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Abstract

The transfer and survival of the cultural accumulation of Turkish art music is very
important for the Turkish society in terms of the sociological phenomenon that
Bourdieu put forward with the conceptualization of cultural capital. Cultural capital is

Keywords: functional in many areas of life. Music choir conducting is one of these fields. It tries to
Choir conducting understand the repertoire preferences of amateur traditional Turkish classical music
Cultural capital choir conductors in Izmir by making use of Bourdieu's concepts of social route, doxa,
Habitus cultural capital, habitus. Within the scope of the study, interviews were made with
Repertoire amateur traditional Turkish art music choir conductors, choir members and

Traditional Turkish Art Music . . .. . . .
instrumentalists working in these choirs, and observations were made in rehearsals for

concerts and concerts. In addition, concert program booklets of about 30 choirs and
repertoire booklets used in the studies were examined. In addition to the field study, a
wide literature review was made, and the results obtained in the light of the data obtained
from these two channels were evaluated from the perspective of Bourdieu's concepts of
cultural capital and habitus. Strategies followed by choir conductors in the field were
examined in the axis of Bourdieu's concepts (containment, surveillance and subversion).
In addition, in our study, it was determined that while choir conductors were forming
their repertoires, economic capital and social capital were also affected as well as cultural
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capital. Choir conductors’ preferences to create their repertoire; their social routes, their
habitus, their cultural capital, the habitus of the works and the musical elements that
make up the works (the habitus of the tunes and the styles), the habitus and cultural
capital of the choir members, the audience, the instrumentalists and, if any, the
institutions they are affiliated with, affect the rules established in a field.

Yildirim, E., & Ergun, L. (2023). Repertory preferences of Izmir amateur Turkish classical music choir
conductors in the context of Bourdieu's concept of capital. Journal for the Interdisciplinary Art and
Education, 4(2), 91-106.

Introduction
Bourdieu states that economic and cultural capital play a very important role in determining the position of people in

the social space. “Cultural capital refers to all the equipment that the actor begins to acquire from his birth and reinforces
in the process of his social life, especially school and family institutions” (Yuce, 2007: 54). “Cultural capital can be
defined as the skills learned or acquired as a result of the cultural tendency, attitude, belief, tradition, value, way of doing
business and expression shared by a certain group” (Aksoy and Enlil, 2010: 25). One of the most important elements of
the collaborative work of traditional Turkish art music people is the works of traditional Turkish art music, which are

cultural products belonging to this field. Cultural capital, which Bourdieu calls "Knowledge capital” (As cited in

! This article was produced from the thesis of the first author titled "The Interpretation Problem in Traditional Turkish Art M usic and the Figure of the Conductor
in the Context of Cultural Capital”.
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Bourdieu and Wacquant, 2014: 108), is used in gaining a tendency and attitude towards these products, attributing
value, gaining familiarity, perceiving and making sense of the codes, learning and teaching the way, form of transmission
of tradition and habitus play an important role. While preparing both concert repertoire and educational repertoire, the
conductors benefit from their cultural capital related to this field. In addition, conductors must have the necessary
cultural capital regarding the tone, procedure and lyrics of the works in their repertoire. It is an advantage for the
conductors to have information about the works or anecdotes (the stories of the making of the works) about the
composers.

Bourdieu's concept of "cultural capital” is one of the important concepts in the formation of the theoretical
framework of this article. It is seen that this concept is useful in the repertoire preferences of the conductors and in the
formation of interpretation in traditional Turkish art music. Arun (2010: 39) stated that the conceptualization of the
field creates both the structure within, the given positions and the individual. From the point of view of our study, the
concept of field plays an important role in determining the structure in traditional Turkish classical music and the
repertoire preferences of the conductor. What are the conditions imposed on the chiefs by the field, how the chiefs who
accept or reject these conditions or partially accept these conditions are positioned and defined in the field are another
important point we consider in terms of our subject. Habitus is an important concept in examining the common
intellectual and behavioral patterns of chiefs. Bourdieu (1995: 128) mentions that habitus is loaded with discriminating
perception categories, classifying schemes and a taste. Chiefs with similar habitus make similar repertoire preferences
due to their similar perception categories, classification schemes and taste. In traditional Turkish art music, the
conductor decodes the work with his own cultural capital and decides what is right and wrong, what is good and what
is bad. The predispositions from the chief's habitus also play an important role in decision making. For this reason, chefs
prefer works that they consider meaningful and valuable by their own cultural capital. Another important point is that

the conductors should understand and solve the habitus of the works.

Bourdien mentions the habitus of not only persons but also material objects. A material object can be separated

from its babitus spatially or temporally. Trying to understand the effect that the artistic work is trying to
create, for example the form of belicf it is trying to persuade, the basis of the conscious and unconscious choices
used, and therefore the form, is only possible if the person understands the babitus of the created work, at least
(Cited by Misci Kip, 2015: 13).

This is also related to being familiar with the habitus of the makams, one of the systematic elements that make up the
works. Because the conductors, who have knowledge about the habitus of the makams, the performance capacity of the
instrument and the playing technique, take these features into account in the selection of repertoire. This situation is
also related to whether the members of the choir, the instrumentalists and the conductor themselves are capable of
tulfilling the performance characteristics required by the habitus of the makams. All this affects the repertoire
preferences of the chefs.

Bourdieu defines the space of possibilities as the intersection space of the habitus of artists, artistic productions and
the history of the art field” (Cited by Karagul, 2014: 50). There are things that have been done before, there are things
that will no longer be done. Therefore, this space of possibilities assumes the function of a mediator that adds a creator
to history (Bourdieu, 1999: 13,14). It is the effect of the probable space that the conductors take the repertoires in the
field as an example and make their order in the concert program like the previous conductors. Bourdieu uses the
following expressions about the space of possibles: It is a kind of space of possibilities that enables the conductors to
assign values and classify such as "artistic genres”, "artistic works", "artistic style", while determining the repertoire. At
the same time, the space of possibilities is what both constrains chiefs to a certain degree in their choice of repertoire and
allows them to differ.

According to Bourdieu, economic capital is an indicator of the economic power of individuals. Resources that can
be converted directly and immediately into money or institutionalized in the form of property rights are defined as

economic capital (Erdogan, 2011: 18). Bourdieu (1986a: 252) thinks that economic capital lies at the root of all other
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forms of capital such as cultural, social and symbolic capital, and that these are actually transformed and disguised forms
of economic capital (cited in Swartz, 2011: 117). A traditional Turkish classical music conductor must have sufficient
economic capital in order to have books, musical notes and sound archives (plaques, cds, cassettes) about traditional
Turkish classical music. The conductors who play saz (sazende)* stated that a good conductor must play one of the
traditional Turkish classical music instruments. For this reason, in order for the conductor to have an instrument, his
economic status must be at a level to receive instrument and instrument training. Another issue is the economic strength
of the institution where the chief works so that the repertoire can be determined freely. Thus, the chef will be able to
freely choose the cultural products he wants to convey. The fact that economic capital plays a decisive role in
determining the repertoire coincides with Bourdieu's view that despite the autonomy of the cultural world, it is subject
to the economy (Cited by Swartz, 2011: 117).

Economic and cultural capital has a decisive role in Bourdieu's theory of social capital (cited in Erdogan, 2011: 19).
Chefs can increase their success in conducting social contacts with the musicians around them (sazende, hanende’,
conductor). The conductors are both influenced by these musicians by the social contact they establish with the
musicians around them, and they can also benefit from these musicians as soloists in the concerts they conduct. Thus,
if the economic power of the institutions in which they work is not enough to pay the wages of some craftsmen, the
chief's "for the sake”, that is, the social capital, comes into play.

Bourdieu (1984a: 122) social capital is “the capital of social connection, reputation and prestige” and can be
exchanged for economic, cultural, political and social advantages (Cited by Swartz, 2011: 221). Chiefs protect and
increase their social capital with the choirs they grow up in, the choirs they lead, and the other choirs around them. From
time to time, the conductors get help from other conductors and traditional Turkish classical music artists while creating
their repertoire. It is an indication of the importance of social capital in conducting practice in the field of traditional
Turkish classical music that conductors invest in cultural activities that provide social capital forms that enable them to
become professionals such as fame and prestige.

Problem of Research
The aim of the study is to determine the repertoire preferences of Izmir amateur Turkish classical music choir
conductors and to try to explain how the conductors differ from each other on the basis of the concepts of capital and
habitus.

e  What are your repertoire preferences of Izmir amateur Turkish classical music choir conductors?

e How do the capital and habitus of the field play a role in the repertoire preferences of Izmir amateur Turkish

classical music choir conductors?

Method
Within the scope of the study, interviews were made with amateur traditional Turkish art music choir conductors, choir
members and instrumentalists working in these choirs, and observations were made in rehearsals for concerts and
concerts. In addition, concert program booklets of about 30 choirs and repertoire booklets used in the studies were
examined. In addition to the field study, a wide literature review was made, and the results obtained in the light of the
data obtained from these two channels were evaluated from the perspective of Bourdieu's concepts of cultural capital

and habitus.

*Saz player
> singer
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Participants

Table 1. Structures of participants

No Gender Age Codes

1 Male 49 P1-M-49

2 Female 52 P2-M-52

3 Female 55 P3-F-55

4 Male 50 P4-M-50

5 Male 74 P5-M-74
Results

Repertory Preferences of Traditional Turkish Art Music Conductors in the Context of Cultural Capital and
Habitus

The repertoire choices of the conductors in the field of traditional Turkish classical music are directly related to the
position they have or the position they have, the Grizergah (Route) they have followed up to that time and the
predispositions they have acquired. The fact thata conductor wants to include certain works in his program and to have
them performed and performed, staying away from other works or not seeing them close to himself is due to the position
he occupies in the space of habitus and the cultural capital he has.

The building blocks of tastes are cultural capitals. Bourdieu uses the phrases for the artists in the field, "He is
positioned and it is not possible for him to position himself, not to separate himself, and not to do this outside of every
kind of search for separation” (Bourdieu, 1995: 72). The tastes of the chefs are an important parameter in their separation
among themselves. “Taste is the basis of everything we have, people, things, everything we express in the eyes of others,
everything in our self-classification and others’ classification of us” (Bourdieu, 2015a: 90). Classicist conductors do not
include in their repertoire the types of creation such as Ka7*, composition, Agzr Semai, Yiiriik Semat, which they see as
artistic products (they prefer a repertoire consisting of popular works), they do not have a performance understanding
in line with the classical style understanding, and they do not have an understanding of performance other than
traditional Turkish art music (they define chiefs who are different from themselves as “market chefs” because they sing
examples from genres (e.g. pop, arabesque, roman music, etc.), have a large string group, keyboard, guitar, many
percussion instruments besides traditional Turkish classical music instruments, and sing their works with a faster tempo
than they do. In addition, the habitus of the chiefs has an important place in this distinction. “In a sense, habitus is the
collective consciousness of those in a similar position, because it provides a cognitive and emotional guide that enables
individuals to present the world alike and to classify, select, evaluate and behave in a certain way” (Bourdieu, 2015a: 20).
Therefore, chefs from similar habitus make similar preferences. As Bourdieu (1995: 24) states, “Habituses give rise to
separate and divisive practices.” The same concert program may seem too “heavy” or “sleepy” for one conductor, and
“artistic” and “traditional” for another conductor. The influence of habitus manifests itself in all kinds of common
intellectual and behavioral patterns, from the preparation of the concert program to its presentation. After mentioning
how it is made, it would be appropriate to specify an important detail about the use of this distinction in the field.
"Market chefs” do not define themselves as such, although they admit that they are not "classicist chefs". However, they
do not see any harm in using this definition, which they do not accept for themselves, for chefs similar to themselves.
For classicist chefs, making such a distinction is an indication of keeping distance from “marketer” chefs and being
culturally superior to “marketer” chefs.

The chef’s experience and knowledge are important factors in creating a good repertoire. The expressions of
“equipped and dominated of the field”, which are frequently expressed by the chiefs during the fieldwork, are related to
acquiring the habitual behaviors in this plane and having valid cultural capital. Conductors with a classical
understanding set themselves apart from other conductors in terms of jargon, style, instrument and venue selection. One
of the important elements that allows these chefs to distinguish themselves from other chefs is their repertoire

preferences. Also, according to the said chefs, a good chef's repertoire should be broad. The quality of this cultural capital

¢Itis one of the biggest composition forms of non-religious Turkish music, and it is one of the oldest and most artistic oral composition forms in Turkish music.
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is also an important factor in the classification of chiefs. One of the conductors we interviewed with code P1-M-49 said
“If the chief's repertoire is weak, he always brings the same works like “femcit pilav™ to the choir. A good chef’s
statement, "He needs to go far beyond ‘Golgesinde Mevsimler’ and ‘Inleyen Nagmeler’ (Personal Interview, 2016)
mostly coincides with the views of classicalist chefs. While classicalist conductors consider having a repertoire of mostly
"classical” works as a capital to be learned, non-classicist conductors see knowing works that have won the audience's
appreciation as a valuable form of capital.

Non-classicist conductors stated that the reason why some choir members did not prefer “classical” works in which
Ottoman words were predominantly used was their foreignness to this language and, accordingly, their inability to
understand the codes in these works. Because there are no codes in the cultural capital of some choir members to
understand and make sense of the language and music of these works. Being forced to perform and learn works
composed of such works is an unpleasant situation for those who do not have the capital to decode the codes. These
works are described by these people as “heavy” and “drowsy”. A chef we interviewed who does not define himself as a

classicist expresses this situation as follows.

L want to perform and have Dede Efends’s works performed, but the choir members do not like this repertoive because
they bave difficulties. While the difficulty of execution is a problem that can be overcome, they do not like it because
it will be difficult. Otherwise, difficult works can be achieved by working with curtains. When they don't like it, my
chorus decreases. ‘If this repertoire is going to be passed, we are considering taking a break, sir. They take a stand by

saying I bave no respect for you' (personal interview with P4-M-50, 2016).

This situation may cause the choir members to leave the choir or to change the choir conductor, which causes some
conductors to avoid including such works in their repertoire. One of the conductors we interviewed stated that the choir
conductor and the conductor had to part ways because the choirmaster before him preferred a repertoire consisting of
“classical” works and did not make the changes requested by the choir members in the repertoire. According to S6nmez
(2012: 34), a conductor change had to be made in 2008 because the conductor of the Izmir Metropolitan Municipality
Turkish Classical Music choir preferred a repertoire consisting entirely of "classical” works.

The choir conductor with the code PS-M-74 stated that “Classical repertoire is not preferred much nowadays, but
despite this, he cannot give up classical works (personal interview, 2016). Classicist conductors tend to teach and
interpret classical works because they think that they contain a high cultural capital, and cannot give up classical works
no matter what. For such works, the statements of classicalist conductors such as "not everyone can learn or understand
these works", "to understand these works, it is necessary to listen to them a lot", "this is real music, this is real art”,
classicalist conductors are mostly "classical” works of acculturation. It is a reflection of their views that it is possible to
listen and learn. Because “for classical chefs, these products are serious, pure, clear, artistic and traditional”.

“Taste unites those with similar preferences and separates them from those with different taste” (Arun, 2010: 12,
cited by Bourdieu). While taste functions as approval, disliking functions as rejection. Thus, the conductor candidate
internalizes certain tastes with the approval of the choir conductor and members he grew up in. Bourdieu's concept of
cultural capital also includes aesthetic preferences and lifestyle differences. The taste and taste of the person who directs
the ensemble and the taste of the choir member is a unifying and distinguishing feature. “The factor that causes to
understand or like/dislike a work of art is whether the work has a command of the codes it carries, which is related to the
habitus of the audience and the amount of cultural capital it has” (Karagul, 2014: 199). In other words, tasting
something is possible by having knowledge about that thing and encountering it frequently. Therefore, as long as the
conductor succeeds in instilling his cultural capital accumulation and codes for understanding the field, he can make
the choir members adopt his own aesthetic taste and taste. Then, some works with pejorative meanings such as "sleepy”,
"heavy”, "meaningless”, "drowsy" by some choir members may turn into works enjoyed by the choir members under the
influence of the conductor. Thus, the conductor not only ensures the continuation of the choir, but also achieves the

kind of acculturation he desires. One of the conductors I interviewed met with a very harsh reaction when he first taught

7 Turkish idiom meaning to do the same things over and over again
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the piece "Amed Nesimi Subh-u Dem”, which Abdulkadir Meragi, one of the most important composers of traditional
Turkish art music, described as one of the 'classical’ works to his choir, but as he sang such works, he loved them and
over time. The fact that he stated that they composed a part of the concert with such works indicates that the choir
members began to master the codes in 'classical’ works and enjoyed them frequently. Although some conductors do not
perform the classical (or works that they believe to be artistic) they want to teach in concert, they teach in order for the
members of the choir to take place in their cultural capital.

The repertoire of traditional Turkish classical music choirs in Izmir consists mainly of song genres. However, some
conductors who adopt the classical understanding and include “artistic” genres such as Kar, composition and Agzr
Semai in their repertoires tend to distinguish themselves from conductors with the opposite understanding. The first
part of the concert given on 17.06.2014 by the choir conductor P2-M-52, who expresses that he adopts a classical

understanding of performance, is as follows:

e Dugih Pegrev (Yusuf Paga)

e Dugih Kir: Pek Sevdim Efendim Seni Gayetle Begendim (Hac1 Faik Bey)

e Dugih Beste: Cini Kamer-T4l’atun Heman Dirahsan Gortintir (Hafiz Post)

e Diugih Agir Semai: Nedir Ol Ciimbiig-i” Nadide (Tab’i Mustafa Efendi)

e Diigih Yiiriik Semai: Der Yemeni Pisi Meni Meni (Seyhiil Islam Es’ad Efendi)
e Diugih Saz Semai (Nay1 Yusuf Dede)

Some of the projects carried out by the P2-M-52 choir conductor with amateur choirs are as follows: Hamamizade
Ismail Dede Efendi and Sultan III. Selim Music Works, Music Works in Hisar Buselik and a Few Modes, Selections from
Muhayyer Moroccan and Violin Composer Cevdet Cagla Music Works, Samples Composed from Fuzuli's Divan,
Music Works by Neva Kar and Bayan Composer, Mevlevi Ritual and Sema Ceremony, Music Works in Karcigar and
Bayati Araban , Tanburi Ali Efendi and Neyzen Tevfik Music Works, Sufi Music Concert, Music Works in Diigih and
a Few Modes, Kiirdili Hicazkar Fasil, Acemagiran Mevlevi Ritual and Sema Performance, Master Miinir Nurettin Selguk
Commemoration Concert, Rast, $ehnaz, Siphir Music Works, Hiizzam Chapter, Composers from Izmir Concert,
Rakim Elkutlu Works, Avni Anil Compositions Concert.

The choir conductor with the code P2-M-52 has a classical style, the richness of composer, mode and genre diversity
while preparing the repertoire, the choice of traditional instruments such as tambour, ney, classical kemenge, oud,
kudum and qanun in the selection of instruments, small pieces where they can use the sound order at a minimum level.
The fact that he prefers saloons allows us to define him as a classical chef.

For classical choir conductors, it is important to sing not only the works of the classical period, but also the works of
today’s composers, which are not very well known. The choirmaster with the code P1-M-49, who defines himself as a
classicalist choirmaster, stated that works that are not very well known in the field are called "bag songs" by classical
conductors. “I continued my studies with Ayhan S6kmen for years. The repertory aspect of Ayhan teacher intrigued me
a lot. Maybe he knew works that no one else knew, songs that the conductors called "bag songs". These works were in
different authorities. They were works that were not very popular in choirs.” (personal interview, 2016).

“Cultural distinctions arise from the contrasts between rare and common, elite and vulgar, dignified and humiliated,
and serve to underline social distinctions” (Ayas, 2015: 138). Just as in social distinctions, performing and knowing rare
works among conductors is also a distinctive feature among choir conductors. Knowing and performing works that are
not widely known and performed is an indication that choir conductors have a higher level of cultural capital than other
conductors. Accordingly, the chief must be a good notist and be able to decipher the works he does not know in order
to have this cultural capital. In this, he should have a good note, maqam and style knowledge. The classical conductors
we interviewed stated that the conductor should bring a new perspective to the choir, that he should bring new works
within this and that he should make innovations in every event. Touching on this point, the choir conductor with the

code P1-M-49 expressed his views on the subject as follows:
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To give an example, I ask people who have been in the choir who have been interested in music for thirty, forty

years, about a work by Erol Sayan " Beni Reddetse de Tavrin Bilirim Ozler Igin ", does anyone know this?
No answer. Because it's not on the radio. But once you pass it, this piece conquers the hearts of the whole choir.
An amazing work. For example, there is a song on my table right now: Selabattin Pinar’s " Leyla Gibi
Higkirsa ve Mecnun Gibi Yansa" If you ask this piece to the choir, maybe one of them bas passed. Why not
pass? Because this is a difficult work. (personal interview, 2016)

It is stated that the conductor of the choir must work hard to learn and teach such works, and that he must have the
energy to work, and for this, "bag songs" should definitely be in the repertoire of conductors who adopt the classical
understanding. In addition, "Composers from Izmir Special” concerts are held in the arena, both as a tribute to the
composers in {zmir and with the aim of keeping these names and works alive, which are seen as the values of Izmir.
Concerts in this concept are more common in classicalist conductors.

Classicist conductors stated in our interviews that the modes and genres taught in amateur choirs should be
diversified and works that have never been performed should be performed. Classicist conductors stated that they
preferred the works that were not passed in the modes that were not passed, and that this was their main purpose of
doing this work. Their aim is not to show themselves like some non-classicist chefs, “not to go out there and show
ourselves. At least, that is not our concern”. It is possible to see this in practice. This is a good situation when he stated
that in one of the amateur ensembles led by the choir conductor with the code P2-M-52, he passed a piece of Cevdet
Cagla's composition in the sevennzima mode this year, and last year they sang 'Rast Kar-1' by Erol Sayan, which has never
been sung before. is an example (personal interview with P2-M-52, 2016).

At this point, including different types of works while preparing the repertoire related to traditional Turkish art
music is an indicator of the diversity of cultural capital for some conductors. Some chefs (mostly classical chefs) think
that the transfer of this cultural capital is the chief's primary duty. Performing only the song genre means an incomplete
and sterile transmission of tradition for these conductors. For this reason, P2-M-52 coded choir conductor performs
and teaches creation types such as kar, karge, composition, Mevlevi Ritual, divan, instrumental works, hymn, Yzrik
Semat, pesrev, instrumental work, folk son, pesrev, Kar, Kar-1 Natik, composition, Agir Semai, canto, Yiiriik Semai,
folk songs, Konak Municipality Classical Turkish Music Choir conductor Ahmet Ozgaglayan sang the hymn and
Mevlevi Ritual, Giiveng Birer's kar, heavy semai, composition, Performing karge, song, folk song, divan, pesrev, Saz
Semaisi, longa, sirto, kogekce shows that there are conductors who care about the diversity of work/creation genres in
Izmir.

The non-classical conductors stated that they mostly sang a song genre, sometimes they sang Yzirsik Semai, but even
the chanting parts of Yzrik Semai were difficult for the choir, they were bored, and they only sang the well-known or
pleasant Yziriik Semai in their concerts.

The authorities that make up the repertoire are an important criterion in measuring the cultural capital of the chiefs.
In particular, some of my “classicist conductors” consider the performances of traditional Turkish classical music choir
conductors in Izmir as “not dominating the field”, “ignorance” and “incompetence”. As a result of the interviews with
the conductors and the examination of the program booklets, the most preferred maqams are: Hicaz, Kiirdilihicazkar,
Nihavent, Rast, Muhayyer Kiirdi (the form used mostly as a descending kurdi), Hiizzam, Segih, Ussak, Hiiseyni, Bayati.
In the interviews with the conductors, the classicalist conductors stated that they did not have any maqam distinctions
while preparing their repertoires. However, the order of teaching the makams changes according to the knowledge and
experience of the choir. Conductors prefer to teach magams that are easy to perceive when the members of the choirs
they employ are mainly people who have just started to perform traditional Turkish classical music. These makams are
generally Muhayyer Kiirdi, Nihavend, Hicaz, Rast, Ussak. In our field study, we have determined that classical
conductors who have been conducting choirs composed of experienced choir members, who have a performing
background in the field of traditional Turkish classical music for more than ten years, pass difficult magams such as Evig,

Ferahnak, Evcara. Our interviews also support this.
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Non-classicist conductors, on the other hand, stated that the public and Turkish Radio Television (TRT)
distinguish maqams and that they prefer certain interpretations with the people and performances they prefer. The
maqams most used by these chiefs are Kiirdilihicazkar, Hicaz, Nihavend, Muhayyer Kiirdi, Rast, Ugsak. The works used
in Turkish cinema, which are described as "Yesil Cam" songs, and the works created after 1950 are frequently used in the
repertoires of these conductors. Since most of these works are in the musical memories of choir members and
instrumentalists, they are preferred because they reduce the possibility of making mistakes, do not require intensive
work, provide ease of going on the stage most of the time without rehearsal, and are appreciated by the audience and
provide immediate accompaniment to the instrumentalists at the concert. At the same time, due to the ease and
familiarity of the works performed, there is no need for the selection of instrumentalists who have a high cultural capital,
making it possible to hold a large number of concerts in a year. In addition, one of the reasons why this repertoire is
preferred today is that it allows the use of visuals technologically. This is why multivision shows are often used in the
choir. While the visuals and information about classical composers are limited in today's choirs, when a concert is held
about composers close to today, all visual and auditory materials related to the subject from the birth of that composer
to his death are presented in a way that will attract the attention of the audience and win their appreciation. Even some
choirs present information about the private life of composers or sound artists in an interesting way to the audience in
concerts about composers or sound artists. For this reason, concerts of famous personalities such as Zeki Miiren, Yildirim
Giirses, Yusuf Nalkesen and Suat Sayin are held frequently, especially on the anniversary of their death. In addition, the
invitation of living composers to concerts also attracts the attention of the audience. For this reason, composers such as
Zekai Tunca, Yilmaz Yiiksel, Erol Sayan and Cogkun Sabah are preferred. Coskun (2007: 32) expressed the reason why
this repertoire was preferred by the choir members as follows: “This repertoire is coded with experience for them and
has a memory value for this generation. These works are their collective memory and they are works that have a
connotative load and power”. For example, a repertoire of Yesi/ Cam songs, as well as the use of films in which songs are
included in the concert, attracts attention and memories are remembered. Visual and auditory materials that have a
meaningful relationship with the repertoire, the words of the work or the composer have an important place in gaining
the audience’s appreciation.

Some choir conductors in Izmir take samples of different music genres into their repertoire and have them performed
in their choirs. While some conductors took samples from Roman music in their repertoire, others included Arabesque
music, western classical music and Turkish folk music on the grounds that they added "richness” to their repertoires.
The Selim Goéniildag Culture and Art Association Turkish Music Choir's performance of Carl Orff's famous opera
"Carmina Burana, Mozart's Turkish March, and Kahur Letter” is a good example of this. It is an unacceptable choice for
many classical conductors that these conductors perform works consisting of Arabesque and Roman music in their
repertoire. However, although they are few in number, there are conductors who do not see any harm in performing
these music genres with a "correct performance”, on the condition that the program is not called traditional Turkish
classical music and the works are performed under a separate section.

Although most conductors state that they have prepared an original repertoire, there are mainly works performed in
choirs. It is possible to see this situation more clearly, especially in non-classical chefs. Examples of works that are

predominantly found in the repertoire of non-classical conductors are given in the table below.

Table 2. Names and maqams of oral works that are predominantly found in the repertoires of marketer chiefs

Title of the musical piece Maqam

Artik Gelecek Sanama Gegti O giinler Acem Kiirdi
Askin Kanunu Yazsam Yeniden Acem Kiirdi
Bak Yine Gegti Bahar Acem Kiirdi
Berdug (Ben Yarali Bir Kugum) Acem Kiirdi
Bir Sevda Geldi Bagima Acem Kiirdi
Fikrimin Ince Giilii Acem Kiirdi
Kiratima Bineyim Acem Kiirdi
Riizgar Uyumus Ay Doluyor Acem Kiirdi
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Samanyolu Acem Kiirdi
Seni Cok Seviyorum Her Zaman Sevecegim (Son Higkirik), Acem Kiirdi
Sevdadir Su Kalbe Dolan Acem Kiirdi
Yar Pesinde Kosa Kosa Yoruldum Acem Kiirdi
Agski Seninle Tattt Hicaz
Ayrilik Atesten Bir Ok Hicaz
Ben Bir Garip Kusum Hicaz
Ben Gamli Hazan Sense Bahar Hicaz
Bir Atesim Yanarim Kiiliim Yok Dumanim Yok Hicaz
Bir Bahar Aksami Rastladim Size Hicaz
Bir Diinya Yarattim Yalniz [kimiz I¢in Hicaz
Bir Giin Kargilagirsak Ayrildigimiz Yerde Hicaz
Bir Kere Sevdim Diye Hicaz
Bualbilin Cilesi Yanmakmug Giile Hicaz
Catlmig Kaglarinla Kime Digman Gibisin Hicaz
Dediler Zamanla Hep Hicaz
Degdi Saglarima Bahar Giilleri Hicaz
Dilsad Olacak Diye Kag Yil Avuttu Felek Hicaz
Enginde Yavas Yavas Giintin Minesi Soldu Hicaz
Erkilet Giizeli Baglar Bozuyor Hicaz
Fincani Tagtan Oyarlar Hicaz
Gemilerde Talim Var Hicaz
Geceler Yarim Oldu Hicaz
Golgesinde Mevsimler Boyu Oturdugumuz Hicaz
Gonil Penceresinden Ansizin Bakip Gegtin Hicaz
Gozyagimda Saklisin Aglayamam Ben Hicaz
Giinbegiin Yaganan O Hatiray: Hicaz
Hastayim Yastyorum Goériinmez Hayaliyle Hicaz
I¢imdeki Ozlemi Unutamiyorum Yar Hicaz
[k Aski Unutmak Cok Kolay Deme Hicaz
Kader Kime Sikdyet Edeyim Seni Hicaz
Kalbimde Gizli Bir Sevgimi Arar Hicaz
Kapildim Gidiyorum Bahtimin Riizgarina Hicaz
Karanfil Oylum Oylum Geliyor Servi Boylum Hicaz
Kirmizi Giiliin Ali Var Hicaz
Korfezdeki Ug Bes Giizel Hicaz
Mahmur Bakigli Dilberim Hicaz
Mayadagdan Kalkan Kazlar Hicaz
Muhabbet Bagina Girdim Bu Gece Hicaz
Nasil Gegti Habersiz O Giizelim Yillarim Hicaz
Nasil Katlansam Bilmem (Caresizim) Hicaz
Ne Gelen Ne Soran Var Hicaz
Ne Yesil Ne Siyah (Mavi Diinyam Benim) Hicaz
Pencere Agildi Bilal Oglan Hicaz
Pencerenin Perdesini A¢ Bana Goster Yiiztint Hicaz
Riiya Gibi Ugan Yillar Hicaz
Sandalim Geliyor Varda Hicaz
Sar1 Kurdelem Sar Hicaz
Sazlar Calinir Camlica’nin Bahgelerinde Hicaz
Sen Hep Beni Mazideki Halimle Tanursin Hicaz
Sen Saglarima Kogan Aklar Gibisin Hicaz
Seni Ben Unutmak Istemedim ki Hicaz
Seninle Bir Sonbahar Mevsimiydi Tanigdik Hicaz
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Sevemez Kimse Seni Benim Sevdigim Kadar
Sevgimizin Askimizin Ustiinden
Sevmiyorum Seni Artik Gozlerimi Geri Ver
Son Umidimde Bitti

Soyleyemem Derdimi Kimseye

Su Gelen Atli Midir Sorun Bagdatlt Midir
Tadi Yok Sensiz Gegen Ne Baharin Ne Yazin
Tel Tel Taradim Ziilfuni

Yalan Degil Pek Kolay Olmayacak Unutmak Seni
Yalancinin Birine Kapildi Kand: Goniil

Yar Saglarin Liile Liile

Yasamak Yalan Belki Yalan Delice Sevmek
Yesil Gozlerinden Muhabbet Kaptim

Yesil Gozlerini Utkuma Gerki

Yollarina Gal Déktiim Gelirde Geger Diye
Yiiregimde Ince Siz1

Yiri Dilber Yiirii

Ask Rityadir Cok Zaman

Biz Ayrilamayiz

Dudaklarinda Arzu Kollarinda Yalniz Ben
Giiz Gilleri

Ne Ask Kaldi Ne de Bir Iz

Okyanus

Onun Olmaya Hakkim Yok (Tanrim)

Seni Andim Bu Gece Kulaklarin Cinlasin
Seninle Tattim Ben Her Mutlulugu

Seven Ne Yapmaz

Avuglarimda Hala Sicakligin Var

Bu Aksam Yine Dertlerimle Bag Baga Kaldim
Dertleri Zevk Edindim

Gegmesin Gliniimiiz Sevgilim Yasla
Karstyaka’da Izmir'in Gila

Manolya

Ne O Bensiz Edebilir Ne Temelli Gidebilir
Ne Senin Askina Muhtag

Oyle Dudak Biikiip Hor Gézle Bakma
Sefalar Getirdiniz Sefa Geldiniz Dostlar
Seni Ben Ellerin Olsun Diye Mi Sevdim
Yildizlara Baktirdim Fallarda Cikmiyorsun
Agora Meyhanesi

Sarmagik Gulleri

Aksam Olunca Yarelerim Sizlar

Ankara Riizgir

Arim Balim Petegim

Artik Sevmeyecegim

Aruk Yegerecek Bir Dalim Yok

Askinla Yana Yana Kiil Olsa da Ocagim
Ayrilmaliyiz Artk

Benimde Canim Var

Bir Cift Sevdali Bakigin Ask Atesin Ruhumu Sard1
Bir Garip Yolcuyum Hayat Yolunda (Yalan Diinya)
Bir Kizil Goncaya Benzer Dudagin

Bir Sabah Istiyorum Gézyaglarim Silsin
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Hicaz

Hicaz

Hicaz

Hicaz

Hicaz

Hicaz

Hicaz

Hicaz

Hicaz

Hicaz

Hicaz

Hicaz

Hicaz

Hicaz

Hicaz

Hicaz

Hicaz

Kirdi

Kiirdi

Kiirdi

Kiirdi

Kiirdi

Kirdi

Kiirdi

Kiirdi

Kiirdi

Kiirdi
Kirdilihicazkar
Kiirdilihicazkar
Kiirdilihicazkar
Kiirdilihicazkar
Kiirdilihicazkar
Kirdilihicazkar
Kirdilihicazkar
Kiirdilihicazkar
Kiirdilihicazkar
Kiirdilihicazkar
Kirdilihicazkar
Kirdilihicazkar
Muhayyer Kiirdi
Mubhayyer Kiirdi
Muhayyer Kirdi
Mubhayyer Kiirdi
Muhayyer Kiirdi
Muhayyer Kiirdi
Muhayyer Kiirdi
Muhayyer Kirdi
Mubhayyer Kiirdi
Muhayyer Kiirdi
Muhayyer Kirdi
Muhayyer Kiirdi
Muhayyer Kirdi
Mubhayyer Kiirdi
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Bunca Giizel I¢inde Birisi Var ki Muhayyer Kiirdi
Daha Benden Ayrilmadan Bagka Sevgili Buldun Muhayyer Kiirdi
Damarimda Kanimsin Muhayyer Kirdi
Duydum ki Unutmugsun Gézlerimin Rengini Mubhayyer Kiirdi
Elbet Bir Gtin Bulugacagz Muhayyer Kiirdi
Giiller Aglasin Mubhayyer Kiirdi
Hasreti Yillara Sor Muhayyer Kiirdi
Hayat Bazen Tatlidir Muhayyer Kirdi
Hi¢ Tkenmeyecek Sandigimiz Askimiz Bitecek miydi Mubhayyer Kiirdi
I¢in I¢in Yaniyor Yantyor Bu Génliim Muhayyer Kiirdi
Intizar (Sakin Bir S6z Soyleme) Muhayyer Kirdi
Kadehinde Zehir Olsan Ben Igerin Bana Getir Muhayyer Kiirdi
Kapin Her Calindikga O mudur Diyeceksin Muhayyer Kiirdi
Mazideki Ask Mubhayyer Kiirdi
Nazli Bir Cigek Gibi Muhayyer Kirdi
Ne Cikar Bahtimizda Ayrilik Varsa Yarin Mubhayyer Kiirdi
Neyleyim Neyleyim Ben Boyle Yari Muhayyer Kiirdi
Ne Olursun Giizelim Sevsen Beni Muhayyer Kiirdi
Bos Kalan Cerceve Muhayyer Kiirdi
O Beni Bir Bahar Aksami1 Terk Edip Gitti Muhayyer Kirdi
Opyun Bitti Mubhayyer Kiirdi
Sarsam Seni Gl Dudaklim Muhayyer Kiirdi
Senden Bana Ne Kaldi (Kalbimi Kira Kira) Muhayyer Kiirdi
Sevgi Deli Goniilden Goniile Bir Akigtir Muhayyer Kiirdi
Sitemler Oriiyor Kaderin Ag: Muhayyer Kiirdi
Son Bahar Riizgirlarn Mubhayyer Kiirdi
Tekrar Bana Donsen Yine Beni Sevsen Muhayyer Kiirdi
Veda Busesi Muhayyer Kiirdi
Yillar Var Ben Onu Hi¢ Unutmadim Mubhayyer Kiirdi

When the examples found in the repertoires of non-classical conductors are examined, it is noteworthy that these
works were popular in weight, easy and quick to perceive, easier to perform, simple verbal structures, and simple and
easy to understand rhythmic structures of the works.

One of the constant repertoire preferences of choir conductors is the songs that Atatiirk loved. Due to the fact that
"Atatiirk’s personal cultural taste, cultural capital and habitus are clearly based on Ottoman music" (Ayas, 2014: 165),
many of the conductors in {zmir aim to create a habitus by taking the works that Atatiirk likes into their repertoire. It is

possible to see this situation both in non-classicist chefs and classicalist chefs.
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“Bourdieu states that there are three strategies to be followed by the player (agent) in a game (field) according to his
position depending on the distribution of specific capital in that field - this is also his position in the existing power
relations in that field. These strategies are protection (conservation), following (monitoring) and overturning
(destroying, destroying)” (Cited by Karagul, 2014: 44). Classicist choir conductors, due to their sensitivity about the
arrangement of the works from slow tempo to fast tempo while preparing the repertoire, the short-termed works taking
place after the long-running works, the ordering of the maqams one after the other according to certain rules, the
preservation and transmission of the classical repertoire, and the consideration of magam diversity while preparing the

repertoire. They use protection strategies from the strategies stated by . These are mostly experienced chefs who are old
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in the field. In our interview with Halil Ibrahim Yiiksel, he stated that many chiefs asked him to prepare a repertoire,
and he did not break this request.

These behaviors of the new conductors who follow these choir conductors and take them as an example, coincide
with the strategy of following Bourdieu's strategies. The strategy followed by some chefs who have just entered the field
coincides with the overturning strategies stated by Bourdieu. An example of this is that classicalist conductors do not
teach these works by stating that the maqams such as evcara and suzidil, which they want to be taught and conveyed,
tire the choir members, and that the choir members do not enjoy these works because they have difficulty in performing
the works in this magam. In addition, it has been observed that the newly-entered chefs are more limited in terms of
mode and genre while preparing their repertoires.

In addition to the repertoire of oral works, the repertoire of instrumental works is another important point. The
number of instrumental works in traditional Turkish art music is less than the oral works. However, some saz works are
highly preferred because they take place in the memories of saz artists and do not require rehearsal. For this reason, it is
easier to determine the instrumental works performed by the conductors the most compared to the oral works. The

most commonly used instrumental works in the field are:®

Table 3. Names, maqams and composers of instrumental works that are predominantly found in the repertoires of

choir conductors

Title of music pieces Maqam Composer

Pegrev Bayati Seyfettin Osmanoglu
Pesrev Hicaz Refik Fersan

Pegrev Hicaz Humayun Veli Dede

Saz semai Hicaz Refik Talat Alpman
Oyun Havasi (Cegen Kizi) Hiiseyni Tanburi Cemil Bey
Pesrev Hiseyni Lavtaci Andon

Pesrev Hiizzam Tanburi Bayiik Osman Bey
Saz Semai Hizzam Tanburi Biiyitk Osman Bey
Saz Semai Hizzam Udi Nevres Bey

Saz Semai Hiiseyni Lavtact Andon

Pesrev Kirdilihicazkar Tanburi Cemil Bey’e
Pesrev Kirdilihicazkar Kemencgeci Vasilaki
Saz Semai Kirdilihicazkar Kemani Tatyos Efendi
Saz Semai Mahur Refik Talat Alpman’a
Pegrev Muhayyer Tanburi Cemil Bey
Saz Semai Muhayyer Sadi Igilay

Pegrev Muhayyer Kiirdi Astik Aga

Saz Semai Muhayyer Kiirdi Sadi Isilay

Pesrev Nihavent Hiiseyin Sadettin Arel
Saz Semai (Gonlimiin Melali) Nihavent Omer Altug

Pesrev Nihavent Tanburi Osman Bey
Saz Semai Nihavent Mesut Cemil Bey
Pesrev Rast Tatyos Efendi’ye
Medhal Rast Refik Fersan

Pesrev Segih Yusuf Paga

Pesrev Suzinak Kemani Tatyos Efendi
Pegrev Sultaniyegih Kanuni Hact Arif Bey
Sirto Sultaniyegih Sadi Igilay

Longa Sultaniyegih Santuri Ethem Efendi

$Generally, it is seen that the choir conductors prefer instrumental works according to the magam of the works they prefer to sing. Here, the most common

instrumental works in the area are included.
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Another issue is the economic strength of the institution where the choir conductor works so that the repertoire can
be determined freely. Thus, the choirmaster will be able to freely choose the cultural products he wants to convey. In
the interviews, it was stated that in order for a choir conductor not to compromise on his art, there must be an institution
that will provide the financial support to which the choir is affiliated. In this way, the chef will be able to determine the
repertoire he wants. The good economic situation of the institution where the conductor works is necessary for a free
repertoire choice, as well as for the provision of sufficient accompaniment instruments and a suitable hall for study. In
addition, there is a similar situation in the selection of soloists. Due to the insufficient economic capital of the institution
to which the conductor is affiliated, the conductors have to sell tickets to the choir members in order to meet the expenses
required for the concert. Some conductors who remained in this situation stated that they had to give solos to some
choir members who were not qualified to perform solo because they sold too many tickets. This situation is as important
as the choice of repertoire, as it negatively affects the "correct transfer” of cultural products.

It should not be forgotten that non-classical conductors play a more active role in the transfer of capital, since the
number of classicalist choir conductors in Izmir is less than the number of non-classical conductors, and the number of
choir members and audiences of non-classical conductors is much higher than that of classical conductors. In addition,
it is seen that non-classicist chefs organize more organizations than classicalist chefs.

It is true that classical choir conductors differ from non-classical conductors with their repertoire, preferred modes
and creation types. However, it is possible to come across that classicalist conductors sometimes "compromise” from this
attitude and perform a repertoire of popular works, prepare a song-based repertoire, and use the makams used by non-
classical conductors in these programs. Likewise, from time to time, it is possible to see non-classicist chefs performing
works in the repertoire of classicalist chefs for concept projects. In other words, chefs take positions from time to time
according to the situation. This situation is also related to the audience (social capital, audience habitus) addressed by
the conductors. However, the rarity of this situation does not change the general opinion, which allows us to distinguish

between a "classicist” and a "non-classical” chef.

Conclusion

Choir conductors who define themselves as “classicist” choir conductors distinguish themselves from other conductors
by having certain types of creation in their repertoire. These creation types are Kar, Kar-1 Natik, composition, Agir
Semai, Yiiritk Semai. Classicist conductors, for "Kar", which they see as a genre of traditional Turkish classical music,
"artistic”, "traditional”, "with a deep-rooted history”; They stated that since most of this creation is made up of Persian
words and its interpretation and execution is difficult, not every chief can and cannot perform this type of creation. In
addition, "classicist” chiefs distinguish themselves from "marketer” chiefs with the number of maqams they know and
can perform. Because it is very important for the chief to know the maqam in the correct execution of the types of
creation. "Kar-1 natik”, which is one of the long-term creation types of traditional Turkish art music, contains many
modes. The Kar of Hatdb Zakiri Osman Efendi, Hamamizide Ismail, Zekai Dede, Ahmed Avni Konuk and Refik Fersan
are suitable examples for this situation. In these profits, Osman Efendi described fifteen magams and Dede Efendi
described twenty-four maqams. The work composed in the evsat style by Zekai Dede has thirty-six magam descriptions,
Ahmed Avni Konuk's one-hundred-nine maqam nitik of one hundred and nineteen couplets, and Refik Fersan's kar-1
natik has forty-nine maqam descriptions. The conductors who will perform such works should also know lesser-known
modes. Conductors prefer to teach magams that are easy to perceive when the members of the choirs they employ are
mainly people who have just started to perform traditional Turkish classical music. These makams are usually Muhayyer
Kiirdi, Nihavend, Hicaz, Rast, Ussak.

Cevikoglu (Web1) stated that there are 23,592 pieces of Traditional Turkish classical music in the archive of the
TRT.Itis not possible for chefs to learn and teach thousands of works in the archive. Therefore, they have to be selective.
In our field study, the conductors, their social routes, their habitus, their cultural capital, the habitus of the works and

the musical elements that make up the works (habituses of the magams and procedures), the habitus of the choir
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members, the audience, the instrumentalists and, if any, the institutions they are affiliated with, their cultural capital
and the characteristics of the field. It has been concluded that established rules affect them.

The repertoire choices of the chiefs are important in the integrity and continuity of the grove. Choir members who
do not like the repertoire either leave the choir or change the conductor. Some conductors want the choir members to
indicate the works they want to be included in the repertoire in written or verbal form in order not to spoil the integrity
of the choir. During our interview with the choir conductor with the code P3-F-55 (2016), she stated that he had carried
out an application in this direction.

The chiefs stated that in order for the chiefs in the field to prepare a good repertoire, their knowledge of the makam
and the procedure must be complete. If the chief has not received the training of this job, the repertoire consists of simple
works, and the order of maqgam, the order of procedure will bring merit. If he is equipped, his mode of procedure and
the selection of the work will be as it should be. Non-classical conductors criticize “classicist” conductors for teaching
amateur choir “difficult to perform” pieces such as the Evcara team. They state that the conductors should prefer the
modes that the choir members like or hear, and the ones they like and listen to. These conductors state that it is wrong
for classicalist conductors to teach works in the makams Suzidil, Evcara, Hisar Buselik Nisaburek, and they say that it
tires the choirists and reduces their desire to learn traditional Turkish classical music. According to these conductors,
maqams such as Nihavent, Hicaz, Muhayyer Kiirdi, Rast, Ussak, Hiiseyini should be preferred. The most preferred
maqams in amateur traditional Turkish classical music choirs in Izmir are: Hicaz, Kiirdilihicazkar, Nihavent, Rast,
Mubhayyer Kiirdi (more commonly used as a descending kurdi), Hiizzam, Segih, Ussak, Hiiseyni, Bayati. Classicist
conductors, on the other hand, stated that they did not have any maqam distinctions while determining the repertoire.
In addition, experienced chefs in the field pay attention to the selection of maqams in the selection of repertoire. The
vocal amplitudes of the choir members should be at a level to be able to perform all the voices of the makam. It is
necessary to have choir members with a wide sound amplitude in order to include magams with a wide vocal range such
as Sultaniyegih, Hiseyni Asiran, and "suzidil".

In our field study, it is seen that choir conductors frequently perform what they call "concept concerts”. One of these
concerts is composer concerts. The artist with the most concerts in the field is Zeki Miren. His concerts are usually held
on the anniversary of his death. Other composers who performed the most concerts in the field are as follows; Yildirim
Giirses, Yusuf Nalkesen, Suat Sayin, Zekai Tunca, Yilmaz Yiiksel, Alaeddin Yavasca, Sadettin Kaynak, Erol Sayan, Avni
Anil. The reason why the repertoires of these composers are preferred today is that they allow the use of visuals
technologically. This is why multivision shows are often used in the choir. For classicalist chiefs, these names are Miinir
Nurettin Selcuk, Tabur-i Ali Efendi, Rakim Elkutlu, Hamamizade Ismail Dede Efendi, III. It is possible to add
composers such as Selim, Cevdet Cagla, Sadi Hogses, Selahattin Pinar Works, Osman Nihat Akin. Classicist chefs
describe the works of these names they prefer as "artistic” and "difficult to perform”. Another concert that is given the
most place among the concept concerts is the "Green Pine Songs" concerts. In these concerts, the works used in Turkish
cinema are presented in such a way as to present the visuals of these works to the audience. Other concerts most
frequently featured in the venue are: “Valentine's Day Special Concert”, “New Year/New Year Special Concert”,
“Mevlana/Seb-i Aruz Concert”, “Atatiirk's Commemoration Youth and Sports Day Concert”, “Izmir Songs”,
“Atattirk's Favorite Songs Concert”, “Composers from [zmir Concert”...

As a result of our field study, the strategies of classical choir conductors to protect (conservation) from the strategies
stated by Bourdieu, to new conductors (both classicalist and non-classicist) and to follow, and the strategy followed by
non-classicist conductors who are new to the field is the upside-down strategy Bourdieu stated. appear to use coping
strategies.

Choir conductors in their repertoire preferences, in the formation of the value they attribute to the works, in the
formation of their thoughts on whether they produce art for art or for the society, in the order of the works they make
while preparing the concert program (whether they take into account the parameters of the creation, mode, method),
their preferences for vocalization / playing techniques, the performance of the concert. The effects of the habitus of the

conductors (traditional Turkish classical music performers), their social route and their cultural capital are seen in the
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determination of the role of the effect of space, audience, institutional identity in determining the repertoire, under the
influence of the tendency to choose one of the styles such as classical style and market style, in the selection of

instrumental and choir members.
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