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				Music asaResource for Drawing Symbolic Boundaries withintheTurkish Diaspora inGermany
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				Abstract

				Thepaper presents thefindings ofan ethnographic study offive Turkish music choirs from Hamburg from theperspective ofcultural sociology, focused onthemeaning-making process. Following Andy Bennett, music isregarded asaresource, and then it isscrutinized how Turkish immigrants make sense oftheir lives through music. Theresearch isbased onthequalitative analysisofin-depth, semi-structured interviews with choir members from Hamburg. Thepaper elaborates onhow choir members use music asaresource to draw internal symbolic boundaries withintheTurkish community. Participants draw symbolic boundaries against themajority oftheTurkish populationliving inGermany. Onthebasisofthedistinctionthey make between refined music and theuncultured music exemplified, choir members deliberately create anumber ofsacred and profane binaries intheDurkheimian sense. 
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				Introduction

				Thisarticle isabout three Turkish folk choirs (theATU, theSerdar Kalan Choir, and From Soul to Soul) and two classical Turkish music choirs (theOsman Sadık Choir and theLale Hoşses Choir) inHamburg. Its overall aim isto explore therole ofmusic intheTurkish migrationcontext inGermany. More specifically, it isamicro-level, in-depth, ethnographic study offive Turkish music choirs from Hamburg. Thechoir members use music asaresource to draw internal symbolic boundaries withintheTurkish community. Theparticipants draw symbolic boundaries against themajority oftheTurkish populationliving inGermany, primarily thelisteners oftheArabesk music genre. Onthebasisofadistinctionthey make between refined music (Classical, Art, Folk, and Western Classical music) and theuncultured music exemplified by Arabesk, theparticipants inthisresearch project deliberately create anumber ofsacred and profane binaries intheDurkheimian sense. According to Alexander (2003: 186), “Whereasthesacred provides an image ofthegood with which social actors seek community and strive to protect, theprofane defines an image ofevil from which human beings must be saved”. 

				Binaries between refined and uncultured genres are not confined to therealm ofmusic, but expand to thelifestyles connoted by thegenres. Inshort, theresearch participants present themselves assecular, educated citizens, well integrated into German society, who are associated with theculture oflarge cities, primarily Istanbul, and urban values, asopposed to Turks ofrural origin, associated with theculture ofAnatolia, whose behaviour isbigoted, uncultured, and impure, and hence, they lack thecapacity to integrate inGermany. Theresearch participants despise Arabesk listeners even ifthey are rich, due to theperceived cultural inferiority and thevalue that they put not onmoney and wealth, but onprofessional success and having an influential circle offriends. Furthermore, for theparticipants it ishighly undesirable to be lumped together with all theother Turks inGermany. Thus, thehighly fragile positionofTurkish immigrants inGermany necessitates rejecting Arabesk music due to thestigma attached to it and its associationwith rural-urban migrants inTurkey. 

				Methodology

				Theresearch isbased onaqualitative analysisofmore than 50 in-depth, semi-structured interviews with choir members from Hamburg, and an additional 15 interviews with musicians and music instructors ofTurkish originfrom Berlin, Mannheim, and Vienna, conducted between 2009 and 2012. Iinitiated thefield research asapart ofmy PhD project inOctober 2009 during my five month stay asan Erasmus student at theUniversity ofHamburg. Later on, Ispent an additional four weeks inHamburg in2012 to deepen my knowledge ofthefield. Also, Ispent one month inBerlinin2010 and visited Vienna several times from 2009 to 2012. Inaddition, during my two weeks oflibrary research inFrankfurt Iconducted ashort research innearby Mannheim.

				Asacultural sociologist focused onthe“meaning-making” (Spillman 2002: 1) process, Ifound participant observationand in-depth interviews relevant to my research. Thereasonisthat thedata gathered inthisway allow for “theanalysisofdata involves interpretationofthemeanings, functions, and consequences ofhuman actions and institutional practices, and how these are implicated inlocal, and perhaps also wider, contexts” (Hammersley and Atkinson2007: 3).

				Inspired by thedocumentary method, my questions ask “how” rather than “what”. Thedocumentary method isrelated to Mannheim’ssociology ofknowledge (Bohnsack and Nohl 2003: 371). To grasp “documentary meaning”, theresearcher should inquire “how: how ispractice produced or accomplished” (Ibid.). That isto say, theresearcher should seek “themodus operandi ofpractical action” (Ibid.). Thedocumentary method isable to deal with the“aporie between subjectivism and objectivism” by “thechange from thequestionwhat reality isintheperspective oftheactors, to thequestionhow thisreality isproduced oraccomplished inthese actors’ everyday practice” (Bohnsack etal. 2010: 101−102).

				My analysisand writing process utilized “thick description”. Theinterviews were semi-structured and conducted intheform offriendly conversation(e.g. “Tell me, how did you start playing music?”), so asto encourage theparticipants to talk freely and at length. It allowed for detailed and rich elaboration. For Geertz, theaim ofthick descriptionis“to draw large conclusions from small, but very densely textured facts; to support broad assertions about therole ofculture intheconstructionofcollective life by engaging them exactly with complex specifics” (Geertz 1973: 28). AsAlexander points out, Geertz’s“thick descriptionofthecodes, narratives and symbols that create thetextured webs ofsocial meaning” (Alexander and Smith 2003: 13) should guide theresearcher. Furthermore, according to Alexander, thisis“afirst step intheconstructionofastrong program inthehermeneutic project of‘thick description’ itself” (Alexander and Smith 2003: 22).

				Additionally, for analysisoftheinterviews, Iused thequalitative analysissoftware Atlas.ti. First, Iconducted line-by-line coding, which wasfollowed by focused and theoretical coding. Focused coding “means using themost significant and/or frequent earlier codes to sift through large amounts ofdata” (Charmaz 2006: 57), whereastheoretical codes “specify possible relationships between categories you have developed inyour focused coding” (Charmaz 2006: 63). 

				Thecodes emerged from thesimilar answers Ireceived during theinterviews. Themost commoncodes were “Arabesk and disgust”; “Criticizing other Turks”; “Diversity ofTurks inGermany”; “Discriminationand racism inGermany”; “Prejudices against Turks”; “Stigmatization”; “Feeling equal to Germans”; “Turkish-German binary”; “Advantages ofGermany”; “Having or not German friends”; “Singing and happiness”; “Singing and stress relief”; “Unifying effect ofmusic”.

				To summarize, theresearch isbased onparticipant observationand in-depth interviews, allowing detailed “thick description” based ontheassumptionthat theviews ofactors are crucial for theunderstanding ofphenomena. Finally, it isimportant to underline that thisstudy does not represent astudy onGerman-Turks ingeneral. It isaqualitative study ofaparticular milieu.

				Theoretical framework

				Iapproach thestudy ofTurkish choirs inHamburg from theperspective ofcultural sociology. My work isbased onthepremises ofthestrong program incultural sociology, initially developed by Alexander and Smith (2003). 

				To begin, Alexander and Smith draw thelines ofdemarcationbetween “cultural sociology” and “sociology ofculture”. Intheformer, culture isan “independent variable” that possesses relative analytical autonomy, whereasinthelatter, it isa“dependent variable” (Alexander and Smith 2003: 12). Theauthors criticize theMarxist understanding ofculture for reducing culture to thesuperstructure and, consequently, to something determined by the“base” (Alexander 1990: 2−3). By proposing that thesociology ofculture seeks to assign culture space out of“thedomainofmeaning”, they implicitly suggest that meaning isimportant to cultural sociologists (Ibid.). 

				Lyn Spillman also confirms thecentrality of“meaning-making” to cultural sociology (Spillman 2002: 1). Thediscourse ofsome ethnographic works that follow aconstructivist approach intersects with cultural sociology inthat both methodologies seek to avoid areductionist view ofculture; “meaning and interpretationare active and fluid processes” (Spillman 2002: 4). Spillman’smaindissatisfactionwith ethnographic writing lies inthefact that it only focuses onthe“deviant and powerless” and somehow ignores “mainstream culture” (Ibid.: 6). What seems plausible for ethnography studies isto accept the“autonomy ofculture” and to seek to “discover thenature ofinternal and subjective structures”, asdiscussed by Alexander inhisaccount of“hermeneutics” (Alexander 1990: 3). 

				Furthermore, my research takes music asaresource inBennett’ssense. Bennett suggests that themost important gift ofsociology of music following thecultural turn hasbeen its perceptionof“music asaresource” (Bennett 2015: 143). Theauthor concludes: “Music serves asacultural resource intheformulationand articulationofindividual and collective identities” (Ibid.: 150). Bennett summarizes what music can indicate: “national identity”; “asymbol oftaste”; “an alternative lifestyle”. He adds that music isalso researched intheframe of“locality”, “memory”, “body”, and “technology” (Bennett 2015: 143). Bennett argues that music “plays akey part intheformationand articulationofidentity”, and it “can become astrong marker ofnational identity, for example, intheform ofnational anthems and similar pieces ofmusic or songs with astrong patriotic flavor” (Ibid.: 143). He isoftheopinionthat “music and national identity become interwoven inhighly complex ways” (Ibid.: 144). Drawing from Stokes (1994: 3), he affirms that music “plays acritical functionininforming ‘our sense ofplace’” (Bennett 2015: 133).

				 Inaddition, for theanalysisofthechoirs, Iuse theconcept ofsymbolic boundaries, proposed by Lamont (1992). Inshort, symbolic boundaries are “thetypes oflines that individuals draw when they categorize people – and high-status” (Lamont 1992: 1). Lamont suggests that there are three types ofsymbolic boundaries: moral, cultural, and socioeconomic. Although Lamont’swork partly draws onthat ofPierre Bourdieu, she criticizes hisinsistence onthesignificance ofcultural and socioeconomic boundaries. 

				Unlike Bourdieu, Lamont considers moral boundaries “drawn onthebasisofmoral character, they are centered around such qualities ashonesty, work ethic, personal integrity, and considerationfor others” (Lamont: 1992: 5), ascrucial to making distinctions. Inmy research, insome cases, moral boundaries between Alevisand Sunni Muslims are apparent inthediscourse intheinterviews oftheresearch participants. More significant are thecultural boundaries and moral boundaries (Lamont 1992) drawn against many Turks and Kurds living inGermany.

				 Lamont writes: “Cultural boundaries are drawn onthebasisofeducation, intelligence, manners, tastes, and command ofhigh culture. Someone who describes all ofhisfriends asrefined isdrawing cultural boundaries” (Lamont 1992: 4). What isevident isthat when theparticipants inmy research create distinctions from other Turks intheir narratives about taste, they employ cultural boundaries. Music isacultural resource that allows theparticipants to deliberately positionthemselves asculturally superior. However, it isnoticeable from theaccounts that inthecase ofethnic Germans, cultural boundaries play amuch less prominent role even though they are sometimes evident. Music isnot acultural resource that sets strict boundaries between theparticipants and ethnic Germans. What ismore prominent indrawing boundaries against ethnic Germans isthat participants construct moral boundaries inrelationto what they perceive asthedifferences between Turkish and German qualities. It isnot adistinctionbetween sacred and profane, but adistinctionbetween sacred and differently sacred. Inthechoirs, German music isnot othered. German classical music isrespected, and German pop isnot asymbol ofotherness. 

				Socioeconomic boundaries, for Lamont, “are drawn onthebasisofjudgments concerning people’ssocial positionasindicated by their wealth, power, or professional success” (Lamont 1992: 4). Ihave certainreservations about using Lamont’sdefinitionliterally, because intheTurkish migratory case, wealth only isdespised. However, “professional success” or having acircle full of“very influential among thelocal elite” ishighly respected and desired. 

				Lamont’scritique ofBourdieu’sapproach that “worldviews are primarily defined by habitus1 (via proximate environmental factors)” (Lamont 1992: 181) isvery appropriate while evaluating theTurkish case. Lamont states that her study demonstrates “theimportance ofconsidering theroles ofmacrostructural determinants and cultural repertoires inshaping tastes and preferences” (Lamont 1992: 181). To summarize, from theperspective ofcultural sociology, inthisarticle Iconsider music to be aresource for internal differentiationwithintheTurkish diaspora that takes theform ofdrawing symbolic boundaries. 

				Five Turkish music choirs inHamburg

				Themainpart ofthefield research took place inTurkish music choirs – three folk (theATU, theSerdar Kalan Choir, and From Soul to Soul) and two classical (theOsman Sadık Choir and TheLale Hoşses Choir). Thefollowing table represents an overview ofall five choirs regarding repertoire, leadership, membership, articulated goal, reasons for joining thechoir, and political position:

				Inessence, all oftheobserved choirs are secularist. Their members openly voice resentment against theislamizationofTurkey by thecurrent party inpower, theAKP (Justice and Development Party). Hence, it isnot acoincidence that there are no veiled female participants inany ofthese five choirs. Participants argue that theprimary aim ofassembling inachoir isto perform Turkish music altogether. Asthenumber ofpeople interested injoining Turkish music choirs islimited inHamburg, theparticipants tend to put forward their mutual interests, rather than placing emphasisontheir minor differences. 

				Despite thedivergences between and withinthese choirs, none ofthem includes migrants lacking knowledge oftheGerman language. Parallel to thegeneral view ofTurkish music, thefolk choirs tend to have participants reflecting rural values inTurkey, whereastheclassical music choirs tend to have those who reflect theurban values ofIstanbul. 

				All choirs were comprised ofmixed males and females from different generations. Most ofthemembers, though, were middle-aged and held skilled factory and service sector jobs with theexceptionofsome teachers, translators, and university students. Ethnic, religious, and political identities were (mostly) not allowed to be intheforeground. Except for one German-Turkish student ofthebağlama, all oftheparticipants were German Turks.

				Table 1: Overview ofTurkish music choirs inHamburg

				
					
						
								
								

							
								
								TheATU

							
								
								TheSerdar Kalan Choir

							
								
								From Soul to Soul

							
								
								TheLale Hoşses Choir

							
								
								TheOsman Sadık Choir

							
						

						
								
								Repertoire

							
								
								Turkish Folk

							
								
								Turkish Folk

							
								
								Turkish Folk

							
								
								Turkish Art

							
								
								Turkish Art, Turkish Classical, Turkish 
Avant-garde

							
						

						
								
								Leader

							
								
								Teacher

							
								
								Bağlama player (musician)

							
								
								School teacher inTurkey, cleaner inGermany

							
								
								Professional singer from thestate radio

							
								
								Retired computer programmer 

							
						

						
								
								Membership

							
								
								Nearly 30 members; Secular; Mostly above 30 years; Having urban values, but aconsiderable number ofparticipants are ofrural origin.

							
								
								Nearly 20members; Predominantly aged under 30; Mostly rural origin; Not overtly religious; Ranging from university students to semi-professional.

							
								
								Nearly 20members; Predominantly comprised ofpeople over 40 years and theretired; Mostly rural; Includes nurses, technicians, cooks, etc.

							
								
								Nearly 25members; Mostly above 40 years and includes many retired people; Predominantly urban; Secular. 

							
								
								Nearly 20members; Mostly above 30 years; Overtly secular and mostly urban-origin; Includes Alevisand dissidents

							
						

						
								
								Articulated goal

							
								
								“Transmitting Turkish music inGermany to theTurkish people.”

							
								
								“Introducing and spreading Turkish culture, music, and folklore inGermany.”

							
								
								“Reviving Turkish Folk music inGermany and rescuing it from thedegenerative influence ofArabesk.”

							
								
								“Transmitting Turkish music to theyounger generations.”

							
								
								“Performing thecanons ofClassical Turkish Music rather than very popular songs.”

							
						

						
								
								Thereasons for joining thechoir

							
								
								“People have to live inasociety.”

								“Choir members come here and relax after working for 40 hours per week.”

							
								
								“Actually, people first come into thechoir just to see their friends, but then we start singing folk songs together.”

							
								
								“We are like afamily here.” 

								“Ifeel confident and relaxed here.”

							
								
								“Turkish music hasatherapeutic effect. People are engaging intherapy here.”

							
								
								“Irelease my daily stress by singing. Theworries related to work and all thesad stuff just disappear.” 

							
						

						
								
								Political position(inorder ofprevalence)

							
								
								Secularist; nationalist

							
								
								Secularist; nationalist; moderate Islamists (minority)

							
								
								Secularist; nationalist; apolitical

							
								
								Apolitical; secularist; nationalist

							
								
								Secularist; Kurdish libertarian; 
left-liberal

							
						

					
				

				Source: Author

				Sacred and profane intheTurkish diaspora: drawing symbolic boundaries 

				Arabesk music hasbeen asymbol ofcultural divisionwithinTurkish society since its emergence following large-scale migrationfrom rural areasto large cities inTurkey. Along with “Arabesk music”, words such as“Arabesk novel”, “Arabesk film”, “Arabesk democracy”, and “Arabesk economy” are used inapejorative sense to underline the“degeneration” ofTurkish culture and society (Özbek 1991: 22). Hence, theArabesk isnot confined to therealm ofmusic, but inabroad sense refers to a“culture oftherural-rooted populationwho could not participate inurban life”. Inthisview, those rural people stuck “between traditionand modernity” cling to their traditions, but at thesame time strive to adopt thecity life. Thus, Arabesk istaken by many Turkish scholars asthecultural entity ofa“transitional society”. Thescholars defending thisview also suggest that it isa“deteriorated” form ofthetraditional, but at thesame time anon-modern “marginality”.

				Furthermore, asÖncü summarizes: 

				TheepithetArabesk denotes impurity, hybridity, and bricolage and designates aspecial kind ofkitsch. Theword wasfirst coined inthelate 1960s and early 1970s to describe ahybrid music genre that emerged and acquired immense popularity among recent immigrant populations ofIstanbul (Özbek 1991; Stokes 1992; Markoff 1994). Banned from state radio and televisionfor defying established canons ofboth folk and classical Turkish music, by intermixing rhythms and instruments from popular Western and Egyptian music, Arabesk music soared intheexpanding cassette marketofthe1970s. (Öncü 1999: 104)

				According to MartinStokes, Arabesk inTurkey hasbeen associated with thegenre ofthe“labour migrants from thesouth-east ofthecountry, abackward and exotic orient existing asarevealing anomaly inaWesternized and secular state” (Stokes 1992: 8). It isconsidered “thedomainofmorbid emotionand sensitivity (duygu), adomainentirely separable from ‘culture’ (kultur)” (Stokes 1992: 11). Furthermore, it “represents aworld ofdecay and despair, inwhich signifiers ofdisorder are linked directly to signifiers ofasubversive, internal Orient” (Stokes 2000: 216). Astheauthor reminds us, thisgenre isassociated with thecliché that Arabesk was“fatalistic and masochistic, encouraging apassivity that had no place inamodernizing republic” (Stokes 2010: 100). 

				For another ethnomusicologist, Uğur Küçükkaplan, theArabesk genre has
developed from thecommercialized styles ofTurkish Classical music and Turkish
Folk music (Küçükkaplan 2013: 137). For Küçükkaplan, Arabesk isdebated inthe
Turkish public nowadays not simply asamusic genre, but interms ofbeing asymbol ofpolitical and cultural problems (Ibid: 293). 

				Inpublic debates, onTV shows, and among themainstream media inTurkey, Arabesk iswidely regarded asagenre for migrants who hailed from villages and settled inlarge cities. Themembers ofthechoirs are well-informed about these discussions. Thefact that participants use some ofthearguments that theTurkish intelligentsia have used about Arabesk suggests that they have read or heard about these arguments, for example, the“disharmony ofArabesk”. Inmany ways, theparticipants are influenced by, using Bauman’s(1987) term, the“legislators” around them and their thoughts are shaped by thisinfluence. According to Bauman, thelegislator’srole “consists ofmaking authoritative statements which arbitrate incontroversies ofopinions and which select those opinions which, having been selected, become correct and binding” (Bauman 1987: 4).

				Themoral meanings assigned to Arabesk represent overwhelmingly thereasons why choir participants express strong dislike towards it. Themoral reasoning iscomplex, asit isalso concerned with thestatus ofthechoir members inGermany. Asmost oftheparticipants Iinterviewed express, inhaving been othered and not totally accepted by themajority society, they can be compared to theTurkish/Kurdish labour migrants who settle inIstanbul and are othered by Istanbulites. Yet, most ofthechoir members adopt thetone of“non-migrant” Istanbulites who perceive themselves aselites insociety. Hence, theinternal dichotomy created by the“culturally superior” Turks inGermany replicates thenegative attitudes and disdainofIstanbul elites towards their economically and socially deprived co-citizens.

				Thehighly sensational column written for Radikal Daily by Turkish writer and columnist Mine Kırıkkanat, who haslived inFrance and hastherefore experienced what isto be amigrant, istheparadigmatic expressionoftheaversionofIstanbulite elites to internal rural migrants. Thefollowing extract fully reveals White-Turks’ stereotypes about Black Turks: 

				After theAtaturk Airport... Alongside thesea begintheterritories of– not even Arabia – but a­versionofEthiopia... or we may aswell call it, the“Carnivore Islamistan”. Anything non-Istanbul, anyone not from Istanbul ishere. Three millionpeople... move to Istanbul (every year) to graze onmeat onthegrass onSundays... Ascars pass by thegreen space... theonly thing that isat eye level isthebarbecue grills. Men intheir undergarments lie down and chew like cows, women either wearing black chadors or aheadscarf – but covered without exception– fan thegrill, prepare tea and cradle their babies or push them ontheswing... Our inlander people turn their behinds to thesea, grill, and eat meat with no exception. You can never see asingle family among them who cook fish! Perhaps, ifthey liked fish, ifthey knew how to cook fish, they would not lie down with their dirty white tank tops and long underwear, perhaps they would not scratch themselves continuously, would not chew like cows, would not be so thick, so short-legged, so long-armed, and so hairy. (Kırıkkanat 2005 cited inDemiralp 2012: 516)

				Certainly, thelines above represent themost extreme form ofdisdainfor migrant labourers inIstanbul. Theauthor emphasizes an absolute absence ofanything incommonbetween herself and other representatives ofIstanbul, with its culture and lifestyles, and ontheother hand “everything non-Istanbul”. Thecategorical differences come intheform ofphysical appearance, dietary habits, etiquette, dress code, and perhaps theWeltanschaung (inlanders who turn their backs to thesea). Fundamentally, secular Istanbul isinvaded and polluted by theprovincial “Islamistan”.

				Accordingly, most participants inmy research project see themselves asideal and modern citizens (having Turkish or German passports, or both), who are well oriented inGermany, but embrace “Turkish culture”, which issurely amuch contested term even among Turkish immigrants. Those who come from Istanbul, Ankara, or Izmir tend to distinguish themselves from the“inferior” migrant labours, who have come to Germany and “never changed”. Themore educated theparticipant is, theharder it isto accept that he or she isan “ordinary” Turk living inHamburg.

				Aziz (56, ATU), aschool teacher, underlined theappeal ofWestern Classical music for him and claimed that he could not find himself intheArabesk genre when answering thequestion“Do you go to theconcerts ofany famous musicians from Turkey who come to perform inGermany?”

				Sure, Inever miss theconcerts ofFazıl Say [aClassical music pianist]. Then, there are Pekinel Sisters [Classical music pianists]; Ialso don’t miss their concerts and listen to them with great pleasure. Fazıl Say came, but did Igo to hisconcerts consciously? First ofall, Iwent there because an artist from Turkey came to perform. Then Ilistened to him. Ihad great pleasure. Inother words, Inoticed that mostly thiskind ofmusic appealed to my soul intheprocess. For example, İbrahim Tatlıses [afamous Arabesk singer] does not give me that much pleasure. He might certainly be agood musician inhisgenre. However, when Ilisten to thePekinel sisters, Isee much more ofmyself intheir music; Isee alot ofmyself when Ilisten to Fazıl Say. 

				Thespeaker above represents agood example ofthemodel citizen oftheearly Turkish Republic, which embodied atransformational project, and theidea ofthestate wasto educate people about high art, such asWestern Classical music. Hisprofessional role asateacher required him to absorb thetransformational role oftheRepublic. From theestablishment oftheTurkish Republic, teachers have been crucial carriers ofofficial state ideologies and transmitters ofofficially accepted and propagated cultural forms. According to Demiralp, “TheTurkish educationsystem defines themeaning ofbeing Turkish and how to be aresponsible citizen. It designates ideas, ideologies and lifestyles that remainoutside thismodel aswrong, inferior or treason” (Demiralp 2012: 518). Inparticular, participants with aprofessional background inteaching emphasized theneed and theresponsibility to cultivate and develop themusical tastes ofyoungsters. Aziz apparently internalized thedivisionbetween legitimate high culture (Western Classical music) and vernacular forms such asArabesk. Although he admits that Tatlıses may be a“good musician”, hissoul cannot find pleasure inlistening to that kind ofsong. 

				During therehearsal oftheFrom Soul to Soul choir, theonly female instrumentalist, Sevim (51), expressed her disapproval ofthelyrics ofasong they were singing. She stated: “What people like isnot always right. Thissong isabout themarriage ofa15-year-old girl, and we are, ofcourse, against such athing, so we are changing thewords”. She complained that some songs inTurkish Folk music have “primitive” lyrics, such as, inher words, “Iam dying; Iam burning, come to my grave, cover your head with theheadscarf and all that nonsense”. For her, there isapressing need to compose didactic folk songs for thepeople, which evokes adiscourse that intellectuals should enlighten and educate themasses.

				Another participant, Sinan (47, ATU), expressed more explicitly hisaversiontoward Arabesk. For him, Arabesk means disharmony, albeit its instrumentalizationcan be excellent. Nonetheless, inSinan’sopinion, thelyrics are typically disharmonious and disappointing when fused with themusic. When Iasked him who listened to Arabesk, he went back to theinitial years ofTurkish immigrationto Germany:

				Arabesk isterribly disturbing to my brain. Its lyrics are, aswell. Although Iperform music asahobby, Ido not claim to be amusician. We were here inGermany inthe70s when nobody washere. Back then, there wasafriend who wasplaying thesaz perfectly. He wasgiving saz lessons, and theguys who were attending hisclasses generally liked Arabesk music. Those young guys who were coming to these classes were mostly from central Anatolia or eastern Anatolia. They were coming from thelower classes. Idid these two evaluations. Iwasfrequently thinking about it, Imean Icame from Turkey, but from Istanbul. Iknow neither these people nor their culture; they seemed to me to have an entirely different culture. Their colours and tastes seemed to me very different from mine. Isaid to myself that Iwasprobably at thewrong place. Themajority waslike that at that time. Most ofthem had atendency toward Arabesk. Icould not getused to it somehow.

				Being one oftheearly comers, Sinan reports that he had metTurkish people entirely alien to him. Hisaccount closely resembles theaforementioned statement by Kırıkkanat, when remembering his40-year-old memories, ashe underlines hisinability to getused to themajority. By mentioning “colours”, Sinan refers to theskincolour ofthepeople with whom he wascomparing himself. He categorically regards himself, asapersonfrom theTurkish cultural capital, asdifferent from thelower classes ofconservative and religious Central and Eastern Anatolia. Two sides ofTurkey, each personified inits own physiognomy and culture, come to know each other inthemigratory context. Sinan’s, aswell asKırıkkanat’s, account belongs to what Demiralp labels asurban secularist discourse. AsDemiralp puts it:

				Theportrayal ofIslamic individuals asprovincial, lower class actors isnot only an outcome oftheoverlapping ofsocioeconomic, geographic and cultural cleavages. ThisdepictionofIslamism isalso aproduct oftheurban secularist discourse, which hasactively attributed religious, cultural, and even physical characteristics to Anatolian populations, inorder to define its own (secularist, civilized and Westernized) identity and to justify its authority. (Demiralp 2012: 512)

				Thisdiscourse hasapparently persisted over thedecades and hasnot significantly diminished inthediaspora. Thenarratives oftheparticipants reveal their frustrationwhen being “mistaken” for such Turks by ethnic Germans. 

				Additionally, theparticipants react against theperceived “Arabesk” representation ofTurks evident inthemovies ofacclaimed Turkish-German director Fatih Akın. Akın’sfilm, Head-On(Gegen Die Wand), isassociated with thetraditionofArabesk films inTurkey (Berghahn 2011: 249). Theauthor draws from Zaimoğlu and suggests that thefilm’smaincharacters’ cutting themselves with sharp razors isreminiscent offans cutting their bodies at pop concerts to express “ecstasy and agony” (Ibid.: 249). Actually, thecutting ritual at concerts iswidely associated with theArabesk performances ofthesinger Müslüm Gürses inTurkey. Jale (26,Serdar Kalan), agraduate oftheFaculty ofSocial Sciences inHamburg, comments: 

				Well, Germans say inacaricaturing manner to each other, “You know there isafilm about thelives ofTurks, Gegen die Wand [Head-on]; it isreally cool!” They think asifit wastheonly cultural source about Turks. Ok, it isjust asingle example. But, are all theTurkish women having theconflicts ofthemainfemale character, Sibel, inthefilm? Germans think so. It iscertainly agood and important thing that Fatih Akın hasbecome agood film director. However, there isawidespread perceptionamong Germans now that there isonly Fatih Akın, who isinvolved infilms and thearts ingeneral among Turks. They do not know anyone else. 

				Jale, along with many other participants, rejects thestereotype ofone true Turkish way oflife and thepractices and values related to it. Thiscase demonstrates that thedisdainful attitude toward Arabesk isnot limited only to musical taste itself. It is, asÖncü states, against “thecultural habitus and lifestyle ofthose who enjoyed them. Arabesque lovers now belonged to ‘Arabesk culture’ – banal, trashy, but most ofall, in-between, hence polluted and polluting, to invoke Mary Douglas(1966)” (Öncü 1999: 104−105). Hence, what happens first, isthat those who feel thestigma inthechoirs ward off thestigma that comes from themajority society inGermany by suggesting “We are not them”. Secondly, they show who should actually be thetargetofthestigma: thedespicable Arabesk mass.

				Alexander and Bartmanski state “thesensuous surface effects ofcontemporary icons actually range much more widely, to popular songs” (Alexander and Bartmanski 2012: 2). Inthiscase, our focus isonagenre, Arabesk, which hastransformed into an iconof“invasion” (Öncü 2002) and “pollution” (Douglas1966; Öncü 2002). Inorder to comprehend “iconic consciousness”, Alexander proposes that “aesthetic and moral approaches”, inother words, “surface” and “depth”, should be blended (Alexander 2012: 26). Asoften stated by thechoir participants, Arabesk aesthetically (interms ofvocals and sound) appears disturbing and disharmonious to them. It isdescribed to have unsophisticated lyrics and sound compared to Turkish Folk and Art Music. Since Arabesk isinfluenced highly by Arabic-Egyptian music, it isnot national, according to some choir members. Thefact that it hasconnotations from theArabic world makes it sound uncool for some oftheinterviewees. 

				Dismissing Arabesk and its associationwith Arabic culture, while simultaneously aspiring to revitalize theculture ofIstanbul, even though one does not have roots inthecity, isacommondenominator oftheTurkish classical choir. “Thewandering melancholic aslover citizen” istheterm Stokes uses to describe thesong “Aziz Istanbul” (Stokes 2010: 5). Melancholy could be named astheparticular emotionthat participants seek inmusic. They express longing for an imaginary homeland from adistance with slow and melancholic songs. TheOsman Sadık and theLale Hoşses Classical Turkish choirs have atacit goal to revive an “imagined” culture of“old” Istanbul. For most ofthemembers ofthechoirs, cherishing their culture isofutmost importance. However, thisculture isnot theculture oftheentirety ofTurkey, but rather theelite culture ofIstanbul. Even those people born inother Turkish cities associate themselves exclusively with Istanbul. They express nostalgia for “old” Istanbul, which presumably existed when it wassignificantly smaller and culturally homogeneous, before its populationrose to nearly 15 million. Thefollowing account ofCemalettin(28), aviolininstructor from Mannheim, reveals theyearning to revive an imaginary Istanbul and argues that an impediment to doing so istheTurkish populationitself living inthecity.

				Cemalettin: Actually, Ihave adream, but to open atypical Turkish meyhane [tavern]. An old, vintage place from the1920s or 1930s. It isnot necessary to invest alot. Just agramophone at thecorner, perhaps an ensemble. Adaily menu. Some side dishes, afew drinks, that’sit. I’m not asking too much. But, you cannot do it here. 

				Researcher: Because you do not accept everyone?

				Cemaletin: No, it isnot like that.

				Researcher: Islamists?

				Cemalettin: Islamists would not be interested invisiting our place; we are kind ofcomfortable inthat respect. Rather than not accepting everyone, what Iam thinking isto introduce an alcohol limit. You see that someone isdrinking, after thethird glass, and when you spot aggressive behaviour, you will say, “We are sorry, that’sit for today”. And to say “our drinks are over”. But, inorder to accomplish what Isay, you need to have adrinking etiquette. You can do it inIstanbul or Izmir. But, there isno such drinking etiquette here. Unfortunately! Most ofthepeople here have not gone through thiseducation. Isit abad thing? Perhaps it isnot but assuch, uneducated people are inthemajority, you cannot open such aplace. Thecustomer would say, “What isthis, my brother? Why don’t you play some Arabesk?” when he gets inand hears “Aziz Istanbul” [acanonical Art music song from Münir NurettinSelçuk]. That’swhy, you cannot do it here and you would lose all your financial sources until you achieve your goal. 

				Astheinterview demonstrates, theparticipant hasalow opinionofMannheim’sTurkish immigrant population. Hisreasoning stems from thefact that theTurkish immigrants inMannheim lack appropriate manners, which for him exist among Istanbulites or residents ofIzmir. He hasan imagined visionofIstanbul, theBeyoğlu (Taksim) districts from the1960s and 1970s. He isdisturbed by thefact that Turkish people without manners inhabit Mannheim. Although he does not use theterm maganda, he refers to aparticular type ofpersonwho often creates ascene inpublic. Inthe1990s, anew derogatory term maganda wascoined. First, it wasused insatirical magazines, but quickly it became awidely used word to refer to “afigure ofbrute strength, hairy body, and unbridled sexual appetites, who infects and pollutes thecultural atmosphere ofsocial settings he appears in” (Öncü 1999: 111).

				Theparticipants tend to presume that those Turks who are not like them will not have theintent to jointheir choir. When Iasked Bora (26, Lale Hoşses), amusician, musicologist and translator born inGermany, what he observed ascriteria to be accepted asaparticipant intheLale Hoşses choir, such assharing thesame mainstream secularist political view ofthechoir, he responded with agiggle: “Well, it isnot acriterion, but thisisrather intheunconscious. Because, it istaken for granted intheminds ofpeople, they cannot even think that what they believe can even be politically criticized. For them, it would be unthinkable to have some participants who are against their political views”.

				Ihave not observed that themajority ofTurkish music performers setstrict economic boundaries against many other Turks or Kurds inGermany or Turkey. Socioeconomic boundaries, for Lamont, “are drawn onthebasisofjudgments concerning people’ssocial positionasindicated by their wealth, power, or professional success” (Lamont 1992: 4). Here, using Lamont’sdefinitionliterally isproblematic, because intheTurkish migratory case wealth only isdespised. However, “professional success” or having acircle full ofthe“very influential ofthelocal elite” ishighly respected and desired. Theparticipants often use terms such asalt tabaka (low layer/low class). However, thisterm connotes low cultural and moral standards rather than economic status. 

				Theparticipants despise individuals whose material achievements are not coupled with educational level and cultural refinement. Osman Sadık contrasts Turkish and German society inregard to showing one’swealth and thesignificance it has:

				Money talks inTurkey. Whoever hasmoney talks there. And unfortunately, that man issomeone who cannot formulate aproper sentence. Actually, he isnot valuable inour eyes. But, he says, “Iam ahillbilly [kıro] but Ihave money”. Unfortunately, there are so many status symbols inTurkey; you can see them when you also look at thecars. Hamburg isacity that hosts most ofthemillionaires inEurope and intheworld. Nevertheless, you don’t see their bodyguards walking around with them when they show up inthecity centre. It isnot aplace where paparazzi walk with them unlike inTurkey. He/she shops just like you and me inaplainmanner. 

				According to Stokes, “Theterms maganda, kıro, and sometimes kabadayı are used today by critics to describe this‘arabesk-type’” (Stokes 2000: 223), and thechoir participants avoid being associated with such people. Onthecontrary, participants commonly enjoy being associated with and surrounded by theintellectual class. Iasked Erkan, theowner ofamusic school inVienna, what theTurkish [Türkiyeli] intellectual milieu wasand where intellectuals were “hanging out”. He replied with arather proud tone: 

				For instance, we have friends who are painters, and they are seriously dedicated to their art. Some ofour friends are lecturers inacademia; then we have musician friends, sociologist friends, and friends who are scientists. They attend elite and exceptional events. For example, they joinintheactivities that we organize. They have ahigh opinionabout Tim because ofthejob we are doing and because ofour perspective. These people are interested inmulticultural activities. Austrians targettheintellectual audience at these events. These intellectual people are not attending theevents that only theTurkish people organize. We also have afriend intheparliament, from theGreens. She isAlev Korun from theGreens. She wasafriend ofours, we know her and she isone ofus. 

				Being successful inintellectual professions isclearly more valued than mere material success. Theparticipants are proud to belong to asocial circle comprised ofpeople who are either experts intheir fields or artists and intellectuals. Inthisway, they also distance themselves from both low-skilled workers and rich individuals who lack cultural capital. 

				Thefollowing table shows theinternal cultural boundaries setby thechoirs’ members inaDurkheimian sense. Theprofane characteristics are associated with listeners ofArabesk. 

				Table 2: Sacred and profane intheTurkish diaspora
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				Ihave not observed aclear distinctionbetween moral and cultural boundaries inLamont’ssense when they are drawn onthebasisofmusic. Rather, moral, cultural, and socioeconomic boundaries are intermingled. To be more precise, moral judgments are made onthebasisofperceived ofcultural differences and cultural superiority. Even seemingly economic boundaries derive from cultural differences and are expressed inmoral terms. Hence, theboundary work revolving around music isabsolute and not confined to cultural boundaries. Onthecontrary, when theboundaries are drawn around other issues, they are not necessarily merged. For instance, thesymbolic boundaries some participants draw against thereligious minority Alevisare solely moral, without involvement ofcultural and socioeconomic boundaries. Thisshows thesignificance ofmusic asaresource for boundary drawing. 

				Discussion

				Eviatar Zerubavel (1997: 53−57) argues that society hasan impact onwhat occurs inthe“minds” ofpeople. Moreover, society hasan impact onhow people “classify theworld”. For him, people engage inclassificationbecause they are “social beings”. He stresses that people do not classify because they are “individuals” or “human beings”. Zerubavel defines three types ofmindsets: “rigid”, “flexible”, and “fuzzy”. Therigid-minded individual isdefined as“highly inflexible”, a“purist” who functions according to “either/or” reasoning. “Flexible-mindedness” isdefined asa“fluid mindset” that recognizes theexistence of“both/and” and promotes “ambiguity”. Zerubavel associates fuzzy-mindedness with “an aversionto any boundary that might prevent mental interpenetration”.

				My findings indicate that theparticipants tend to communicate inarigid-minded manner when discussing other Turks inGermany. Thedifferences are inthat case put forward asdichotomous binaries ofsacred and profane. However, when contrasting theTurkish and German domains, flexible-mindedness ismuch more prevalent. TheGerman sphere isnot regarded asprofane, but rather asdifferently sacred. Although some participants argue that Turkish Art and Folk music ismore valuable than German mainstream music, music isnot acultural resource used to draw impermeable boundaries between theparticipants and Germans. No genre ofGerman music isothered intheway that theArabesk is. German classical music iswidely respected, and German pop isnot taken asasymbol ofotherness. Even ifthey do not like something German and do not associate themselves with it, they do not ascribe to it such negative values and attributes asinthecase oftheTurkish “profane”. Thedifferences exemplified insacred and differently sacred are not binary opposites, but frequently they are even taken ascomplementary qualities. Such asthecontrasting ofTurkish Classical music and Western Classical Music, the“warm-bloodedness” ofTurks with the“cool-headedness” ofGermans, Turkish friendliness with German discipline and rule oflaw, emotionwith rationality, and Turkish etiquette with German etiquette. 

				Infuture researches, thisargument ofcreating differentiationwithinthediaspora onthebasisofmusic can be studied inother cases, such aswith Serbians. Themajority ofSerbs inGermany came inthesame wave with Turkish guest workers. Nonetheless, asaresult ofthemassive braindrainfrom Serbia inthe1990s that followed thedissolutionofYugoslavia, theearlier migrants were joined by ahigh number ofhighly-skilled professionals. IntheSerbian case, there isatensionbetween listeners ofthehybrid music genre ofTurbo Folk and Western music. Turbo Folk iscomparable to Arabesk and many songs describe homesickness and suffering inaforeign land.

				But Turbo Folk hasnever been popular among pro-Western, educated Serbian elites. AsintheTurkish Arabesk case, it isagenre associated with thebackwardness and theOrient. According to Marina Simic, “‘turbo folk’ music wasconnected to theconcepts of‘Balkanness’, ‘rurality’ and ‘barbarity’” (Simic 2010: 327). Although it emerged attheend ofthe20th century, its origins are frequently found intherole oftheOttoman Empire’shegemony over Serbia. Furthermore, according to Simic, for young, well-educated Serbs who listen to Western music and identify with it, “identificationstrategies were directed towards ‘cosmopolitan’ practices that exceeded local boundaries” (Ibid.: 326). 
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						1	“Thehabitus isanecessity internalized and converted into adispositionthat generates meaningful practices and meaning-giving perceptions” (Bourdieu 2010: 166).
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