protects you,
Narod e gabel Surp derder baban. The holy priest ties the narod”.

Thus, what becomes important is the transmission medium, that is to say, the context
these lullabies are transmitted, the person who is transmitting them and the kind of
relationship they create. Those lullabies that we learn through education and listen to
in different occasions other than in a family setting, such as in a concert or in an
album have different meanings for us. The way we practice and remember them is
different from the ones we hear from our grandmotﬁers. For example the ones we
learn at school are more public, more communal rather than having the
autobiographical stories of our family members in them. The ones that are on the
albums rather than being processed by women’s life experience, are mediated by
technology and shaped by the economic and political dynamics of their production

contexts. Most importantly, they are not transmitted through the bodily, intimate and

> Narod is a red or white rope tied by the priest on the heads of the bride and the groom
during the marriage ceremony.
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sensual relationship that I tried to explain in Chapter 2. As Martin Stokes mentions
“in our own technologised and industrialised existence, the ritual forrhs of music
have become peripherialised, and the rest, social dances, bar sessions, concert
attendance, listening to a new CD at home in the evening or the radio during the day
fit into gaps created by work, or at least, the new working day. Music often seems to
do little more than fill a silence left by something else™®, we listen to these lullabies
in the albums in our spare times rather than hearing them when a mother is singing to
her child. We don’t live that ritual, bodily moment, but we ‘learn’ them through an
intellectual curiosity; and this difference between the bodily, sensual, practical
knowledge and what we perceive, learn or know through our minds is a gendered

division.

As those lullabies become dominant over the grandmothers’ lullabies, the intimate
and sensual memory that is the defining element of a lullaby vanishes and its specific
meaning gets transformed. This idea was shared by a young Armenian whom I talked

to:

Not only in terms of being in an album, but for example there is no
meaning in singing it just as an example of a lullaby, but it is most
probably different for example hearing it when she sings it while putting

the baby into sleep. You feel the way the one who sings it feels. If it is

6 Martin Stokes, “Introduction: Ethnicity, Identity and Music”, in Ethnicity Identity and
Music: The Musical Construction of Place, ed. Martin Stokes, Berg Publishers: Oxford,
1997, p. 2.
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only the melody of a lullaby, it may not mean much or if it is not sung by

a mother, which is also very important.’

Within the last decades, with the rise of the world music trend and with an interest
towards ‘ethnic music’ in Turkey, the traditional lullabies also started to find place in
the albums along with the composed and arranged ones. One of the best examples of
this trend is the album Armenian Lullabies released in 2002, recorded in Armenia by
Hasmik Harutyunyan and the Shoghaken Ensemble. In this album there are thirteen
traditional lullabies from Black Sea, Mus, Van, Agn (Egin), Talig (in Caucasus) and
Kessab (in Syria), which are performed with traditional instruments. Advised to be
classified under the title ‘Armenia’ in the world music market shelves, Armenian
lullabies in this album are presented to the world music audience with no Armenian
transcriptions but only their translations in English. The album is presented with the

following words:

Their quiet, haunting interpretations of lullabies from historical villages
across the Armenian plateau offer a mesmerizing glimpse at a lost world.
(...) Harutyunyan consciously preserves the differences in regional
dialect, style and musical modes that make the Armenian lullaby such a
rich genre. (...) With its rhythmic, lilting melody and simple, repeated
phrases, the lullaby is both a gateway to sleep and a portal to language
itself, a threshold between the preverbal void and the parsed, meaningful

world. If you listen to the achingly beautiful lullabies on this recording

7 Tek albiimde degil de mesela onun sadece ninni diye sdylenmesinin bir anlami yok ama
bebegi uyuturken dinlemek mesela daha farkli olabilir. Onu sdyleyen insan nasil
hissediyorsa sen de dyle hissediyorsun. Sadece melodi olarak s6yleniyorsa ninni ¢ok fazla
sey ifade etmiyor ya da bir anne sdylemiyorsa, mesela o da nemli bir sey.
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without understanding the Armenian language, like a swaddled infant
you absorb this musical genre in its most elementary form. (...) In
Armenia there are hundreds of lullabies in the oral tradition born in
countless villages across the Armenian high plateau. Historically these

lullabies varied subtly between villages, towns, and regions. ®

In this text, Armenian lullabies are presented as a part of the ‘authentic’ culture of a
‘lost world’. The audience would relate to the Armenian lullabies in this album
within a framework very much shaped in market relations. Simon Frith explains this
by speaking about “the way in which ‘minority’ musics are defined” in the music
market. He says “‘women’s music’, for example, is interesting not as music which
somehow expresses ‘women’, but as music which seeks to define them, just as

‘black’ music works to set up a very particular notion of what ‘blackness’ is.””

In Chapter 1, I said that Armenians in Istanbul themselves also started to produce
Armenian folk music albums. [ mentioned Anadolu Ermeni Halk Miizigi (Armenian
Folk Music of Anatolia) by Knar Folk Music Ensemble. In this album, there are
pieces representing different genres of Armenian music such as love songs, dance
songs, wedding songs, etc. In this album, there is also a lullaby from Gesaria

(Kayseri) region:

Bar bar genem bar genem, I do bar-bar,

¥ Cynthia Rogers and Heriknaz Harutyunyan, from the booklet of the album Armenian
Lullabies by Hasmik Harutyunyan and the Shoghaken Ensemble.

? Simon Frith, “Towards an aesthetic of popular music”, in Music and Society: the politics of

composition, performance and reception, eds. Richard Leppert and Susan McClary,
Cambridge: Cambridge University Press, 1990, p. 138.
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Gaban gidrem sar genem, I cut the cloth and make a dress,
Es yavruyis arevun, For the sun of my child,

Cift goct gurban genem. '° I sacrifice two sheep.

In this lullaby there are some local words that are unfamiliar to us, to the audience in
Istanbul today. For example sar or sor means dress in Anatolian Armenian and it is
still used in Eastern Armenian in the same way, but in Western Armenian it is not
used with the same meaning, it rather means diapers. Besides, we come across
expressions such as bar bar genem only in lullabies or in songs for playing with the

child.

This specific lullaby in this album serves to complete the general picture of the
Armenian folk music in Anatolia but it is detached from its specific context and is
produced and listened to within a new context also by people who are not from
Gesaria. The traditional lullabies, which carry the specifity of a region with the local
variations in language as the above lullaby illustrates or with certain practices
embedded 1n that geography lose their meanings in terms of denoting a particular
experience and a memory related to a specific space. They gain new meanings

referring to a notion of general ‘Armeniannes’.

Andreas Huyssen argues that “older sociological approaches to collective memory —
approaches such as Maurice Halbwachs’s that posit relatively stable formations of

social and group memories- are not adequate to grasp the current dynamics of media

' A lullaby from Gesaria sung by Filor Gazarigyan.

Mihran Tumacan, Hayreni Yerk U Pan (Song and Word), v. 2, Yerevan 1983, p.101.
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> and “we cannot discuss

and temporality, memory, lived time and forgetting
personal, generational or public memory separate from the enormous influence of the
new media as carriers of all forms of memory.” 12 Therefore, for me, it becomes very
important to understand the contexts within which these albums of Armenian music

are produced and consumed in Turkey in terms of understanding the kind of memory

they create.

These Armenian music albums flourished in a period where Armenian culture has
been reduced to a ‘folkloric element’ in Turkey. Although the growing interest of
non-Armenians in singing Armenian songs encouraged Armenians to ‘present’ their
culture outside the community, as I explained in Chapter 1, in the context within
which they started to articulate their identity outside the ‘community’ whose political
boundaries are strictly drawn, they could hardly find a space for overcoming the
existing political boundaries and speaking about past and present experiences. In a
context where becoming visible in the public arena as a ‘living entity’ and
deconstructing the boundaries of the ‘speakable’ are very difficult, the only possible
way to speak about Armenianness seemed to fill the subject position that the liberal
‘multiculturalist’ discourse has opened up to different cultures representing them
only within a picture where they stand to illustrate the richness or the ‘colorfulness’

of Turkey’s ‘mosaic’.

That is to say, the revival of ethnic cultures is occurring by fetishizing ‘the cultural

heritage of Turkey’. Renato Rosaldo calls this an “imperialist nostalgia”, in other

" Andreas Huyssen, “Present Pasts: Media, Politics and Amnesia”, Public Culture, 12(1),
Duke University Press, 2000, p. 28.

2 Huyssen, p. 29.
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words “mourning over what one has destroyed.”® As the majority of the non-Muslim
population in Turkey has disappeared, people started to search for the stories of
different cultural groups. Rosaldo says that, “in any of its versions, imperialist
nostalgia uses a pose of ‘innocent yearning’ both to capture people’s imaginations

and to conceal its complicity with often brutal domination.”"*

These stories are represented as isolated entities being detached from their historical
context and relationality. Only their ‘desirable’ elements are represented and what is
not desirable, what is considered as ‘dangerous’ within the articulation of memories

remains still unrepresented and silenced.

As the senses that attach people to each other’s culture and their very existence in
this geography have been disappearing today, the representations of ‘cultures’ as
spaceless, ahistorical and dead fill the space opened up by the absence of the
imaginary of having lived together either with tensions or in harmony. The
objectification of the Armenian culture as a museum piece causes especially the
young generation in Turkey (those who are ignorant of the Armenian past in Anatolia
or do not know that there are Armenians still living in Turkey) reduce the Armenians
themselves into a song they hear for they cannot associate an ‘Armenian’ living in
Turkey with anything else. But more often, as a result of the Turkification and
otherization processes of the Armenian culture in Turkey, the link between an
Armenian living in Turkey and an Armenian song one hears on a CD or while

walking down Istiklal Caddesi does not go beyond an intellectual knowledge. That is

P Renato Rosaldo, “Imperialist Nostalgia” in Culture and Truth: The Remaking of Social
Analysis, Beacon Press: Boston, 1993, p. 69.

1 Rosaldo, p. 70.
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to say, the senses that an Armenian song invokes in an Armenian are becoming hard
to communicate in a context where the meaning of these songs is redefined, even
when it is oppositional or critical. These examples I consider as the main elements
creating the feeling of displacement in young Armenians in their everyday lives in

Istanbul.

‘I will sing lullabies to my children’: Relating to loss through lullabies

Today most of the young generation Armenians say that they never heard a lullaby
from their mothers or grandmothers, they say that if they ever heard one, it was from
either a CD, or a tape or they happened to learn one in the primary school: “I don’t
remember any. I might have heard some, or maybe I have never heard any. I don’t
know.” * “Oror... only that. That’s all... at school (...) I mean there was that famous
oror mangig, they had only taught that one. (...) How should I say, I don’t know very
well either, I mean, that is, we had learned one once upon a time.”'® Some of them
are even confused about lullabies and children play songs: “Probably I had heard one
but I don’t remember. But they were normal, that is to say Istanbul lullabies, like any
(...) I mean those lullabies while caring for the child, I don’t remember very well

now, oy oy matnotsik something like that, do they count as lullabies?” 17

" Hi¢ hatirlamiyorum. Duymus olabilirim belki de gergekten hig dinlemedim bilmiyorum.

1 Oror... bir onu o kadar... okulda (...) yani bi o oror mangig vardi ya su meshur, onu
dgretmislerdi o kadar. (...) nasil sSyleyeyim ben de g¢ok iyi bilmiyorum ki yani bi tane
ogrenmistik iste bir zamanlar.

" Duymusumdur, hatirlamiyorum ama normal hani bir Istanbul ninnileri standart (...) Yani
standart 0 mesela var ya gocugu severken hani simdi hatirlamiyorum iste oy oy matnotsik
bilmem ne falan, onlar ninni olarak mi geciyor?
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But they say that even though they don’t remember any lullabies from their
childhood, they learn them though the media and they will sing them to their
children: “I know Knar’s lullaby. There is only one, right? There is no other. I know

»18 “Yes I know, most probably from the albums. " “I know

that one, I listened to it.
the lullabies that everyone knows such as Dandini Dandini Dastana. In Knar there
was a very nice lullaby.”® “I would like to sing them to my children, that is to say, if

I learn any, if I find it somewhere I will sing.”!

It is very important to note that those lullabies in the newly released albums,
although detached from their original contexts of production, gain a significant
meaning for the Armenians today in the sense of enabling them relate to the loss of
their belonging to Anatolia. Certainly, this meaning is quite different from the one
for fhe non-Armenian audience in Turkey for whom Armenian lullabies are just
another genre of ‘ethnic music’. For the Armenians themselves the Armenian songs
in the albums contain a history, which refers to their and their creators’ exile from

their Anatolian homes.

In this part, I will try to explain how the young Armenians through various materials
about Armenian music, culture and especially history in Anatolia search for the

traces of the Armenian belonging to this land, from which they have been detached

'* Knar’in ninnisini biliyorum. Bir tane var galiba ama degil mi? Baska yok. Onu biliyorum,
dinledim.

" Biliyorum evet. Albiimlerden bityiik ihtimalle.

% Herkesin bildigi ninnileri biliyorum: Dandini Dandini Dastana. Bi tane Knar’da ¢ok giizel
ninni vard.

2! Bi toplasam, ya da toparlanmis halde bulsam isterim yani ben de 6grensem onu bir yerden
bulsam s6ylerim.
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in their everyday lives. Through this process they relate to the loss and criticize the

invisibility of the Armenian past in Anatolia and their presence in Turkey today.

In Chapter 1 I explained how ‘minorities’ started to be spoken about within the
public realm in the recent years. This process at the same time generated a trend
among young generations to take on the minority identity as a part of their
subjectivities different from the former generations. The young generation
Armenians, who were socialized within such a context, started to re-interpret their
experiences of having a ‘different’ identity in relation to the ‘majority’. Now they

articulate their identities by the phrase “T am Armenian, I am different from you™** a

S
a critical stance to nationalist politics. They often mention their experience of having
a ‘double consciousness’, knowing both the dominant and the non-dominant,

223

considering their identities “a strategic and positional one™ in the sense that it

provides them with a critical perspective:

I want to do this work without forgetting that I am an Armenian. I
certainly don’t want to change my name. I want people knowing me to
know how I am now. Because I am different, I believe in my difference,
at least my point of view is different. In sum my point of view is the
minority’s view towards the majority. [ mean I see both them and myself

differently.**

22 Ben Ermeniyim ben senden farkliyim.
23
Hall, 1998, p. 3.
" Ben higbir zaman Ermeni oldugumu unutmadan bu isi yapmak istiyorum. Adum: kesinlikle
degistirmek istemiyorum. Beni bilen bu sekilde bilsin istiyorum. Ciinkii ben farkliyim, ben

farkli olduguma inaniyorum, en azindan bakig ag¢imla farkliyim. Sonugta bir azinhigin
¢ogunluga bakisi benimki. Yani onlari da farkli gérityorum, kendimi de farkli goriiyorum.
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They find the opportunity to articulate their identities within an oppositional
discourse that adopts the principle that the multi-layered differences need

recognizing.

Yes, | am Armenian. I attended an Armenian school. I played football in
the streets of Kurtulug as an Armenian. That culture, that structure shaped
my recent mentality with the things that 1 built on it. 1 appreciate it. |

consider it important. Hopefully it is like that. 2

They speak within a perspective that is also developed by Patricia Hill Collins in her
words: “a subordinate group not only experiences a different reality than a group that

rules, but a subordinate group may interpret that reality different than a dominant

26
group”:

We are in Turkey and we were raised as Armenians and we were raised
among Turks in this way. Because of this, since our childhood, our minds
matured with the ability of combining both sides. And we grew up as
people who feel multiculturalism most in that multiculturalism. Thus, we
can have the advantages of this while working in various fields. For

example if I am interested in philosophy, as an Armenian who grew up in

2 Evet Ermeniyim. Ermeni okulunda okudum. Ermeni olarak Kurtulus’ta mahallede top
oynadim. O kiiltiir, o yap: benim onun Ustline kurduklarimla bugiinkii mantaliteme getirdi.
Onu ¢ok alkishyorum, ¢ok dnemsiyorum, iyi ki boyle.

% patricia Hill Collins, “The Social Construction of Black Feminist Thought”, in Feminism
and ‘Race’ ed. Kum-Kum Bhavnani, Oxford University Press: NY, 2001, p. 185.
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Turkey, I think I would be more successfully engaged with it than a Turk

and I could produce more.”’

Music becomes the most important means through which young Armenians try to
situate their ‘difference’ and ‘recover’ their longing for Armenian culture since the
sound of traditional Armenian music and the Armenian language, the mother tongue,
provides them a medium for expressing the senses that give meaning to their
experiences such as being displaced, being subaltern, sharing the sense of loss as

well as being in a better position of living ‘multiculturalism’.

Armenian music, when I get a chance, whenever I find a CD, I listen to
it, regardless of its content, as a consequence of my curiosity as to what it
is about. (...) At first I think that I might like it because it is in Armenian,
there may also be a deeper reason. Probably at first glance this is not
what comes to my mind, at the first moment it is a kind of curiosity as to
what they produced, what kind of a music it is, but deep inside is a belief

that I will like it or some sort of a hope, I don’t know.?

*7 Tiirkiye’deyiz ve bir Ermeni olarak yetistirildik, ve Tiirklerin arasinda yetistik bu sekilde,
bu yiizden aklimiz iki tarafi da birlestirebilecek sekilde olgunlast: kiigiikliiglimiizden beri.
Ve cokkiiltiirliiliigiin iginde de o cokkiltiirliligi en fazla hisseden insanlar olarak sey
yaptik, biiyiidiik, bu yiizden biz bir ¢ok alanda ¢alisirken bunun artilarini gorebiliriz. Mesela
ben felsefeyle ilgileniyorsam Tiirkiye’de biylimiis bir ermeni olarak bir Tiirk’iin felsefeyle
ilgilenmesinden ¢ok daha iyi bir sekilde felsefeyle ilgilenebilecegimi diisliniiyorum ve ¢ok
daha fazla sey ¢tkarabilecegimi diigiiniiyorum.

% Ermenice miizik, firsat buldukea, elime CD gegerse diyebilirim ki ne olduguna bakmadan
dinliyorum bu nedir diye merak edip en azindan dinliyorum. (...) Ilk etapta sey var, Ermenice
oldugu i¢in hosuma gidebilecegini diigiiniiyorum, dyle derinde Gyle bir sebep de olabilir
yani. Ik anda aklima bu gelmiyor muhtemelen, ilk anda merak var ne yapmislar, bu nasil bir
miizik diye merakla bakiyorum ama derinde onu begenecegime olan, begenecegime dair bir
inang da var, ya da belki boyle bir umut da var belki bilmiyorum.
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They collect the Armenian folk music albums and create personal archives mainly
with an idea that the means to reach this kind of cultural material is scarce in Turkey.
They follow the new productions, borrow, copy and circulate albums among friends,
give each other as presents or play them in gatherings. Meanwhile, they appreciate
the rise of the number of such productions within years, enabling them to choose

whatever they liked rather than collecting everything:

Especially Armenian music, I used to buy whatever I could find, without
being too selective. (...) As I said, then there was not too much
selectivity concerning Armenian music, as there is today. In fact it hasn’t
been that long since Armenian CDs started to be widely circulated. At the
beginning it was difficult to find them, there was this idea that one should
get whatever she/he finds in order not to miss it. Then when it started to

become easier to find I started to buy those that I liked.”’

They also started to develop an intellectual curiosity towards the stories, memories
and the history of Armenians in Anatolia. As a generation who couldn’t learn
anything about Armenian history at school since it was not included in the
curriculum and was considered as suspect, these young people today enjoy the newly
published books, documents, Internet sites or the knowledge of the people in the

community in searching for their ‘roots’ in Anatolia and in Istanbul.

¥ Hayeren miizik 6zellikle, ne bulursam aliyordum. Cok segici davranmadan. (...) Dedigim
gibi hayeren seciciligi yoktu daha dnceden ki o kadar, yani bugiinkii kadar... gok da fazla
zaman olmadi hayeren CD ilk ¢ogalmaya baslayali da, o zamanlar daha bdyle seydi, zor
bulunan bir seydi, kagirmayalim ne gelirse atlayalim vards. Iste ondan sonra artik daha kolay
olmaya baslayinca neyi begenirsem onu almaya basladim.
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I am interested in Armenian history. But mostly contemporary history, of
course I know about a couple of main issues in general terms, but
especially contemporary history interests me. I read books on this topic,
and conduct interviews since I am a journalist. I am trying to create an
archive, consisting of visual or printed materials, pictures. This makes the
subject more attractive for me. For the time being rather than trying to
carve out something new I try to learn new things, to which 1 give
priority at the moment. In effect for the moment I am training myself on

this subject.”

This process of ‘learning’ along with the new political language of difference grants
young Armenians with tools for criticizing hegemonic identity politics in Turkey,

which robs them of the means for learning about Armenian history:

Why did I want to learn? To put it in simple terms when someone makes
a research on American history, French history, English history even
Indian history she/he can easily access the necessary resources. In this
case of studying Armenian history, it is like getting the taste of

researching a secret thing, particularly when it is your own history. I

30 Ermeni tarihiyle ilgileniyorum. Ama daha ¢ok yakin tarihi diyebiliriz gok genel belli bash
bir kag bir sey biliyorum elbette ama yakin tarih 6zellikle ilgimi ¢ekiyor. Bunlar hakkinda
kitaplar okuyorum rdportajlar yaptyorum zaten gazetecilik oldugu igin. Elimden geldigi
kadariyla bunlari arsive doniistirmeye ¢alistyorum iste gorsel olsun yazili olsun veya belge,
resim gibi, bu daha ilgi ¢ekici bir hale getiriyor konuyu benim goziimde. Benim igin aslinda
su an icin bir seyleri ortaya ¢ikarmaktan ziyade tabii ki 6grenmem Onemli, 6n planda
tutuyorum sonugta ben simdi ben kendimi yetistiriyorum bu konu hakkinda.
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know that [ have a history, where I come from, who I am. When I look it

up in the encyclopedia, I find just conventional stuff.*!

While trying to ‘regain what has been stolen from them’, while building up a
fragmented knowledge about Armenians in Anatolia, they situate themselves within
a knowledge of loss by becoming aware of the political contexts that define
Armenian identity in Turkey. This in itself brings a criticism to the discourse of
difference, which does not represent the ways in which they live their identities but

tries to categorize them:

When they say that word to you they dictate that you are different. There
were a lot of people approaching me by constantly telling “you are

2% <6

Armenian” “you are Armenian”, look you are with us, look you are like
this, we have Laz friends, Kurdish friends. How beautiful we are together
like a soup. Well, OK, but you want to be a carrot in that soup, right?
But they don’t let you live like a carrot, I mean they accept you but they
say that you have to live as a taste of carrot in the soup otherwise you
(...) don’t have a meaning by yourself, you have a meaning only if you
give the taste of carrot in that soup, they say. They are not even aware
that the carrot does not want to be in the soup anymore just because of

. 32
this reason.

'Ben niye 6grenmek istedim, ya en basitinden ben Amerikan tarihi, Fransiz tarihi, Ingiliz
tarihini aragtirdigimda, Hindistan tarihi bile olsa tik diye bulabilirim herhangi bir yerden. Bu
biraz da sey gibi oluyor gizli bir seyi arastirmanin tadi var hem de kendi tarihin yani. Benim
tarihim var ben bilmiyorum, nerden geliyorum, ansiklopediye bakiyorum diiz seyler.

32 Sana o lafi sdylerken farkli oldugunu dikte ediyorlar. Ama bunlar.. Sen Ermenisin deyip

deyip bana yaklasan o kadar insan oldu ki bak iste bizim yanimizdasin sen de bdylesin bak
arkadasimuiz var Laz, Kiirt. Hep birlikte ne giizel ¢orba gibiyiz. Amaa sen tamam sey, havug
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In her criticism of liberal multiculturalism Anthias explains that this kind of
stereotyping fixes cultures in stone and can lead us to over-celebrate cultures as
though they exist in little boxes and are to be cherished and fostered, whatever their
contents and whatever the social practices /outcomes are ‘claimed’ for them.” She
argues that liberal multiculturalism often falls into this trap and she says that this
perspective can also lead us “to condemning cultures, particularly the cultures of
those we see as the ‘other’ as ‘different’, as not like ours, those of the foreigners, the

‘traditional’ groups as we might stereotype them.”*

The most important criticism of liberal multiculturalism is that “the dominant group
within the state sets the terms of the agenda for participation by minority ethnic
groups and involves a bounded dialogue where the premises themselves may not be
open to negotiation’. And often, we come across with the reflection of this

perspective in everyday discourse by the notion of ‘tolerance’ towards ‘minorities’:

For example, now hosgorii (tolerance), it is so disturbing for me, that
expression, that word. Well, because, what is hosgori anyway? You
tolerate- someone when she/he makes a mistake, like dropping and
breaking something valuable. In fact it’s in a way just one letter change

in horgorii (despise). Tolerate, what would you tolerate? When someone

olmak istiyorsun ¢orbanin i¢inde tamam mi1? Ama havuglugunu yasatmiyorlar yani,
yasatmak istiyorlar ama ¢orbanin i¢indeki havug tadi olarak yasayacaksin diyorlar yoksa sen
(...) tek bagina bir anlamin yok, o ¢orbanin i¢inde tat veriyorsan anlamm var diyorlar.
Farkinda bile degiller ve havug artik gorbanin iginde olmak istemiyor bu yiizden mesela.

3 Anthias, 2002, p. 276.

3 Anthias, 2002, p. 276.

35 Anthias, 2002, p. 279.
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creates a problem, you say it is OK, you tolerate. But we didn’t create a
problem, so don’t tolerate me. You should consider me as normal, neither

despise nor tolerate, you should simply see me as normal.*

In order to criticize this perspective towards minorities, young Armenians recount
the discriminations they face in their everyday lives, which often become invisible in
this picture where there is no space for expressing any conflict. Through various
examples they point out to the instances where their difference is not ‘celebrated’ but

become a justification for injustice:

For example, let me tell you an anecdote about what happened to a
relative, a close fellow. His name was Migirdig, he passed away. Once,
he sends merchandise to Konya. Then, the package returns back, without
being opened. They open the box, and check the invoice. The name of
the sender is Migirdi¢; they send it back. Then he asks like “brother,
what is the deal?” the guy replies, “brother‘, the name, are you
Armenian?” He replies “yes, | am Armenian”. The guy says “We can’t
buy goods from you”. I mean, if nothing else there is such an attitude,
this really happened, it is a true story. I mean there is such a difficulty, in

terms of doing trade.”’

3% Simdi mesela sey bana hosgdrii hosgdrii o ¢ok bana rahatsiz edici geliyor, o laf o kelime.
Ciinkii hosgorii nedir, biri bir kusurlu birsey isler, bir sey kirarsin edersin vesaire
hosg®riirsiin yani onu. O aslinda horgdrmenin bir nevi harf degisikligi, hoggérmek. Neyi hos
goriirsiin? Sen bir problem yaratirsin dersin ki tamam bogver dersin. Biz bir problem
yaratmadik ki, beni hosgdrme. Ben zaten, beni normal gérmen lazim Oniline bir taki
getirmeden hor ya hos takilarin1 getirmeden gérmen lazim.

7 Ben mesela bir akraba, bir tanidigimizin bagindan gegen bir olayi anlatayim. Ismi

Migirdig, rahmetli oldu. Bunlar Konya’ya bir mal gonderiyorlar. Konya’da mal gidiyor
aynen geri geliyor, hi¢ agilmadan. Kutusu agilhyor, fatura bilgilerine bir bakryorlar, Migirdig
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The inequalities they come across in various spheres of life, referring to the
“hierarchies and asymmetries of power in the imagining of oneself ‘at home’, or
‘belonging’, as I argued before, is another main element that causes the feeling of
displacement for Armenians in Turkey. The first quotation below expresses very well
that the feeling of displacement is a defining element of being a ‘minority’ in Turkey.
More importantly, it explains how one starts to consider herself or himself as a
‘minority’ only when she or he is made to feel so, by being reminded that he or she

‘does not belong enough’ and how one learns what does it mean to be a ‘minority’:

I had not had any Turkish friends until the year of preparation for the
university entrance exam. During that year there was a group of friends,
in which I remember people saying something like “you don’t belong
here”. Well, that really touched me. It was something like “you can’t
enter here”, something like that. It was in the private university
preparation course. Those were all high school graduates. That was the
incident telling me that I was a minority. It left a permanent trace deep in

my mind. I guess it will remain there all my life.*®

Our school is so bad on this issue. Every year they organize conferences

on the Armenian Genocide. Then this year they conducted a survey in

23 23

isim, aynen geri geliyor. “Abi” diyor “ne is”, “abi isim”,”sen Ermeni misin”, “he
Ermeniyim”, “biz mal alamayiz senden”. Yani en basitinden bdyle bir sey var bu gercek
olmus bir olay, boyle bir zorlugu var yani ticaret anlaminda.

3 Universite hazirhk donemine kadar hi¢ Tiirk arkadasim olmamist. Universiteye
hazirlanirken bir grup arkadas vardi, orda sen buraya ait degilsin gibi sozler sarf edilmisti.
Yani mesela bu bana ¢ok dokunmustu, sen giremezsin buraya falandi galiba, Syle bir seydi.
Dershanede. Lise mezunu ¢ocuklar bunlar, o mesela bana azinliksm sen iste dedirten bir
olaydi, bu benim aklimda ¢ok yer etmisti, yani hayatim boyunca da eder herhalde.
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school, as to what people think about Armenians. I did not see it
though...There is an Armenian friend, a second grade student. For
instance they were assigned homework on the Armenian Genocide and
what not. This happens all the time in the entire school in history classes.
However sometimes I think whether this is necessary at all, whether it is
legal, as there are Armenian citizens studying there. So it is like that,

those teachers who are not positive on this issue are dominant.*

Not only the violence that is expressed in the above quotation, in terms of being
obliged to write homework refuting the Armenian Genocide, the overall ignorance
towards the presence of Armenians in a classroom and in Turkey or towards
Armenian culture and religion deepens the feeling of displacement, causing one think

that she or he is non-existent:

A simple example: when he hears your name, he asks tens of times what
your name is, what you do. Think about this, I go for internship; the staff
at the door also asks me, ‘Where are you from? You don’t look like

someone from there’, so he investigates.*’

** Bizim okul bu konuda ¢ok kotii. Her sene konferanslar verilir Ermeni Soykirimiyla ilgili.
Ondan sonra, bu sene anket yapildi okulda. Ermeniler hakkinda ne diisiiniyorsunuz diye.
Ben gérmedim gergi, iste ... var bizim o da haydir ikinci sinifta onlara mesela 6dev vermisler
tarihten Ermeni Soykirimi bilmem ne konulu biitiin okulda tarih derslerinde bu var, hatta
diistinityorum bu olmasi gereken bir sey mi yasal bir sey mi sonugta orda okuyan hay
vatandas da var. Oyle iste o konuda agirliktalar hocalar ¢ok parlak bakmuyorlar.

“ En basitinden ismini duydugunda on kere kimsin, necisin, ya diiglin staj yapmaya

gidiyorum kapidaki gorevli de soruyor bana “sen nerelisin, hi¢ benzemiyorsun”, aragtiriyor
yani.
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I am obsessed with the term gavur (infidel). I mean, even people of high
status or I don’t know, who hold a quality education in a foreign
language, who knows perfect English, French (...) even they say things
like “Among gavurs this word has this meaning”, or they say “in gavur
language this is what this means, or she/he is gavur”, and what not. This
word gavur has now completely entered Turkish vocabulary. If those
who are supposed to speak Turkish right, if professors, doctors, educators
use gavur, like I said before, then I would expect the same from regular
people, 1 would expect even more, and I can’t accuse them. Because they
don’t know the meaning of gavur. It should have a classical explanation,
I have a cross, I have a religion, and I know what I believe in.
Nonetheless gavur, gavur means one who doesn’t believe in any holy

book; she/he doesn’t know this, it’s ridiculous.*!

Besides all these experiences that are hardly represented within the liberal discourse,
the most important criticism they raise against current identity politics in Turkey is
that the means to reproduce Armenian culture are getting lost today. In contrary to
the growing interest towards ‘Armenian culture’ in the public and the constant
reproduction of a discourse around ‘Armenian identity’, these young Armenians

speak about the impossibility of regaining, regenerating what has been lost for

! Gavur kelimesine ben takiyorum, yani yine gok iyi titrleri olan kisiler ya da ne bileyim iste
yabanci egitimler almis Ingilizcesi, Fransizcasi bilmem nesi siiper olan insanlar kalkiyorlar
(...) gavurlarda bu kelimenin anlami sudur, ya da soyle derler, gavurcada sudur, gavurdur
bilmem ne. Bu gavur kelimesi neyse tamamen Tiirk¢e sozliige girmis durumda, yani eger
gergek anlamda Tiirk¢e’yi dogru diiriist konugmasi gereken insanlar, iste profesorlilk gok
onemliyse eger, profesorler, doktorlar sunlar bunlar egitmenler eger gavur kelimesini
kullaniyorlarsa, az 6nce dedigim gibi ben halktan aynisini da beklerim daha fazlasi da
beklerim onlara kizamam da. Ciinkii gavurun anlaminit sen bilmiyorsun, neye konusuyorsun,
klasik bir agiklamasi vardir, hagum var iste ne bileyim inancim var neye inandigimi
biliyorum. Ama yine de gavur, gavur kitapsiz demek bunu bilmiyor, komik.
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decades. They criticize the fact that today there is only the ‘tradition’ to preserve in
terms of culture, but the Armenian culture as a possession, as a living thing in Turkey

is dying day by day:

Our difference from the former generations is that, now there is nothing
produced in terms of Armenianness in Istanbul, I mean there is nothing
produced about Armenian culture. What is being produced or what we
live through is always about reflections of the past, its repetition, its
commemoration, and learning the past. Probably this is our difference; I
mean they were part of a life that was active, functional, moving, and
alive; we don’t have such a life. In the name of Armenianness we are
now on a barren land, probably this is our difference, so this is also the
reason why we speak Armenian worse than those generations or the

reason why we know it less.*

As exemplified in the above quotations, young Armenians today do not find what
they experience or feel as being Armenian within the available public representations
of ‘Armenianness’. The current discourse represents ‘Armenianness’ as displaced
from its social context, from the social relations that define and shape it, from the
specific experiences and senses that give meaning to its belonging to a specific

geography. Within this context where the only possible way to represent Armenian

* Onceki kusaklardan herhalde farkimiz sey, su an Istanbul’da Ermenilige dair bir sey
iiretilmiyor yani Ermeni kiiltiiriine dair bir sey iiretilmiyor. Uretilen seyler hep ya da yasanan
seyler hep ge¢misin boyle yansimalari, tekrarlanmasi, gegmisin anilmasi, gegmigin
dgrenilmesi geklinde oluyor. Herhalde farkimiz bu, yani onlar daha boyle giindelik hayatta
isleyen, hareket eden, canli bir seyin igindelerdi biz dyle bir sey i¢inde degiliz, Ermenilik
adina ¢orak bir topraktayiz su an farkimiz bu herhalde, dolayisiyla Ermenice’yi o
kusaklardan daha kétii konusmamizin da sebebi bu ya da daha az biliyor olmamizin da
sebebi bu.
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culture is to bring it into folkloric elements, the culture itself is becoming lost. In the
next chapter I will try to show how the change in the context of the articulation of the
memories and stories of being an Armenian and belonging to this geography causes
unease in the articulation of identity at present and the displacements of culture from
its context and space causes the loss of the senses that define being Armenian,

making loss the core element of Armenian identity.
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LOSS CONSTITUTING THE ARMENIAN IDENTITY IN TURKEY

In July 2003, I visited a young Armenian woman for an interview. Just after the
interview, she picked up the phone and said “wait, I can find you other people to
speak to” and called her friend. While we were drinking our coffees, her newly
arrived friend told me how hard it was to be an Armenian in Kastamonu, the town
where she was born. Her father could not register her with an Armenian name and
had to choose a Muslim name instead. When he came back home from the
registration office (niifus dairesi), the family members got angry with him. She also
added that when she came to Istanbul, once again she felt discriminated against, as
she was the only child with a Muslim name in the Armenian primary school. While
we were chatting she wanted to have a look at my questions. Then she asked me if |
would feel bad if she didn’t answer my questions. I tried to explain that it was just
voluntary work and no one was obliged to answer, I also added that I was aware of
the difficulties of the issue. But my answer was not enough to relieve her anxiety, she
felt bad because of her doubt. I felt miserable. What was I doing? Was it an academic
play that we were playing? In fact, the fear was always with us, what was exceptional
was speaking rather than remaining silent. Nothing sufficed to make her rest, neither
the fact that I shared her fears nor my attempts to show that I agreed with her. While
she was questioning her own fears, I was thinking how I pushed her towards this
conflict, what kind of violence that was, especially when I myself was not foreign to
her fears. Then something that I wouldn’t imagine happened. “But I can sing you a

lullaby” she said. As if she owed me something and finally found out how to

reciprocate...
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Oror oror im palas, yes yerkem tu kinanas, kusanneri megetin, kez kun peri im
palas’ ... This lullaby she had learnt in primary school healed the wounds inflicted
upon us while we were struggling with our fears; and the warmness of this lullaby
made us return to our daily lives. But on the way back home I knew that the fatigue

that I felt in my body was not a matter of a single day, but a century old.

Her singing the lullaby there, communicated to me the feeling of unease about being
in between the desire to express one’s own experiences and the fear, doubt or
confusion about articulating them. The lullaby once more referred to the “untellable’,
to the gap in the story of ‘what had happened to us’ and in the narrative of ‘who we
are’. This lullaby recorded towards the end of the cassette was a trace taking me to

the sense of unease shaping the subjectivities of young Armenians in Turkey today.

In the previous chapter I tried to explain that the way Armenianness is defined and
presented in Turkey displaces Armenians themselves from their culture and
memories. The loss they experience in terms of their cultural heritage and their
existence in Anatolia does not find a place in the conventional representations of
‘the Armenian culture’ today and because the limits of these representations are
always determined by the lack of the articulation of the past in its relation to the
present, the very ‘livedness’ of Armenianness and Armenian culture as a living entity

is becoming lost.

Judith Butler in Bodies That Matter: On the Discursive Limits of “Sex” explains that

! Oror oror my child, I sing and you sleep, let the melodies of the minstrels bring you sleep
my child.
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subjects are formed by an exclusionary matrix, which requires the simultaneous
production of a domain of abject beings, who form the constitutive outside to the
domain of the subjects.® She says, “The abject designates here precisely those
‘unlivable’ and ‘unhabitable’ zones of social life which are nevertheless densely
populated by those who do not enjoy the status of the subject, but whose living under
the sign of the ‘unlivable’ is required to circumscribe the domain of the subject.” I
argue that the violence with which Anatolia is made Turkish is the ‘constitutive
outside’ of the sovereignty of Turkey on Anatolia and the Armenian Genocide is the
master signifier of that violence. Thus, the forgetting of the stories of violence that
the Armenians experienced during the Turkish nationalization of Anatolia makes it

possible to imagine a unified Turkish national identity, a homogeneous Turkish

national culture and the Turkish National History.

On the other hand, Butler also explains how “the abjected outside is after all, ‘inside’
the subject as its own founding repudiation.” That is to say, the repressed memory
of violence is ‘inside’, in the very formation of the subjectivity of ‘Turkishness’.
Because of this, the definition of Armenianness in Turkey is very much defined by
the past and the limits of the articulation of the Armenian identity in the public
sphere today is still determined by the fear and the obsession of the ‘spectre’ of the

Armenian Genocide. Slavoj Zizek defines ‘spectre’ as something primordially

2 Judith Butler, “Introduction” in Bodies That Matter: On the Discursive Limits of “Sex”,
New York: Routledge, 1993, p.3.

? Butler, p.3.
‘ Butler, p.3.

> Slavoj Zizek, “The Spectre of Ideology” in Mapping Ideology, ed. Slavoj Zizek, London:
Verso, 1995, p. 21.
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repressed, foreclosed from ‘reality’. In other words, it is the irrepresentable X on
whose repression reality itself is founded. Today, within the representations of
Armenianness in the ‘colours’ discourse, the loss becomes the irrepresentable X. But
moreover, the fear of publicly articulating the stories of violence causes an obsession
in Turkey in terms of trying to present the ‘historical realities’ of the ‘Armenian
issue’. This fear turns the Armenian Genocide into a ‘spectre’, which shapes the

public discourse with regard to Armenian identity.

Today the lost stanzas of the lullaby have totally gone away, leaving a gap in our
narratives. But if we recall the story told in the prelude, there is the first stanza that
remains. It reminds us that there are things that were repressed and regardless of
whether we know or don’t know what they actually were, it creates a sense of doubt

in relation to everything ‘Turkish national’.

Teresa de Lauretis speaks about the ‘elsewhere’ of a discourse or the ‘space-off” of
its representations. She defines it as “spaces in the margins of hegemonic discourses,
social spaces carved in the interstices of institutions and in the chinks and cracks of
the power-knowledge apparati.”® 1 believe thati the sense of doubt in young
Armenians that challenges everything that is ‘said’ or produced as ‘knowledge’
comes from that ‘space-off of the representations of ‘Armenianness’ and
‘Turkishness’ in Turkey. The following quotation expresses very well this sense of
doubt coming from the very fact that the gap does not have a proper content. It

causes unease yet at the same time grants a maneuvering capacity of going back and

5 Teresa de Lauretis, “The Technology of Gender” in Technologies of Gender: Essays on
Theory, Film and Fiction, Indiana University Press, p. 25.
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forth between the represented and its excesses:

The only thing I remember is the knowledge that not everything was like
what they had told us; I mean things in the book, things taught at school.
Yet nothing instead was put in its place. That is to say, I couldn’t
compare it and say ‘whatever you say, this is true’, but I approached

them with doubt.”

Grandmothers’ cart stories today

When I asked them whether they remember any stories from their families or not
young Armenians recalled that they had been told the personalized stories of
survival. These stories are either a part of the family history or the story of a relative

or someone else from the same town:

Well, now [ guess it’s our great-grandmother, think of her as my
grandfather’s mother’s mother, who lived during those times. I think she
was the one who used to tell it, I guess one of her brothers’ youth years
coincides with gart (massacre) times. They kill one of her brothers and in
the fork of the road they say “you go this direction and you that
direction”. They push the body of the dead brother into a well. Of course
they become sad and cry for their brother but they push them with

something, I don’t know, with the gun in his hands or a stick and they say

7 Tek hatirladigim hani o kitaptaki, hani okulda egitim alirken, her sey onlarin da dedigi gibi
degil bilgisi yani, ama bunun yerine bir sey konulmadi. Yani onu kiyaslayip siz ne derseniz
deyin bu dogru gibi kiyaslayamadim ama siipheyle baktim.
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“no, you will not look behind, you will go” and they make them walk and
walk. They make them walk to Aleppo. The family gets separated, the
family breaks up. One goes to Egypt, I don’t know how they get news in
those days, there are the brothers, they go to Aleppo from one road, sorry

they g(j to Egypt, and the grandmother goes to Aleppo.8

These stories are embedded in a particular space and time and they gain their power
from this specifity. They are not listened to as general abstract knowledge of history,
but they are embodied in the very person whose story is told. Moreover if it is a

family member, it is often considered to have a value for one’s own biography:

In the last instance, these are the most important events determining the
destiny of my family or the way I am now, or shall I say, my birth. My
grandmother’s mother’s fiancé was killed in front of her eyes. If he was
not killed then, she would not have married someone else and my mom

would not have been born, my grandmother would not have been born. °

Knowing the story of survival of a person from one’s own family or anyone else in

¥ Sey simdi bizim biiyiik yaya oluyor sanirim dedenin mamasinin mamasi diye diigiin, ¢ok
daha o donemlere denk gelen. O anlatirmig sanirim, zaten kardeslerinden birisi, sanirim cart
zamanma gengligi denk geliyor. Kardeslerinden birisini 6ldiiriiyorlar ve diyorlar ki, siz iste
su yola gidin yol ayriminda, siz su yola gidin, iste 6leni de bir kuyuya atiyorlar, tabii
tiziiliiyorlar agliyorlar kardesimiz falan diye, itiyorlar seyle ne derler ite... kendi ne bileyim
silahiyla elindeki bir seyle sopayla hayir diyorlar bakmayacaksin arkana, gideceksin
yiiriitiiyorlar yiiriitiiyorlar. Halep’e yiiriitiiyorlar, ayriltyor aile, dagiliyor. Biri Misir’a
gidiyor, o zaman nasil haber aliyorlar bilmiyorum o iste agparigler varmis onlar bir yoldan
Halep’e gidiyorlar yaya seye, pardon onlar misira gidiyor, yaya Halep’e gidiyor.

® Benim ailemin kaderini belirleyen veya benim bu sekilde olmami, veya dogmami mi
diyeyim saglayan en 6nemli olay onlar sonugta.Yayamin mamasmin niganlisi goziiniin
oniinde 6ldiiriilmiis. Eger zamaninda o 6ldiiriilmeseydi baska bir adamla evlenmeyecekti, o
zaman belki mamam olmayacakti, yayam olmayacakti.
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the community creates a strong attachment not just to that story but also to all stories

of survival:

They all climb up the hill to escape. I know these special stories. Present
Muhtar dede... Back then, his mother had to leave him because they
could not walk, then someone else found him and brought him back,

otherwise he would have been dead. '’

In Chapter 2, I emphasized the importance of the context, within which lullabies are
sung, in defining their meanings. The stories of grandmothers told today within new
contexts become parts of our everyday lives with different meanings attached to
them. As young Armenians explain, they find a space when something incites them
to recall the stories, something makes it necessary to recount them. For example they
are told in order to compare the hardship of the past days with the ease of life today
or in order to warn the young generations about the possible discriminations they can

face because of their identities:

We are quite a large family, we are very close to the seven generations of
cousins, and we are frequently in touch. For example, there is my aunt’s
daughter’s sister-in-law’s mother, I mean her mother-in-law’s mother, I
mean her mother-in-law, when she was young, at the times of kesim
(slaughter), she said, something happened. In fact it was the times of

poverty and famine. I was shocked when she showed me, how small

' Hepsi tepeye ¢ikiyorlar kagmak icin. iste o &zel hikayeleri biliyorum. Simdiki muhtar
dede... Zamaninda mamasi onu birakmak zorunda kalmis yiirityemedikleri i¢in, sonra baska
biri arkadan bulmug getirmis, aslinda &lecekmis.
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water drop falls on the floor and she immediately tries to suck it. I mean
they told about how they lived in extremely poor conditioné or just... Oh,
I will tell you when they tell about these the most. For example we as
cousins spend much, and because our spending does not have a limit,
they say “look, you didn’t see those times, you didn’t starve”, they begin
saying “if you starved...” In fact, there is something like that, people
who experienced the war times can not throw away things, or 1 don’t
know, I eat the half, the rest I save for tomorrow, there is surely always
the idea of tomorrow, but we don’t have this, it is just the opposite, they

tell about that.'!

These stories, which are gateways for the young generations to imagine the lives of
their grandparents, create a body of knowledge about being an Armenian in Turkey.
They are not very often told to young children in order not to disturb them. But when
they are told among family members, they are absorbed by the children whose
attention inevitably focuses on the act of story telling while sitting nearby. As I
explained in the example of lullabies, this makes the very act of story telling, with its

context and senses, part of childhood memories:

1 also listened to the stories that she didn’t tell me. I listened from the

' Biz biraz genis bir aileyiz de 7 gtbek kuzenimizle de ¢ok samimiyizdir, siirekli gider
goriigiiriiz. Mesela gey vardit morakurumun kizinin goriimcesinin mamasi yani iste
kaynanasinin mamasi, kaynanasi iste kiigiikken kesim zamaninda, sey diyor bir sey mi ne
olmus, 11 ya zaten aglik kitlik zamaninda, ya iste gostermis de ¢ok sasirmistim su kadar m1 ne
su damlast yere diigsilyor onu hemen emmeye g¢aligiyor. Yani, o kadar sefil falan
yasadiklarini, ya sadece iste... Ha en ¢ok da ne zaman anlatirlar s6yleyeyim, mesela biz
kuzenlerle biraz bol dagittigimiz i¢in biraz da elimiz sey olmadig i¢in bak iste gormediniz
iste gekmediniz, ¢ekseydiniz hemen baglanir, zaten Syleymis o savas donemlerinde kalan
insanlar falan bir seyi atamama, ya da ne bileyim iste yarisim yiyorum yarist da yarina kalsin
hep yarin diigiincesi mutlaka vardir bizde de yok iste tam ters, anlatirlar yani.
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people, the very old people while they were talking to each other. In our
home, in the milieux of the houses in which I lived, I always, I mean not
many things were told to me, but I got still many things by listening in
these milieux. Nothing happened like “come my son, let me tell you
history”. (...) While telling their memories to each other (...) They were
not directly told to me, but I listened when they were telling to people or
when they recalled memories, I listened when they talked about them.
Neither I particularly wondered and asked them to tell about it, nor they

told me how it was. Nevertheless, I learnt from them.'?

The way these stories are told communicates also the knowledge that they are
‘untellable’. Thus, memories of the young Armenians about their grandmothers’
stories are always fragmented. Ann Norton says that “memory and history do lack
unity for the colonized. The narratives of wholeness and continuity that served so
long for European history are a form of innocence that they cannot pretend to.
History refuses them refuge in these consolatory fictions. The histories of the
colonized are the histories of the subaltern: interrupted, episodic, and partial and

13 Most of the young people refer to an interruption in the transmission

incomplete.
of the familial stories. Their childhood memories of the stories of their grandparents’

generations are always in fragments:

"> Bana da anlatmadig1 hikayeleri de dinlemisligim de var. Onlar kendi aralarinda epeyi
biiyiikler kendi aralarinda konusurken dinlemisligim var. Bizim ev, benim yasadigim ev
ortamlarnda hep ben Oyle hani ¢ok fazla bana bir sey anlatiimadi ama ben o ortamda
dinleyerek bir stirl sey kapmisimdir yani. Hani gel oglum sana tarih anlatayim diye olmadi
hi¢. (...) Anilarim anlatirken, birbirleriyle mesela (...) Direk bana anlatilimadi, alakasiz
~ insanlara anlatirken dinledim ya da iste kendi anilar1 depresince, onlar konusunca dinledim.
Ozellikle ne ben merak edip sordum anlatin neydi diye ne onlar anlatti, ama 6grendim
sonugta onlardan 6grendim.

13 Anne Norton, “Ruling Memory” in Political Theory, v. 21, no: 3, August 1993, p. 460.
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I asked my mom, she doesn’t know anything. I mean, my mother was
born in Istanbul in Kumkap: anyway, she only knows her childhood and
doesn’t know anything about her family history. There is something that
got stuck in my mind, that is, in my father’s grandfathers’ times, during
the 1915 events, the river always flowed red, something like that.
Probably I heard a story like this in my childhood, but nothing else at all.

It is not very clear, either. '

The main reason why these stories are incomplete and fragmented is the lack of the
context, which makes in possible to articulate them in the public sphere with the
meanings they have for Armenians. Besides, the lack of continuity turns these
‘dangerous’ stories into ‘non-events’. According to Hayden White, historiography is
a process of encoding events into a plot structure, a narrative sequence where they
gain a certain meaning within the story line, which gives them causality and a
particular explanation.'® The narratives of young Armenians about the stories of their

grandmothers often lack this coherent sequence and causality.

Besides, these stories do not dwell on the proof methods of what is considered as
‘truth’. Minh-ha expresses this in the following words: “when history separated itself
from story, it started indulging in accumulation of facts. Or it thought it could. It

thought it could build up to History because the Past, unrelated to the Present and the

" Mamama sordum, mamam higbir sey bilmiyor. Yani mamam zaten Istanbul’da
Kumbkapi’da dogmus. Kendi ¢ocuklugunu biliyor ve ailesine dair de pek bir sey bilmiyor. Bir
sey hep aklimda, iste babamin dedelerinin zamaninda, 1915 olaylari, orda iste o her zaman
nehir kirmizi akiyordu gibi bir sey aklimda. Cocuklugumda muhtemelen bir kere 6yle bir
hikaye duymus olabilirim, ama bagka sey yok yani. Cok net degil.

" Hayden White, “Historical Text as Literary Artifact”, Tropics Of Discourse: Essays in
Cultural Criticism, Johns Hopkins University Press, 1985, p. 84.
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Future, is lying there in its entirety, waiting to be revealed and related. (...) Then
since fictional and factual have come to a point where they mutually exclude each
other, fiction, not infrequently, means lies, and fact, truth.”'® When these stories are
told in the public sphere, there is always the possibility that they would be regarded
as ‘lies’. The ‘truth’ is constructed through mechanisms outside these stories, not in

the meaning they bear through the senses they transmit:

It can be fear and something else, I mean if I get blocked, and I may get
blocked when he says “show me the sources my brother”, I mean, “not
the things that are picked up from here and there, but show me a clear

thing”, then I think I prefer to remain silent.'”

However as young Armenians explain very often remaining silent does not suffice.
As I explained before, because Armenian identity in Turkey is marked by the debate
on the Genocide, even within the liberal discourse, which chooses not to speak about
the past, Armenians are not allowed to remain silent, but are incited to a discussion

about whether they believe in the Genocide or not:

They were constantly asking if I believed in it, if I thought that there was
something like this. Every time I said in a covered way that, I mean “I
certainly believe in it”, if I say I don’t believe it, it will be odd. The pain,

how can I say, I feel that I live that pain and I always used to say, “yes

' Trinh T. Minh-ha. “Grandma’s Story” in Woman, Native, Other: Writing Postcoloniality
and Feminism, Indiana University Press, 1989, p.119.

17 Korku olabilir bir de bazen sey hani “bana kaynagini gdster kardesim, hani kulaktan dolma
degil de net bir sey gdster” dedigi zaman tikanirsam, tikanabilirim de o zaman iste susmay1

yegliyorum galiba.

125



the very majority of us, I mean the poets, the date of death for the
majority of them was 1915”. 1 generally say nothing else, I mean,

whatever you get from it.'®

Young Armenians say that the inability to express these painful stories with all the
senses they evoke in them, the impossibility of communicating the intimate memory

they keep, forces them to create new means in order to make them ‘tellable’:

Probably, I mean, not like “there is a story like this in my family”, but I
can have an argument like “there are stories like this, all of them cannot be

lies”, “all of these would not coincide this much.”"’

In these new contexts however these stories become displaced from their senses and
detached from their meanings, they are either pushed into silence or the listener seeks

their truth-value somewhere else:

What if I tell it? Because in the end, my telling won’t add to value of
these stories. I don’t think that they will say ‘look, this man lived those
things, she is telling them, they have right’. (...) Except for a few people,

no one will respect it, no one will be affected by them, they will just

'8 Siirekli soruyorlardi, “sen inantyor musun, sence bdyle bir sey var miydi”. Ben iistii kapal
hep sey diyordum yani, “mutlaka inantyorum”, inanmiyorum desem tuhaf kagacak, sonugta
ben o aciy yani nasil séyleyeyim o actyr yasadigimi hissediyorum ve ben hep sey derdim
“evet bizim biiyiik bir ¢ogunlugumuz yani sairlerimizin biiyiik bir ¢ogunlugunun 6liim tarihi
1915” diyorum bagka hi¢bir sey stylemiyorum, ne anlarsan yani.

¥ Muhtemelen hani “benim ailemde de bdyle bir hikaye vardir” gibi degil de “bdyle
hikayeler var bunlarin hepsi de yalan olmaz”, “bunlarin hepsi de bu kadar ¢akisamaz” gibi
bir argimanla belki sey yapabilirim.
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listen to it at the moment I tell them.?

Michael-Rolph Trouillot argues that “the production of historical narratives involves
the uneven contribution of competing groups and individuals who have uneven
access to the means for such production™' and he says, “not only the socio-historical
processes themselves are involved with struggles, but the production of knowledge is
also an arena of constant struggle.”** The above examples illustrate how the stories
that young Armenians try to tell can only be kept as a part of the familial history but

inscribing them into a general history is impossible.

When the meaning of the stories are reduced into a debate of ‘is it a true story or
not’, the senses, the meanings, the livedness of these experiences, that I argued to be
transmitted through the lullabies, become lost. Besides, for the young Armenians, the
inability of telling these stories as the way they make sense to them, makes them feel
displaced in a context where it becomes impossible to communicate the senses
through which they attribute meaning to their present experiences. That is to say, not
only the stories of past, but how one lives the present itself becomes

incommunicatable.

Veena Das and Arthur Kleinman explain this violence with the following words,

2 Anlatsam ne olacak ¢iinkii sonugta hicbir sekilde benim ona anlatmam onlara bir deger
katmayacak, bak bu adam bunlari yasamis anlatiyor bak haklilar demeyeceklerini
diigtinliyorum. (...) Ben ne kadar da anlatsam, ¢ok nadir kisiler harig¢, ben anlattlglmda o anda
belki beni dinleyecek, o ne etkileyecek onu, ne sayg1 duyacak.

2! Trouillot, Michael-Rolph. “Preface”, Silencing the Past: Power and the Production of
History, Beacon Press, 1995, p. xix.

22 Trouillot, p. 2.
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“continuous creation of new contexts and the sudden removal of the access to
established contexts.” #* The loss of the senses and meanings that the grandmothers’
lullabies and stories transmit symptomatically reveal the condition of being
displaced. Very often the context within which these stories are articulated push the
teller into a position of unease not only in terms of articulating the past but also in
terms of expressing oneself about the way one feels or thinks about certain things at

the present:

But there is this, there is a cautious way of speaking, for example 1 have
a friend at university who does not discriminate, probably he did not, but
when there was a discussion about that thing, that draft law?* business,
something different happened, he was like “they should have done
something so they deserved it”. I tried to tell him, but not in the way he
approached me, I have to be more, I mean I could not approach him with

the reaction he did.*

Thus, young Armenians in their everyday lives in Turkey, face this violence by
seeing that their grandparents’ stories of pain are reduced into simple truth-lie games

as manifested in the essay contest organized by the Ministry of National Education

2 Veena Das, Arthur Kleinman, “Introduction” in Violence and Subjectivity ed. Veena Das,
Arthur Kleinman, Mamphela Ramphele, Pamela Reynolds, University of California Press,
2000, p.2. .

# Referring to the vote by the French National Assembly to recognize the Armenian
Genocide in January 2001.

» Ya su var biraz bdyle temkinli konusma var mesela bir arkadasim var iniversitede
ayrimeilik yapmaz, yapmiyordu belki ama bu sey muhabbeti bu tasar1 muhabbeti oldugu
zaman farklt bir sey oldu bir seyler yapmuslar ki hak etmisler ki muhabbeti oldu, ben ona
anlatmaya g¢alistim ama onun bana yaklastigi tavirla degil ben daha biraz daha sey
olmaliyim, onun bana verdigi tepkiyle ben ona yaklasamiyorum.
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for disproving the Armenian Genocide or by facing the anti-Armenian propaganda as
manifested in documentaries such as Sart Gelin on TRT, where not only the stories
are not respected but also Armenians themselves become targets of nationalist
attacks and insults. They believe that if they could communicate the livedness of the
pain it wouldn’t be so easy for other people to speak about them in a disrespectful
manner. But very often they feel that they don’t have the appropriate tools to
communicate them the way they were lived. In a context where these stories are
stigmatized as ‘lies’, the indirect past tense of storytelling in Turkish, ‘mis, mus’ in
the eyes of the listeners, who do not share the senses and pain transmitted in these
stories, makes the truth-value of these stories doubtful. As expressed in the following
quotation, young Armenians think that their grandparents would tell the stories better

since they lived them on their bodies:

When [ tell it to others in public, since this is a ‘sensitive’ issue, they
should know it with all the details so that they can understand what kind
of a thing is was, that, it is not so simple as to be dealt with essay contests
or documentaries where they interview one or two people. But when I am
the one to tell it, they will take it as a simple thing. If my grandfather
were to tell it they would see the truth because he felt it on his skin. But

because I don’t feel it, I won’t be able to tell it.?

Given the fact that the meaning of a text is created in relation to the context within

%6 Anlattigim zaman bu olay daha hassas bir olay oldugu igin biitiin ayrintilariyla bilsinler ki
ne bi¢im bir sey oldugunu, 6yle ¢ikip da iki kisiyle konusularak belgeseller yapilacak,
yarismalar yapilip da bu tarz seyler yapilacak kadar basit olmadigini gorsiinler. Ama bunu
ben anlattigimda ¢ok basit bir sey olarak gorecekler. Dedem anlatsaydi gercegi goreceklerdi
¢iinkii dedem onu teninde hissetmis. Ama ben hissetmedigim i¢in digar1 anlatamam.
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which it is told, in a context where the senses and the meanings of the stories that
young Armenians tell are not shared by the listeners, the stories -the texts-
themselves become difficult to communicate. However, these senses that are
transmitted through lullabies and stories, and shared through intimacy make one
Armenian. For young Armenians therefore, the very same senses produce the

knowledge of the loss -how it cannot be filled.

That is to say, the impossibility of publicly articulating the stories that grandmothers
tell or of communicating them with the meaning they havé, yet at the same time
being marked with these senses that define Armenianness cause a sense of loss in
young Armenians which hinder a full and coherent imagination of the Armenian

identity in Turkey today.

In the following section I will conclude by the argument as to how the current
context of cultural politics in Turkey, by repeatingly speaking about an ‘Armenian
culture’ yet never including the senses shaping Armenianness and the lived
experiences of Armenians themselves in Turkey, tends to displace Armenian culture

and identity from its history, geography and relationality.

The new liberal discourse that regards the still existing ethnic groups -especially non-
muslims whose number have been reduced to a few ten-thousands as a result of
violence throughout the 20™ century- as ‘colors’ becomes possible despite the
memories of the people in Turkey, because the nationalization process of the
Anatolian geography while erasing the existence of different cultures and attempting

to dissolve the different identities, also erased the senses that people shared out of the
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experiences of having lived together for centuries. Today, in the imaginaries of the
people living in Turkey there is no space -with its bodily and experiential
dimensions- for the Armenians, Greeks, Siiryanis or Jews anymore as cultures or
people with whom they live together.

That is to say, in the imaginings of the past, present and the future of the Anatolian
geography, Armenians are displaced. As opposed to our mothers’ or grandmothers’
generations, there are millions of people today who are not familiar with the
existence of Armenians or Rums even in Istanbul. As these senses have been
gradually lost, the ‘colors’ discourse that dwells on the idea of dead cultures -frozen
into stone, rather than living elements shaping this geography- becomes the most
appropriate cultural and political perspective that can be deployed to bring them into
discourse. Thus, the very invisibility of the fact that these people still live with their

conflicts, problems and pain makes the ‘colors’ discourse possible.

In short, when the wounds of the social relations such as the loss, the pain, the
violence are pushed into silence, a totalized, ahistorical, homogeneous and spaceless
Armenian culture emerges. Within these representations, the young Armenians’
desire to belong to the place they call home and to the Armenian culture, as a living

possession becomes an excess.

‘... as an Armenian living in Turkey’: The desire to belong

Anne Marie Fortier referring to Elysbeth Probyn’s definition of belonging, explains

that “belongings, here refers to both ‘possessions and inclusion’. That is, practices of

group identity are about manufacturing cultural and historical belongings that mark
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out terrains of commonality, through which the social dynamics and politics of
‘fitting in’ are delineated.”’ She says, “belonging as it operates in Probyn’s work is
useful because it displaces identity from its foundational status. She slide(s) from
‘identity’ to ‘belonging’, in part because... the latter term captures more accurately
the desire for some sort of attachment, be it to other people, places, or modes of
being, and the ways in which individuals and groups are caught within wanting to
belong, wanting to become, a process that is fuelled by yearning rather than the

positing of identity as a stable state.”**

Today the Armenian belonging to Anatolia as it is told in grandmothers’ stories that I
cited in Chapter 2 is a distant dream also for young Armenians themselves. As
Armenians had to migrate to Istanbul throughout decades, the local languages,
culture and practices become lost in Istanbul. But even though they still strongly
emphasize their being Anadolulu (from Anatolia), or being from specific cities of
Anatolia such as Sasun, Bitlis, Diyarbakir, Sivas and Yozgat, because currently
Anatolia has no space for the Armenian culture or for an Armenian life with its
institutions as it was before, for the young generations these cities where their
parents came from can only be returned to in the memories. As the last marks of the
Armenians are disappearing from the landscape of Anatolia today and Anatolia is
forgetting Armenians day by day, the displacement gains the meaning of not only
being displaced from a place but also not being able to imagine oneself as belonging

to that place, an idea that I have been trying to explain throughout the thesis:

%7 Anne Marie Fortier, Migrant Belongings: Memory, Space, Identity,Oxford: Berg, 2000,

p.2.
* Fortier, p.2.
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I went to Istankoy, the village of my grandfather’s father in Ankara... Of
course, it was like, it was odd to think that he was born in this house, you
imagine it, of course you feel strange. You also like it. You see the
graves. The relatives’, the old relatives’ graves. Belonging... Basically,
there is such a contradiction when you think of belonging. I mean, I don’t
feel that my grandfather belonged there, I mean there is such a different
thing. I mean, my grandfather had lived here, I mean my grandfather’s
father... I mean he belonged there? Not myself, but I do not feel that he

belongs to there. %

I have a history in Anatolia. I become very nervous when they ask that
question ‘Where did you come from?’, “Were you born here? Do you

belong to here? Were your mother and father from here?>*"

Today, as the majority of Armenians live in Istanbul and the only functioning
Armenian schools and other institutions are in Istanbul, the city is perceived as home
both for those who were born in Istanbul and for those who were not. It is considered
to be the last piece of land connected to Anatolia as its extension, retaining its

memories, stories, traditions, local dialects, songs and dances.

* Ben mesela seye gittim ama, Istankoy’e gittim, dedemin babasmin Ankara’daki kéyiine
gittim. ... Sey tabii, sey geliyor insana hani bakiyorsun bu evde dogdu garip geliyor insana
hayal ediyorsun tabii ki garip hissediyorsun. Hosuna da gidiyor. Mezarlar1 goriiyorsun.
Akrabalarin eski akrabalarin...Aidiyet.... aslinda s6yle bir celigki aidiyet deyince. Yani
dedemi oraya ait hissedemiyorum yani boyle bir degisik sey var. Yani dedem burada
yasamis, yani dedemin babast.. yani onu oraya.. ben degil de onu oraya ait hissedemiyorum.

3 Anadolu’da bir tarihim var. O soru soruldugu zaman sinir oluyorum, “nerden geldiniz”,
“burada m1 dogdun, burali misiniz, annen baban bural miydi1?”
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The majority of the young Armenians that I talked to were either born or had spent
their childhood in Istanbul. They defined Istanbul as their home because they literally
had their homes here. They stressed their attachment mostly by mentioning their
habits of living in the city, the way they were used to its manners, and how much
they loved the place: “This is my geography, where I am used to, where I love to

live, walk around, breathe.”!

[ think that living in Istanbul is also a determinant factor. Despite all the
negative aspects of it I love Istanbul very much. And I don’t think about
living elsewhere. Although there are people in my family that went

abroad, T don’t think about going abroad, I don’t want it.*?

The place that you were born, you were raised, your culture, your friends,
there are all lived experiences, you get used to the atmosphere of this
place, in the end they are similar cultures. In any case as an Armenian

living in Turkey, in Istanbul, you get used to here.”

Apart from “the lived experience of locality”*, family, relatives, Armenian friends

! Burasi benim cografyam, alistigim, yasamayl, gezmeyi, nefes almayr sevdigim
cografyam.

32 fstanbul’da yasiyor olmanin da belirleyici bir sey oldugunu diisiiniiyorum. Istanbul’u bir
siirii k6tii yoniine ragmen bayag: seviyorum. Bagka bir yerde yasamay: da diisiinmiyorum.
Ailemden yurt disina gitmis olan insanlar olmasma ragmen ben disiinmityorum,

istemiyorum bdyle bir geyi.
3 Dogup bityiidiigiin yer, kiiltiiriin arkadaslarin, yasanmuslik var aligmigsin buranin ortamina,
ne kadar da iste yani sonugta iste benzer kiiltiirler zaten ne bileyim Tiirkiye’de yasayan bir

ermeni olarak Istanbul’da yasayan bir ermeni olarak buraya aligmigsin.

3 Brah, p. 192
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and the community also emerge as very important ties to the place:

As I said, I have my school, I have Armenian friends, [ don’t know, my
church, the church, OK the church is also something. Well, there might
be a concert, I don’t know, a popular person from among us, his’her
conference and what not, as a result because I closely follow these, I feel

inside it.>

In addition to these everyday life experiences, the Armenian historical presence in
Istanbul also contributes to the feeling of belonging to the city. Armenian institutions
such as the Patriarchate, churches, schools, hospitals, cultural associations, choirs,
folk dance groups, as well as the Ottoman palaces and various buildings that were
constructed by Armenian architects are regarded as the signs of this centuries long

Armenian presence in Istanbul.

Yet, as a result of the identity politics in Turkey, the Armenian culture as a living
possession has been confined to the private sphere of the Armenian community in
Istanbul. Rather than creating the means for public production and practice of
Armenian as well as other cultures in Turkey, hegemonic identity politics tried for
decades to sterilize the public sphere from non-Turkish elements. And today,
different cultures are reduced to ‘special events’, ‘festivals’, or ‘ceremonies’.
Similarly, for young Armenians living in Turkey who gradually loose the means to

reproduce Armenian culture as a living entity, traditions, ceremonies and festivities

* ste dedigim gibi okulum var, hay arkadaslarim var, ne bileyim, iste kilisem, kilise ya
tamam kilise de bir sey sonugta, iste ne bileyim bir konser oluyor, ne bileyim inlii bir kisi
bizden biri, onun konferansi falan, sonugta bunlar1 yakindan takip ettigim icin, i¢inde
bulundugumu hissediyorum.
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become the only spaces to practice the Armenian culture and to look for the

Armenian identity:

In fact I love that thing, I mean it is like that in the traditions, now for
example the church, in fact it is the thing that touches everybody the
most, our weddings are so nice, I don’t know, that organization, the
atmosphere of the church, that melody, the ceremony and so on are so
beautiful that you are seduced by them. I don’t know, there is Christmas,
there is Easter, the festivity of Saint Mary, there is a beautiful ceremony

for everything.*®

So far, I tried to explain that Armenians feel displaced in their home both because of
the lack of the context that would allow them to share their senses of being from and
displaced from Anatolia and the loss of the means to reproduce Armenian and other
cultures in Istanbul today. Besides, today the more ‘Armenian culture’ is represented
and ‘spoken about’ in the public sphere within the limits of hegemonic identity
politics, the more it becomes non-existent. But on the other hand, for the young
Armenians to whom I spoke -who criticize the current situation as explained in
previous chapter- both their belonging to Anatolia and their desire to live Armenian

culture as a possession are significant elements shaping their subjectivities:

Coming from a particular culture, maybe knowing a particular language,

36 Aslinda seyi seviyorum yani geleneklerde de bu bdyle, simdi mesela kilise, aslinda herkesi
etkileyen sey budur, bizim bir diigiiniimiiz belki ¢ok hos bir iste ne bileyim, o organizasyon,
o kilisenin havasi, o melodi, seremoni falan bunlar dyle giizel ki insan1 zaten ister istemez
biiyiiliiyor. Ne bileyim iste Dzinunt var Zadig var Asdvadzadzin su bu, her seyin ashinda bir
giizel toreni var.
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speaking and understanding it, and besides being in the community
because of my job and even more being in a place where cultural
activities take place, also taking part in these activities; maybe I would
feel it less if I were not under these circumstances, but now I feel my

Armenianness more.’’

I feel Armenian, I feel as an Armenian living in Turkey. I define myself
as an Armenian, | feel my Armenian identity, I possess it, this identity is
also stuck to my tongue, I mean unfortunately, I see myself as a

minority. 38

I define myself as Armenian. (...) I don’t know, I mean it is the milieu
where I feel comfortable. Something like that. It is normal to feel
comfortable, because how many years, twelve or thirteen, how many
years? I studied in this school for eleven years, eleven years I was always

with Armenian friends in an Armenian school.*”

I define Armenianness as a culture. ... Well in terms of its characteristic,

" Belli bir kiiltiirden geliyor olmak, belki belli bir dili biliyor olmak, onu konusabiliyor,
anlayabiliyor olmak, ve ayrica isim dolayisiyla cemaatin aslinda iginde olmam ve hatta
kiiltiirel faaliyet gdsteren bir yerde olmam, benim de o faaliyetin i¢inde olmam, kendimi
belki bu sartlarda olmasam daha az hissedebilirdim ama su an daha fazla hissediyorum

Ermeniligimi.

% Ben kendimi ermeni olarak hissediyorum, Tiirkiye’de yasayan bir Ermeni olarak
hissediyorum. Ermeni olarak nitelendiriyorum, Ermeni kimligimi hissediyorum, tasiyorum,

dilime de bu kimlik yapismis durumda, yani azinlik olarak kendimi gériiyorum maalesef.

* Ben kendimi ermeni olarak nitelendiriyorum, (..) ne bileyim hani kendini rahat hissettigim
ortam. Oyle bir sey. Rahat hissetmem de dogal ¢iinkii ben ka¢? 12, 13 sene, kag sene? 11

sene okudum okulda 11 sene hep ermeni okulunda ermeni arkadaslarimla beraberdim.
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it is a very productive society, and I don’t know, myself coming from a
place that highly values art and artists... Probably someone else like a
German would also tell the same for him/herself. But there is more art
and craft here... I mean for me this is the most distinctive feature of

being Armenian, they produced their chief masters, they are productive.w

As the above examples illustrate, for young Armenians, the longing or the desire to
belong is a part of their experience of being an Armenian in Turkey. I believe this is
the “expériential sense” of being a ‘minority’ in Turkey, in Paul Gilroy’s words:
“black identity is not simply a social and political category to be used or abandoned
according to the extent to which the rhetoric that supports and legitimizes it is
persuasive or institutionally powerful. Whatever the radical constructionists may say,
it is lived as a coherent (if not always stable) experiential sense of self. Though it is
often felt to be natural and spontaneous, it remains the outcome of practical activity:

language, gesture, bodily signification, desires.”!

When you are displaced from your land and from your culture, what you live is a
feeling of longing for your culture. This longing comes from having a significant loss
shaping your subjectivity, the subjectivity of belonging to a memory and culture,
which are themselves displaced. I think the words below of a young man, whose

mother is a Rum from Istanbul, explains this very well:

“ Ermeniligi kiiltiir olarak tanimlarmm. (...) Sey, ozellik olarak bunlar belki gok iiretken
sayilabilecek bir toplum ya da ne bileyim sanat¢1 ya da sanata verilen 6nemin fazla oldugu
bir yerden gelmis olmak. (...) herhalde baska, alman da herhalde, kendisi igin ayni seyi
sdyleyecektir ama, biraz daha sanata ya da zanaata ... 6n plana ¢ikan 6zelligi bu benim i¢in
hani Ermeni, en biiyiik ustalarin ¢ikarmus, iiretken.

! Paul Gilroy, The Black Atlantic: Modernity and Double Consciousness, London: Verso,
1999, p.102.
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My mom used to sing lullabies in Greek (Rumca). Now, we make fun of
her, her style of raising us, we make fun of her a lot now while
comparing that with the conditions of 2003, I mean the lullaby she used
to sing, the story she used to tell (...) She used to tell a story, a horrifying
one, I mean if you tell it today, we used to tell her “why are you telling
that story to a five year old child?” The sandwiches she used to prepare
for school, the other things and all that stuff are all the subjects of the
current humor, but the lullaby, there was a Jullaby that my mom used to
sing in Greek. (...) In fact, I was not raised with lullabies. But my mom

knows Greek lullabies, and my mom still calculates in Greek.*

The loss however is not something static, it is a constitutive element in the ‘minority’
experience in Turkey, contributing to its reproduction. The loss is felt only when
there are people to follow it, to try to recover it. The feeling of loss is communicated
among the people who share it. And this shapes the sense of being a ‘minority’ in

Turkey:

If it affects the person who walks through Istiklal street, if it affects me a
little more, or sirtaki or Zorba or another thing, I mean or while buying a

book, reading it as Kazanca-kis, if you feel more like that man is from us,

2 Mamam Rumca ninni okuyordu. Hatta simdi dalga gegeriz onunla, mamamin bizi
yetistirme tarziyla simdi 2003 yili sartlarina bakarak ¢ok dalga gegeriz, hani o okudugu
ninni, anlattig1 hikaye (...) Hikaye anlatirdi bir tane, yok iste, korkung bir hikaye tamam mu,
yani simdi anlatsan, 5 yasinda ¢ocuga ne anlattyorsun o hikayeyi diye siirekli annemle sey
yapardik. Bize okulda hazirladigi sandvigler sunlar bunlar falan siirekli bugiinkii mizah
konusudur ama ninni mamamin okudugu bir Rumca ninni vardt (...) Ben pek ninniyle
biiyiimedim (...) Ama mamam mesela Rumca ninni bilir, mamam hesab: da hala Rumca

yapar.
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I mean to appropriate those cultures more. **

The Armenians in Turkey today foHko the traces of the loss, with the hope that they
could partly recover it, but with the knowledge that it cannot be totally recovered.
They search for the lost lullaby, in a sound, in a melody, in the names in the generics
of a film, when they come across an Armenian name, when they hear an Armenian
melody, see Armenian scripts on a stone, or when they hear “two people speaking

Armenian while we are walking on the street.”**

* jstiklal Caddesi’nde yiiriiyen insani etkiliyorsa beni biraz daha fazla etkiliyorsa ya da bir
sirtaki bir Zorba bir bilmem ne, hani ya da bir kitabi alirken Kazanca-kis diye okudugumda
biraz daha bizden hissediyorsan o adami, hani o kiiltiirleri biraz daha sahiplenme.

* Sokakta yiiriidiigiimiizde iki kisi konugtugunda hosumuza gidiyor ...
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CONCLUSION

In this thesis I attempted to develop the tools for understanding what it means to be an
Armenian in Turkey today. I suggested looking at a very specific experience, the
practice of singing lullabies by Armenian grandmothers. I tried to formulate my
approach to lullabies as a gendered medium of transmission of belonging -to a land, to a
tongue, to a culture or to a story-, which contained excesses and lacks in relation to what
is considered to be the Armenian identity. By focusing on the act of singing lullabies in
its specific contexts, which grant them their meanings, I argued that in order to decipher
the dynamics of the éurrent identity politics we have to understand the transformation of

the very senses that are transmitted through the lullabies.

By analyzing the change in the contexts within which lullabies are transmitted today, I
argued that displacement and loss are two interrelated experiences shaping the sense of
being an Armenian in Turkey. By deploying these experiences as analytical tools in
understanding the cultural politics in Turkey, I argued that without focusing on these
experiences it is impossible to talk about Armenians or any other minority group in

Turkey.

[ triedbto explain that displacement means being displaced from not only the land,
Anatolia, but also culture, history and memory due to the Turkification process as well
as decades’ long restrictions on the articulation of different cultures and identities in
Turkey. I argued that the outcome of this process has been the invisibility of Armenians

from the representations of the history and culture of the Anatolian geography and this
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creates a feeling of displacement among young Armenians in Istanbul, in the place they

call home.

I explained that when we define displacement in this way, we can see that it is a
constitutive element of the liberal discourse on cultural politics, which detaches cultures
from people and the very senses that make them living possessions. Thus, I criticized the
liberal perspective by showing that it represents cultures as colors of a mosaic, without

referring to the experiences of the people trying to preserve those cultures.

I tried to decipher the current identity politics not only by showing that there is still a
strong nationalist right wing in Turkey that cannot stand for even a liberal stance, but
also showing that the liberal discourse that dwells on the idea of dead cultures becomes
possible only by the repression of the articulation of the experiences that these cultures
have been going through throughout the nationalization process of the Anatolian
geography. The current hegemonic identity / cultural poli;[ics in Turkey, from its extreme
right to its liberal version is the historical continuation of the nationalist politics which
tries to erase the past, forget the pains and makes it impossible to speak about how they

relate to the present.

In a context where the Armenian culture is represented as detached from its lived
experiences and memory, it becomes impossible to share the grandmothers’ stories in
the public sphere and the loss itself becomes the experience of Armenianness. Young
generation of Armenians in Istanbul today, in their search for the Armenian identity,

develop a certain way of belonging to the space and culture that is shaped very much by
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this experience of loss.

Today in Turkey, the definition of ‘minority’ became a highly debated issue, making it
impossible to speak about different identities within the limits of the old receipts of the
nation-state. Yet on the other hand, the nationalists once more are trying to reduce the
issue to a problem of ‘national unity’ and the ‘indivisibility of the stéte’. At this point
my thesis proposes to focus on the meaning of the past for the present as a constitutive
element of the definitions of different identities in Turkey. As various agents such as
state, political parties, intellectuals and the representatives of ethnic and religious groups
are getting engaged in the discussion about ‘Whé is a minority’, 1 believe rather than
confining the issue into fixed definitions of ‘minority’ or ‘minority rights’, one should
look at the historical experiences of displacement and loss as well as the present

asymmetrical power relations between different groups in Turkey.

As the Armenian lullabies, once telling the stories of belonging to a land and a culture,
today can only tell the very desire to belong to that land and that culture, we have to start
speaking about the irretrievable but constitutive loss shaping our presence in Turkey
today. We can only trace the marks of this loss by hearing the voices of the people. And
I believe in order to develop senses to understand each others’ experiences, we need to
start looking at the gaps in the stories, we need to hear not only what people can tell us
but also what they cannot, we need to pay attention to the parts missing, for it is not ohly
their loss, but also our loss, a part of livedness missing from our own lives.

And I tried to tell what it means to be an Armenian in Turkey through the story of a lost

lullaby...
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APPENDIX
SAMPLES OF LULLABIES

All rights reserved. The lullabies recorded by me belong to their creators. Because

their names are not cited here, any quotation necessitates my prior permission.



Lnil ntup dwgniyu pnili nilip,
Guhqupnil inntl nLlp,

Nuht puufupwpulibn nilip.

My child needs sleep,
She has a house in Yenikapu,

It has golden doorknockers.

Lwaqtnny bwaqgbnny,
dwipuGun § Gppuwy Juqbing,
Uwlwnp (Ggnil pniglnny.

Coyly coyly,
Master goes running,

His basket full of figs.

Kun uni tzakugis kun uni,
Yenikapun dun uni,

Vosgiye ¢cakhcakhner uni.

Nazerov nazerov,
Varbed gerta vazelov,

Sagari letsun tuzerov.

My grandmother’s lullabies from Istanbul

Recorded by Melissa Bilal in Kadikoy in March 2001

Llwghn wnnwu,
Uy nip-knip,

Ubnwnu wnfunip £,
Nnp&dwinph Gpabip §'put,
hd wlintphu,onon on of...

Sleep my son, it’s late,

My heart is sad,

It sings songs of the land of orphans,

To my sweet, oror or or...

Knatsir digas,
Al us e us,

Sirds dkhur e,
Vorpevayri yerker gise,

Im anusis, oror or or ...

Siran Koko’s lullaby from Amasya

Sung by Ayda Erbal in New York in March 2001
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Ulighn dwlghly pu upnwunel, Ningir mangig im sirasun,
Onon GJ wuntd, Oror yem asum,
Nwydwn (nLupll E Jnd huynid, Baydzar lusinn e megm hayum,

Ln ononngnLu: Ko ororotsum.
Sleep my dear child,

I am singing you a lullaby,

Shiny moon is sweetly watching,

Your cradle.

Sung by Armenian grandmothers in Istanbul

also in Yerkaran, Istanbul, 1985, p. 166.
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Onon wnninp dwlsu onon, Oror agvor mangis oror,

Lhq UtéqlLbu onk on: Kez medztsinem ore or,
Jonn Ldwl Jdwnn Enhn, Horit niman mart yegir,
SnLun pbquny wnnilin pbqidnd, Dunit kezmov dunit kezmov
SGulitu on. Desnes or.

Oror my lovely son oror, -
I shall bring you up day by day.
I wish you become a man like your father,

I wish you see your home with your presence.

Recorded by Melissa Bilal and Belinda Mumcu
in Yedikule Surp Pwrgic Armenian Hospital in March 2001

Juywnt qUw wdwhinwl wnLontly, Hayde kina ambidan bucuk,
Gu wnghlju pbtgh s6U4 hH wwn, Yes agcigis kezi ¢em i dar,
Nnne wnwd npnt gh nwd, Voru dam voru ¢idam,
NEyEnwbyple innnlly tnwd: Beylerbeyin digun dam.

Go away shameless insect,
I don’t give my daughter to you,
To whom shall I give to whom shall I not give,

I shall give her to Beylerbey1’s son.

Sung by a grandmother from Istanbul
Recorded by Melissa Bilal and Belinda Mumcu
in Yedikule Surp Purgic Armenian Hospital in 2001
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Onop opon op,

Onon 'nubd plwliwu,

Gwipnid wlniy pnLup inppnwlitwu on op,
Onon onon onon of,

Onon onon htpwn wnknp,

Guwinnid opnwl nph wop tnknp,

Onon on.

Ejuyh (Erlbnp puwndpbpn buwpy,
Wlglnnhl nwplnnhl uppwnp 4p Luwghy,
Guwipnid (Ggnin pwluyh prwy,

Uhnun pwliwyp,

Uhnpwnpn dtgh guinili Fu hdwliuyh,
Onon on.

Inytn wnwn ne pbp hnybn,

Qbopn wwp wnninpp pan,

Qioncl intpli winbe snLlp,

Gwipnytu fuwwwn dh pbp,

Onon on.

Oror oror or,

I sing oror and you shall sleep,

My child I wish you have a sweet sleep or or,
Oror oror oror or,

Oror oror to a good place,

My child, I put a cradle in vain,

I climb the mountains, the high hills and look,
I look at the hearts of the passers by,

Oror oror or,

Oror gisem knanas,

Yavrum anus kuni diranas or or,
Oror oror oror or,

Oror oror hegd degi,

Yavrum orran tiri bos degi,
Oror or.

Elayi lernert partzrer: nayim,
Antsnogin tarnogin sirdi g1 nayim
Yavrum lezut panali illa,

Sirdit panayi,

Sirdit megi tsavun es imanayi,
Oror or.

Hover dar u per hover,

Kest dar agvori per,

Kesun dern arev ¢uni ,

Yavruyes khabar mi per,

Oror or.

My child, I wish your tongue was a key and I could open your heart,

I wish I could feel the pain in your heart, oror or,

The winds take and bring,
Take the bad and bring the good,
The lord of the bad does not have sun,

Bring news from my child, oror or.
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Fow Yuph wwpuswl,

SGnLLutnl U Guwlsngtbn,
Guwipnud jwy bl jwtl,

LsLubpu E funlisbigln,

Guwinnid wy s&U Ltolin,

WU wuwitusuuhl dotnp,

LUl Ynpunibgquut,

DEQuypl dwiinlif uwiiyp,

Onon on.

Onon Eupd op ELpU,

Angtnn nnupwwel EUAY,

Guwinnid dpul nuinh snnwwli fudh,
Pnunl wy Guipnihu phinpe pupd,
Onon on.

I went down that garden,

The leaves have become green,

My child, my eyes have become tired by crying,

Eca vari bakh¢an,

Derevnern e gangitser,
Yavrum lalen lalen,

Ag¢viners e khongetser,
Yavrum al ¢em engnar,

An bakh¢ayin mod,

Ingav gorsivetsav,

Cefayin madni sangi,

Oror or.

Oror enim or enim,

GO§er1 gurban enim,

Yavrum misn udi ¢orban khimi,
Posdn al yavruyis kiirk sinim,

Oror or.

My child, I never go down near to that garden again,

The sorrow felt down and got lost, oror or,

I rock you,

I sacrifice sheep,

My child shall eat its meat and drink its milk,

I will make a fur for my child from its skin.

Lullaby of a grandmother from Arapgir (Malatya) in two parts
Recorded by Melissa Bilal and Belinda Mumcu in Yesilkdy in March 2001
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On on onon ELupd plwlituu,
Wunip pnitip inhnpwlwuy,

Intl w wquhly Fu whunh JeoLwuy,

On on, opon jwiLpnLu opop.

Or or I rock you and you sleep,
I wish you have sweet sleep,
You are small and will grow up

Or or, oror to my child.

Or or oror enim kinanas,
Anus kuni diranas,
Tun a bizdig es bidi medznas,

Or or, oror yavrus oror.

Sung by a grandmother from Arapgir (Malatya)

Recorded by Melissa Bilal and Belinda Mumcu in Yesilkdy in March 2001

Onon opon pu puju,

Eu Gnabd nnt plwlwa,
Qniuwliibnh JEnknhl,

Lblq pnili pbinh hd puwywu:
Enwaqltinhn Uty inbulibu,
Int Uwupup uwnl Gy16Gu,
Ruyg Gnp quippUGu tpwaqkn,

Upwpuwiinp uninhn down quiliGu:

Oror oror my child, I sing and you sleep,

Oror oror im palas,

Yes yerkem tu kinanas,
Kusanneri megetin,

Kez kun peri im palas.
Yeraznerit mec desnes,

Tu masisi sarn yelles,
Payts yerp zartnes yerazet,

Araradi sirdit mod kidnes.

Let the melodies of the minstrels bring you sleep, my child,

In your dreams you shall see yourself climbing up the Masis hill,

But when you wake up you shall find Ararad near to your heart.

Sung by a young Armenian woman from Kastamonu

Recorded by Melissa Bilal in Bakwrkoy in July 2003



Onon pubd plwglty, Oror 1sem knatsinem,

Uhnpny uhnunny JdGowgltd, Sirov sirdov medzatsinem,
Opon hd dwagnitlyu opop, Oror im tsakugis oror,
Onon hd  dwlgnilyu opop: Oror im mangugis oror.
pniyniwl nbd nbGd onnuwly, Urukvan tem dnem orran,
Unighu lLuwnb&d puld opop, Sukis nisdem 1sem oror,
26n Unn dwnnh Ldwl pugnily, Der nor varti mman batsvel,
Unitghu Luwn&d pubd opon. Sukis nisdem 1sem oror.

£y pnili sntupd hnghu duwyphy, El kun ¢unim hokis mayrig,
Ianhp wipu Guwwbu hbphp. Herik ackis gabes herik.

[ shall sing oror and put you to sleep,

I shall bring you up with a heart full of love,
Oror my dear oror, oror my son orof,
Towards evening I shall put you in the cradle,
I shall sit with my grief and sing oror,

You are like a newly opened rose,

I shall sit with my grief and sing oror.

I am not sleepy any more my dear mom,

It’s enough that you tie my eye, it’s enough.

Sung by a grandmother from Darende (Malatya)
Recorded by Melissa Bilal in Kinaliada in September 2003
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rncph pneph, poeph poeph, poeph (wo
Cnph 4’ GUEU nnt pnipGlwu pniph jwo
InL wquhlhu pwnny J&GdLwu pniph jwo
Cniph pnLph, pniph poeph, pneph jwo

W hwnpwdn pudhl ph ononbiu pniph jwo
WU np nntl quiu plgh wwhwu nniph jwo

rniph pnLph, pneph pocph, pnph wo
rniph ’GUGUY nnt JGSwliwu,nniph jwo

Ruri ruri ruri ruri ruri lao

I rock you and you rock ruri lao

You are small you shall grow up well

Ruri ruri ruri ruri ruri ruri lao

The east wind shall swing you ruri lao
Wherever you come, it shall protect you ruri lao
Ruri ruri ruri ruri ruri lao

I rock you and you grow up ruri lao.

Ruri ruri, ruri ruri, ruri lao
Ruri genem tu rurenas ruri lao
Tu bizdigis parov medznas

Ruri ruri ruri ruri ruri lao

Akh harafi kamin ki orores ruri lao
An vor tun kas kedzi bahas

Ruri ruri ruri ruri ruri lao

Ruri genem tu medzanas ruri lao.

Sung by a woman from Anjar (Lebanon) whose parents are from Sasun

Recorded by Melissa Bilal in Kurtulus in August 2002

Scores from “Talini Haygagan Jogovrtagan Yerker yev Nivakner, Yerevan, 1984,
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fowishly ynLuliguals Lonpne
Gwn Gu pnt dwdpwn Yn bughd
Gwn Gu wnnwy nnll innuy
Utn uppnil suunbnl GU hhuwy:

Khagin, lusingan norun,
Yar yes ku campat g1 nayim,
Yar yes diga tun diga,

Mer sirun ¢cagern yen hima.

On the day of the holy cross, on the new moon,

I look forward to your road,
My love I’'m young and you’re young,

Those are our times for love.

Onon onon, hd hngneu hnghl, opon
hu Unpuinntuly Eghli, opon

Nn unp £ ddlukn, opon

MnnLn sE£ wnLkn, onon

Snitn wyyw nt fulidnp, onon

Utl 8ntl hwqun inbpbiitl, opon.

Oror oror my dearest oror,
The crop that I newly planted,
That newly grew, oror

Didn’t give any fruits, oror

Gave quinces and apples, oror

Traditional lullaby from Armudan,
Girung Usdi Gukas, p. 90.

Oror oror im hokus hokin oror,
Im nordung ekin, oror

Vor nor e jmner, oror

Bidug ¢e diver, oror

Duwer ayva u khndzor, oror

Meg cigen hazar dereven oror.

From its one branch and thousand leaves, oror.

Traditional lullaby from Agn,

Hay Jogovirtagan Ororotsayin yev Mangagan Yerker, p. 55.
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Lyt jwo plyt Eppwlip dpp Enbpp,
Enpwlp unn dwl,

Enpwlp dnn Unip nt Uwuntl,
LG jwo pit tppwlp dpn Enhpp,
Eppwlp pb dnp,

Lunhlp  dwinnup fuwdndhy,
Puwnhlp pwnhlp

Euplp dpgh npn ne swn:

LIt jwo pbit Eppwlp Upp Ephpn
Inl wnpnuliGn

Yunntg-Gingh G4p Epghl,
Ohétnuwlutn plipl-p6ihly

Up swihpl,

Lunbn wnwlg upgh

Ungnilp 4p puithhl:

LGt jwo ptyt Eppwlip dpn Enbpp:

Get up my child, let’s go to our land,

Let’s go to our Van, our Mus and Sasun,

Let’s go that valley, collect fresh sapling

Collect and make us cure and remedy,
Get up my child, let’s go to our land.
There the birds sing

The swallows flap wings

The stones cry in our absence.

Get up my child, let’s go to our land.

Kele Lao, kele ertank mwr ergir,
Ertank mir Van,

Ertank mwr Mus u Sasun,

Kele Lao, kele ertank mur ergir,
Ertank 1n tsor,

Kagink madgas khavirdzil,
Kagink kagink

Enink mizi tig u car.

Kele lao kele ertank mir ergir,
Hon arosner

Giduts-gidtsi g1 yerkin
Dzidzernagner tevig-tevig

Gt dzapin

Karer arants mizi

Artsunk g1 tapin

Kele lao kele ertank mir ergir.

Sung by Lusine Sahrikyan in Sayat Nova’s Mso Yerker concert in December 1999
also by Tatyana Bostan in Knar’s album Anadolu’dan Kafkaslara Ermeni Miizigi

source: Sirag, p. 145.
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Nwn-wwn UG, wwn §’EUGY, Bar bar genem bar genem,
YGwwwl uinp&d pwun GELEY. Gaban gidrem sar genem,
tu Guwynnipu wnbinty’ Es yavruyis arevun,
2hdre nnsp nnippuwll YELEL, Cift khogt gurban genem,
Nwn, wwn, wuwn: Bar, bar, bar.

I do bar-bar,

I cut the cloth and make a dress,
For the sun of my child
I sacrifice two sheep

Bar, bar, bar.

Sung by Tatyana Bostan in Knar’s album Anadolu Ermeni Halk Miizigi
Filor Gazarigyan, collected by Mihran Tumacan, in Hayreni Yerk U Pan, p. 101.
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Onon, onon, ofnon, onon, ooy,
Onon Yuwls&d hvwlwu,
Twnlyhu wlne plwliwy,
Plwlwu nt UG6dwlwu,
UGSwlwu nt G nwnliwu:

Opop, opop, onop, opop, opop,

on.

Opon, onop, opon, ooy, ono,
Onon, opon, wipfu Gu,

Lwhnen puyh juypfu bu,

-~ Lwhnen punli p7Us b 'wlip,
ffwaquiinph jwynpu Gu:

Onop, opon, opnon, of1of1, of1o7,

on:

Oror oror oror oror oror or

I shall sing oror and you shall hear,
You shall go to bed and sleep,

You shall sleep and grow up,

Grow shall up and become an adult,

Oror oror Oror oror Oror oror or.

Oror oror oror Oror Oror Oror or
Oror oror you are awake,

You deserve a shawl from Lahur,
A shawl from Lahur is not enough,
You deserve the king’s hand.

Oror oror oror oror Oror Oror or.

onopn, on:

ornon, of.

Oror, oror, oror, oror, oror, or
Oror gangem imanas,

Bargis anug knanas,

Knanas u medzanas,
Medzanas u medz tarnas.

Oror, oror, oror, Oror, Oror, or.

Oror, oror, oror, oror, oror, or
Oror, oror, aytkh yes,

Lahur sali layikh yes,

Lahur sali ing gani,

Takavori layikh yes.

Oror, oror, oror, oror, O¥or, Oror, oF.

Traditional lullaby from Agn composed by N. Kalanteryan
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Onon Luwlshd hdwliwu Oror gangim imanas

TNwnlyhu Lwbney plwliwu Bargis 'vanus kinanas
Rlwlwu nt UGSwlwu Knanas u medzanas
UGswlwu n. U6 Uh [huhu Medzanas u medz mi linis
Pninnphu nt qln Uh (huhu Poloris u keg mi linis

WU q&nli nip UGS sh LELWY An kegn ur medz ¢i gena
WU gbnhl UESp nntl thupu An kegin medz tun linis.

I shall sing you a lullaby and you listen,
You shall go to bed and sleep sweetly,
You shall sleep and grow up,

You shall grow up and become an adult,
Become a village for all of us,

In that village where there is no head,

You shall become the head of that village.

Traditional lullaby from Agn,
Agn U Agntsik, p. 30.
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Lwlp, puyw’, bwlf, bwlbp, lwlp;

bwlp, dwagnely, bwlp’, bwlp’, onpon:

Lwlp, pwiw;, Lwbp;, bwlp’;, bwif,

Lwlp, dwagnely, Luwlbp’, bwlfp; onop.

W hen dwnblp, htu puGlp,
Ypnwl Ywnblp (hu nlGlp,
Cwl jwlninhli nntu pLGLp:
Puyjw’, bwlp’, Lwlp’, onon:

Lwlp’, puyws, bwlp, bwbp’, Lwlp;,

Lwuh;, dwanily, bwlp’, Lwlp'; onon:

uwlp’, puwpw’, Gwbp’, bwlp’, bwp’,

Lwlp;, dwantly, Lwbp’, Lwlp’, opon:

Nani, pala, nani, nani, nani,
Nani, my child, nani, nani, oror,
Nani, pala, nani, nani, nani.

Nani, my child, nani, nani, oror.

Let’s sift the flour and make bread,
Let’s light a fire and
Put the sun of the dog outside.

Nani, pala, nani, nani, nan,
Nani, my child, nani, nani, oror,
Nani, pala, nani, nani, nani.

Nani, my child, nani, nani, oror.

Nani, pala, nani, nani, nani,
Nani, tsakug, nani, nani, oror
Nani, pala, nani, nani, nani,

Nani, tsakug, nani, nani, oror

Aliir magenk hes imenk
Grag varenk lis inenk
San lagodin tus inenk

Pala, nani, nani, oror.

Nani, pala, nani, nani, nani,
Nani tsakug nani nani oror,
Nani, pala, nani, nani, nani.

Nani, tsakug, nani, nani, oror.

Composed by Krikor Suni
Kantsaran Haygagan Yerkeru, p. 341.
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enn ptq SwohGd, wlghl jwywuy,
Onon&d’ pupn.

Unipl pulyty Eniupll G,
Qhotn F hhuh:

Up&Ll wpnbl quwg hnqluwd’
Lnlitg don gnynid.

InL nkn wppntl, wspbnn pwg’
ronunid Gu, GngnLd:

Eagniu Unphg Yquw wpbt

Ltq hwdwn unn on.

UnipUt, wwywu, pupn hhduw,
LbLq opo'n, onon.

I shall cover you my precious child,
I rock and you sleep,

It’s dark and the moon shines,

It is night now.

The sun has already gone tired,
Slept in its mother’s lap,

You are still awake, your eyes open,
Keep on speaking and singing,

The sun will come again,

For you a new day.

It is dark my child, sleep now,

Oror to you, oror.

Tog kez dzadzgem angin balas,
Ororem kinir,

Mudn ingel e, lusinn elav,
Giser e himi,

Arevn arten gnats hoknadz
Kinets mor girgum

Du der artun agkerit bats.
Khosum es yergum,

Ekus norits g1 ka arev

Kez hamar nor or

Mutne balas kinir hima

Kez oror oror.

Sung by a grandmother from Yerevan,
recorded by Melissa Bilal in Kinaliada August 2002
Lyrics by K. Mesyan & music by K. Kegarig
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Stp 2np §'bppwlp (wiwghl,
Swibnnil JEp nwlhu

2wy (njunt swawlish
Gwynniyu LELLH Un Guwlshd
Opon pupd plwghn

Uphly Uphly plughn

Dwdpwl Gphwn dh ghunlbiwun
Nn gluountp uppunn wnnuip
Swinwaghn GUp inncl sntuplip
Wpuonniwd Glp winkn snilplp
Wutnniw & sniuplp np nwink
Ubtn tnwnwuwwlpl Enljuwd £
Luy £l jun Fu dwntguun
Ywipphy Guiphy dwdpbguwp
Onnpgwé Ynipdlyu 6661 EL
Wnnwnr hnghn fuounibguit
Lwy FU juy £ hnqlUbguwn
Yuwiahy Yuwph dwpbgun

Uy Gupe snLupd nn inwd pbiq
WppLl Ynequiy wispbntu:

Der zor gertank lalakin,
Tsaverun mech gragin,
Ciga luysu cacangi,
Yavrugs nenni g1 gangim.
Oror 1sim knatsir

Misig musig knatsir
Campan yergar mi kidnar
Vor ¢ikhosvi sirdit artar.
Darakir yenk dun ¢cunink
Aksorvadz yenk deg ¢unink
Asdvadz ¢unink vor tade
Mer darabank ergadz e.
Lalen lalen maretsar

Gatil gatil tsamkesar
Cortsadz gurdzgis dzidzelen
Artar hokit khosvetsav
Lalen lalen hoknetsar
Gatil gatil maretsar

Al gat cunim vor dam kez

Ayrun guka asgeres.

We go Der Zor by crying, through the pain of the fire,

There is no hope of light, I say oror to my child.

I sing oror and you sleep, you sleep in peace,

Don’t think that the road is long so that you don’t worry your just heart.
We are deported we don’t have home

We are exiled we don’t have place

We don’t have god to judge, our sorrow is long.

You become exhausted by crying

You dried drop by drop by sucking my dried breast

Your innocent soul worried

You become tired by crying, you fainted drop by drop

I don’t have milk any more blood comes out of my eyes.

Lullaby from Sivri Hisar,
Hay Jogovirtagan Ororotsayin yev Mangagan Yerker, p. 89.
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QuindwlLl wlhghuwauit,

RPwndwd wnpgnilpny,

Ontlly snplig qlinlpl,

Uliwg ubt whwwguwinned:

Snt jwg uh thuh, Gu pwwn GU jwgbn:
Inyl F hESESNLU vt wlwujwwnnid
Wiiuinkn UGntih uniqli £ wy wuwiihy,

Snt jwg U |huhp, Gu pwiwn GU juugbn:

Nuynilp GU pwnby Guwpuly oponpnghn
Qwn weplinh ntd JGn swun npliwdnt

Sni g Up 1hlp, Gu pwin G jwgbn:

Caravan passed with a burden of tears,
She fell down on her knees,

Remained in the dark desert.

Don’t cry, I have already cried a lot

The wind is blowing in the dark desert,
There is the grief of the dead my child.
Don’t cry, I have already cried a lot

I hanged beads to your cradle

Against bad eye against our bad enemies

Don’t cry, I have already cried a lot.

Karvann antsgatsav

Partsadz artsunkov,

Dzunk cokets kednin,

Minats sev anabadum.

Du lats mi lini, yes sad yem latser.
Hovn e hedzedzum sev anabadum,
Andeg mereli sukn e ay balig,

Du lats mi lini, yes shad em latser.
Ulunk yem sarel gakhel ororotsit,

Car acgkeri tem mer ¢ar tignamu,

Du lats mi lini yes sad yem latser.

Sung by a woman from Yerevan,

Recorded by me in Kinahada in August 2002

Piece from ""Nazeyi Orort” by Avedis Aharonyan
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LnLl tnpp, wuwjwu, wsbnn funcih wnpu,, Kun yegir balas acerit khup ara,
Luppunt wgbnnnen pntl pnn quwy Yppuwy  Naskhun acerut kun tog ka vran,

On on hd wwjwu, on on nt bwlp Or or im balas or or u nani,

hd wlniphlipu pncun 4n tinwbip. Im anusigis kuni g1 dani.

Nubh fuws dnghn' pbiqh wwhwwywl, Vosgi khag vizit kezi bahaban,
Lwipow Guiwy E owntl inkpwywwywl: Narod gabel e dzaren derderbaban,
Uwuh hpyntblibn Guifuly U Gu wy, Mavi hilunner gakhel yem yes al
Lwquwn shu wnlng, pntl tnpp, Up”jwy: Nazar ¢is arnul kun yegir mi lal
Hu pulip”® LfO/?/] wlpntl wspnyn As kani mort ankun ackovt
Lughy £ ontn onngphn pnyn: Antsil e orer ororotsit kovi
Onngppn onphd, onny pny puwiphu, Orotskit orrim orov boy kasis
Upnypunwl Swlng uppuu sh dwphu: Miggidan dsanov sirdis ¢i magis.

Inlr wy pnily Gnpn, hudh wy pnLl tnnip, Tun al kun yegir indzi al kun dur,
Uninp Quinniwdwdwyn wunwphu pntl innin: Surp Asdvadzamayr anusis kun dur
On op hd wwywu, on on nt Lwlh Oror im balas or or u nani

hi wliniphlipu pnilip Up inwlh: Im anusigis kuni g1 dani.

Sleep my child close your eyes

Let the sleep reach your sweet eyes

Oror my child oror and nani

The sleep takes my little sweet.

Golden cross on your neck will be your protector
The priest had hanged narod on the tree

And me I had hanged blue beads

So you don’t take bad eye, you sleep don’t cry
How many days have passed your mother
With sleepless eyes next to your cradle?

I rock your cradle that you grow up day by day

Don’t exhaust my heart with your voice.

Lyrics by Kamar Katiba and music by Parseg Ganacyan
Kantsaran Haygagan Yerkeru, p. 21.
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LnLl nhn, wuwywu, wsbnn funth wnuw,
Ently Gnhn, wjwu, wsbnn funth wnuw,
Onon on, onon on, on LGLLA:

Onon on, opon on, on wWwjwiu:

hu wlniphliu pnily Yn tinwlh:

hu wlnipghlyu pncl hp tnwlh:

Unipp Wuwnniwdwidn

Wuniphu pnili tnnLp:

Untpp Uunniwdwduwyn

W{Uniphu pnLl tnnip:

Entli Gnhn nnelh hudh wy pnili tnnip,
Onon on, opon on, on LGLLA!

Onon on, onhon on, on wWuwjwu.

nubt fuwg ypgpn pbah wwhwwywl,
Lwnow £ Yuwwly Unipp inkpwwywl;
Opon on, opon on, on LELLA:

Onon on, onon on, on Wwjwu.

hu wlniphlu pnili n tinwlbh:

Sleep my child, close your eyes (2)

Oror or oror or or nenni, oror or oror or or balas,

Sleep takes my little sweet. (2)
Holy Mother grant sleep to my sweet, (2)

You become sleep and give me sleep,

Oror or oror or or nenni, oror or oror or or balas,

Golden cross on your neck protects you,

The holy priest ties the narod,.

Oror or oror or or nenni, oror or oror or or balas,

Sleep takes my little sweet.

Kun yegir balas acgerit khop ara
Kun yegir balas agerit khop ara
Oror or oror or or nenni

Oror or oror or or balas

Im anusigis kun g1 dani

Im anugsigis kun g1 dani

Surp Asdvadzamar

Anusis kun dur

Surp Asdvadzamar

Anugis kun dur

Kun yegir tun indzi al kun dur
Oror or oror or or nenni

Oror or oror or or balas

Vosge khag vizit kezi bahaban
Narod e gabel Surp derderbaban
Oror or oror or or nenni

Oror or oror or or balas

Im anusigis kun g1 dani

Sung by a grandmother from Vakifkiig

Recorded byMelissa Bilal in Vakifkii in August 2002
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Opop, hd dwlypl,
LBuwgpn dpahly, dpahy,
Wninp SEpdwly [ncupbljuwl
Swply oppwlpn Yppwl.
Epliughn Upzhly dpoply:
Onon, hd rpnslpy,

Ruwghp dpahly, Upopy,
Wnenp sGpdwly (nupliyuwl

Suwypbyg Yuwlnin pnjbpn Yppuwl.

Onon, hu pnglpy,

Rlwighn Upahly, dpapy,
Opon, hu dwnpyy,

Rlwghp dpphly, Upohy,
UnLnn d6puwly (ncupliywl
Buwyetig gonniupn Yppwl,
Onop, hJ dwnh,

Rlwghn Upsply, Upopl:

Oror my child sleep peacefully

Oror im mangig,
Knatsir migig misig,
Agvor cermag lusingan,
Tsatets orranit viran,
Oror im mangig,
Kinatsir misig misig.
Oror im tr¢nig

Knatsir misig misig
Agvor cermag lusingan,
Tsatets gagug puynit viran,
Oror im tr¢nig

Knatsir misig misig
Oror im dzagig
Knatsir misig misig
Agvor cermag lusingan,
Tsatets tsogunit vran
Oror im dzagig

Knatsir misig misig

Beautiful white moon-light shone on your cradle

Oror my child sleep peacefully

Oror my little bird sleep peacefully

Beautiful white moon-light shone on your soft nest,

Oror my little bird sleep peacefully.

Oror my flower sleep peacefully

Beautiful white moon-light shone on your body.

Oror my flower sleep peacefully.

Recorded by Melissa Bilal in Kadikdy in March 2001

Composed by Hagop Edilyan, Kantsaran Haygagan Yerkeru, p. 448
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Opon, opon hu uppnLlpy,

Onon wukd nnt Lwliw,

Eplwn wupbu Gupdpp optp,
Ywinuhn wnb ntbGuwu.

Onop, opop hd wntphy,

Onon wubd nnt bwliw,

Uy Jwnn nwnlwl pwnl nt thnipp,
Nn dwupnd £y nnt gnlwu.

Oror, oror my lovely

I say oror and you sleep

I wish that you live long, red days
You have red sun

Oror oror my sweet,

I say oror and you sleep

The rock and thorn shall turn into red rose

On the road that you go.

Oror oror im sirunig
Oror asem tu nana
Yergar abres garmir orer
Garmir arev unenas

Oror oror im anugsig
Oror asem tu nana

Al vart tarnan karn u pust

Vor campov el tu genas

Lyrics traditional, music arranged by Romanos Melikyan
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Qhotip howi pnnwg [nLupl,

Gl hndnl wyppe wifp,

dwinn £ ownlb; pn Gnkupl,

hu Uhlinidwpn wlinip puihly:
Onop, onon, opon iy,

Opop wubd, pnun JGSwliwu:

Nn pnun nwnliwu odwfuh ontfu ,
e pd Epwg, wnbl hd pnifu:
hd utpl F uppin pbq wwhwuwwl,
s Uh swun dbnp pbq shuuulp:

It Gu dhwly jnjupu dwdpwil,
InL hd wlidbn nne hd wqlpt:
Juynp wwlinnefun, huypp hénnt,
W{uwnniwd ghuwnt, pltnip FUw,

Ng dbGp Up (nep gh pbpncd

Unwlg Gunow upninl hndwlwy. ..

Kiser icav sogats lusin,
Yelan hovern alik alik,

Vart e dzaggel ko yeresin,
Im minucar anug balig.
Oror, oror, oror dgas,

Oror asem sud medzanas.
Vor shud tarnas ocakhi dzukh,
Tu im yeraz arev im tukh.

Im sern e misd kez bahaban,
Vo¢ mi ¢ar tserk kez ¢thasni,
Tu yes miyag huysis campan,
Tu im anmeg tu im azniv.
Hayr1 bantukht hayrt heru,
Asdvadz kide te ur e na,

Vog¢ megi mi lur ¢i perum,

Nirants garod sirdn hovana...

Night has fallen, moon started to shine, waves of wind blew,

Rose has opened on your face, my sweet child.

Oror, oror, oror my son

I shall say oror, you grow up,

So that you will have a home, you, my dream, my dark sun.

My love will always protect you, and won’t let bad hands reach you,

You are my only road for hope, you my innocent, you my pure.

Father is away from his home, father is far,

God knows where he is, no one brings any news,

Their hearts full of yearning shall be relieved.

Lyrics and music by Khacadur Avedisyan,

booklet of Sayat Nova Choir’s concert devoted to the composer’s 70™ anniversary

in April 1996.
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