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OT HABJIKOIEHMH BEHELIMAHCKHUX IOCJIOB /10 COBPEMEHHOI'O ITIPOEKTA
OTTOMAHCKOM MY3bIKH BiRUN: [15ITh BEKOB MAKAMA B BEHELIUH

FROM THE OBSERVATIONS OF VENETIAN AMBASSADORS TO NOWADAYS BiRUN OTTO-
MAN ART MUSIC PROJECT: FIVE CENTURIES OF MAQAM IN VENICE

Abstract.In the long history of cultural relations between Constantinople and Venice we can note
a certain curiosity for Ottoman music, evident in the observations written by the Venetian ambas-
sador (bailo) Giovanbattista Donado (1627-1699) in his Della Letteratura de’ Turchi (1688), and,
one century later, by an entire and detailed chapter on Ottoman music written by Venetian Jesuit
abbot Giambattista Toderini (1728-1799) in his Letteratura Turchesca (1787). This curiosity can be
intended as an ideal aesthetic background for the present Birfin, the seminar of higher education in
Ottoman classical music directed by Kudsi Erguner, which begun in 2012 at the Institute for Compar-
ative Music Studies (IISMC) of the Giorgio Cini Foundation, in cooperation with the Department of
Philosophy and Cultural Heritage (DFBC) of the Venice University ‘Ca’ Foscari. The large number of
applications received and the presence of many young and talented musicians from all over the world
shows the vitality of Ottoman classical music.

Keywords: Magam; Venice; Gianbattista Dona; Gianbattista Donado; Giambattista Toderini;
Birdin; Kudsi Erguner; Giorgio Cini Foundation; Institute for Comparative Music Studies.

AnHoTanuA.KOHCTaHTHHONO/Ib MeHeH BeHeluAHbIH OPTOCYHAArbl MaJaHuid MaMuJielepAnuH
y3aK TapbIxblHJa OCMOH My3blKacblHa OOJITOH KbI3bITYyHY Gesrusied ajabbia, MyHy BeHenus
am4ucH (6aino) [xoBanbartucra JoHago (1627-1699) e3ynyH «[enna Jlertepatypa ge’ Typau»
(1688) kuTebUHAe Ka3raH 6allkooJOpyHaH alKbIH Kepyyre 60J10T. HeayuT a66aTsl JxxambaTTHCTa
Topepunu (1728-1799) e3yHyH Letteratura Turchesca (1787) kuTe6une. By KbI3bIKYbLIbIK 2012-
*buibl Jxopmxuo Cunu QouayHyH CanbluteipManyy Myabika U3aungee HactutyTtyHza (11ISMC)
6amwtanrad OCMOH KJ/IacCMKaJIbIK My3blKacbl 0ONHYA KOrOPKY GHIMM Oepyy ceMHHapbl Y4yH
ueanayy acTeTHKaAbIK pOH KaTapbl 6eJrueHuIn MyMKYH. Foscari’. KesireH apoisiapZiblH KenTyry
’KaHa JYMHeHYH TepT 6yp4yHaH KeIlITereH alll }kaHa TaJaHTTYy My3bIKaHTTap/bIH 60oymy OcMOH
KJIaCCHMKaJIbIK My3bIKaCbIHbIH KaHAYY/IYTYH KepceTyy/e.

Heru3ru ce3siep: Makawm; Benenus; Gianbattista Dona; /l:xan6attucrta JloHazo; J:xamb6aTTUCTa
Topepunu; bupyH; Kyacu 3prynep; Giorgio Cini Foundation; CanbluTbeipManyy My3bika U3U/166
UHCTHUTYTY.

AHHOTanuA.B f0/T0N MCTOPUM KyIbTYpPHBIX cBA3el Mexay KoHcTanTuHonoseM U Benennei
MOKHO OTMETHUTb ONpeZe/IEHHbIH HHTepec K 0CMaHCKOH My3bIKe, YTO NPOABUJIOCH B HAGJIIOJeHUAX
BeHel[MaHCKoro nocJa (6aitno) JxoBanbatTucthl JJoHazo (1627-1699) B ero Tpyze «Della Letter-
atura de’ Turchi» (1688), a cToneTue cnycTs — B 1leJol U MoAP06HOU T/1aBe 06 0CMaHCKOUW MY3bIKe,
HaMMCaHHOU BeHel[MaHCKUM Ue3yUTCKUM abbaTtom /lxxambaTtTucTtol Tosepunu (1728-1799) B ero
Tpyae «Letteratura Turchesca» (1787).3TOT MHTepeC MOXKeT CTAaTh UJjealbHbIM 3CTeTUYeCKUM GOHOM
JL1A HblHellHero «Birin» — ceMrHapa BbicLero 06pa3oBaHUA 10 OCMaHCKOH KJ1aCCHYeCKOHW My3bIKe
noj pykoBo/icTBoM Kyzcu 3pryHepa, KoTophblii oTKpbLica B 2012 roiy B UHCTUTYyTe cpaBHUTEIbHBIX
My3bIKaJbHbIX UccenoBanuil (IISMC) ®onpa [xopaxko YuHu coBMecTHO ¢ kadepo duiiocodpuu
U KyabTypHoro Hacienusa (DFBC) BenenuaHckoro yHuBepcuTeTa «Ka' Q@ockapu». Boabinoe
KOJIMYECTBO MOJIYYeHHbIX 3aABOK M y4acTHe MHOXeCTBa MOJIOJbIX U TaJaHT/IMBbIX My3bIKAHTOB CO
BCEro MMpa CBUJIeTeJIbCTBYeT 0 JKU3HEHHOH CHJIe 0CMaHCKOH KJIaCCHYeCKOH MY3bIKH.
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Kinwuessle cioBa: MakaM; Beneuus; [xxanbattucra JloHa; Jxkanbattucrta Jouago; Jxam-
6artucra Togepunu; bupys; Kyacu dprynep; @onp Jxopaxo YuHu; HHCTUTYT cpaBHUTENbHbBIX

MY3bIKaJ/IbHbIX HCCJIEAJOBAHH .

From the Observations of Venetian Am-
bassadors to Nowadays Biriin Ottoman Art
Music Project: Five Centuries of magam in
Venice

Between 17 and 18%™ centuries Ottoman
culture, including music, was observed and stud-
ied with an increasing curiosity by Venetians.
Such curiosity must be understood within the
broader framework of relations between Venice
and Constantinople: it seems significant that, af-
ter the defeat of the Byzantines, in the ‘new’ Ot-
toman capital Venetians had a firm centre in the
so-called casa bailaggia (literally ‘home of the
ambassador’, the bailo) that they received from
a merchant community from Ancona by permis-
sion of sultan Mehmed 11 ‘Fatih’ (1432-1481).
Later, in 16" century, Venetian community
moved to a part of Galata called ‘Pera’, preferred
for the ‘more salubrious air’': here they began
by renting a house from a family that furnished
them interpreters and, in a second moment, they
restored and bought a house in Tomtom Sokak,
which became what nowadays is the seat of the
[talian general consulate in Turkey.

From this well-established centre Venetians
looked with curiosity to Ottoman culture. In this
sense, their willingness to learn Ottoman Turk-
ish language (osmanli) seems a first clear indica-
tion of this global interest. The formation of an
original Venetian school of young and — moreo-
ver — trustworthy interpreters became an impor-
tant issue under bailo Giovan Battista Dona, or
Donado, who encouraged the birth of a school of
young interpreters called giovani di lingua (liter-
ally, ‘language young people?) and studied him-
self Turkish language with Venetian-Armenian
Giovanni Agop (1635-1691), author of one of the
first Turkish grammar?. From the Donado entou-
rage stands the names of dragoman Gian Rinaldo
Carli (1646-ante 1720) and of the young Anto-
nio Benetti (after 1640-ca. 1685), who wrote an
interesting three tomes book on his sojourn in
Constantinople in the following of bailo Dona-
do*. Together, the four giovani di lingua, Antonio
Benetti with Francesco Flangini, Stefano Fortis
and Antonio Paoluzzi, signed a collective book of
translations from the Ottoman and it's sympto-
matic that all these works were published at the

end of Donado tenure, like a sort of a manifest,
in the same 1688 and under the same Venetian
publisher, Andrea Poletti®.

In short, thanks to this privileged point of
view, Venetian knowledge of Ottoman world was
more accurate compared to the rest of Europe,
if only for the written relations® that Venetians
ambassador were obliged to give to the Senate at
the end of their tenure. In general, such relations
were dealing almost exclusively with politic, di-
plomacy and war strategies but through time de-
veloped in Venice an interest, possibly a calculat-
ed interest, for Ottoman culture that produced
works such as GIAnnali Turcheschi (“The Turkish
Annuals’) by Francesco Sansovino, published in
1573, dedicated to the histories of the sultans,
up to the milestone Della letteratura de Turchi
(‘On the Literature of the Turks") by the Vene-
tian ambassador (bailo) Giovan Battista Dona-
do (1627-1699) published in 1688, arriving to
the Letteratura Turchesca (‘Turkish Literature’)
composed by Jesuit Abbot Giambattista Toder-
ini (Venice, 1728-1799), published in Venice in
three tomes by Giacomo Storti in 1787.

Finally, in our musical perspective it's im-
portant to note that both Donado and Toderini’s
works contains interesting observations on Ot-
toman martial music and art music (maqam)
that should be considered as a part of the gener-
al cultural process mentioned above.

Martial Music between East and West

Being often enemies, one of the most
common chances for the Westerners to listen
to the music of the Ottomans was, of course, the
music played in battle. Thiswas the case of martial
music played by the Ottoman musical ensembles
called mehter (from the Persian mehtar, ‘bigger’)
that took life since the very beginning of the
Ottoman Empire (end of 13 century-1923) and
accompanied in battle the fiery yeni ceri (‘new
troops’), i.e. the ‘Janissaries’ who became well
known in the West, as testified still nowadays by
all the major European languages as well as by
some proverbial sayings.

The term mehter indicates an ensemble
consisting of aerophones (oboes zurna,
trumpets boru, nefir), membranophones (drums
tabl, daviil, the small tympani nakkare, the big
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tympani kos) and idiophones (cymbals zil, halile
and a curious stick, sometimes surmounted by a
crescent, called cevgan). Overall, the repertoires
of the mehter had three main functions:

« In wartime, the sound strategy consisted
in frighten the enemies and strengthen the hearts
of the fighters; in battle with the Janissaries, the
mehter was always near the banner (‘alem). Its
music resounded uninterruptedly, regulating
in various ways the movements of the troops,
who entered the battle to its rhythm or ceased
the fight to the sound of the tabl-i asais (‘drum
of rest’) while the silence of the mehter was
understood as the sad sign of the taking of the
banner and therefore of the defeat.

« In peacetime, the second function of the
mehter was rather a ceremonial one: its music
greeted the sultan every afternoon, while the
clergy addressed prayers for his health and for
the prosperity of the state, during a ceremony
that became extremely elaborate over time.

* In wartime and in peacetime, mehter’s
third function was to act as a ‘sound signal’ for
a given community, similar to the bells in the
West, decisive when signalling the beginning or
the ending of the day of fast during the month of
ramadhan’.

Venetians Reactions to mehter

Venetians may have listened in many
occasions to the huge sound of a mehter but they
weren't always passive or frightened listeners: in
1687 captain Francesco Morosini (1619-1694),
during the victorious campaign he conducted in
the Peloponnese, despoiled a defeated Ottoman
mehter of its musical instruments and took them
in Venice as a war trophy. The small group of
instruments must have been dear to Morosini,
who kept them in elaborate trophies in the hall
of his Venetian palace in Campo Santo Stefano,
as evidenced by photographs taken in 1884,
after the death of his heir Loredana Morosini
Gatterburg?®.

In the absence of evidences about the Otto-
man music that might have been played ‘live’ in
the interethnic Venice, for example in the Fon-
daco dei Turchi (“Turkish Warehouse’) on the
Grand Canal, or in the retinue of some Ottoman
ambassadors, we can imagine that it was the
first time that these instruments arrived in the
city. Yet, even if it was the first time, they had cer-
tainly already been noticed by the Venetian bailo
(‘ambassador’) to Constantinople Giovanbattis-

ta Dona, who in his Della letteratura de’ Turchi,
published in Venice in 1688, at the height of the
Peloponnese War, observed:

(...) alli Basa resta ingiunto di tener nella
loro Corte, e per il suo servitio, almeno trentasei
instrumenti, e consistendo questi nel maggior nu-
mero militari, come Tamburi, e Timpani, Trombe,
Piffari, Flauti {...)°

(...) The Pashas must have in their Court, and
for their services, at least thirty-six instruments,
in the greatest number military, such as Drums,
and Tympani, Trumpets, Fifes and Flutes.

A century later, mehter instruments are
more accurately described by Venetian Jesuit
Abbot Giambattista Toderini, in the paragraph
entitled ‘Mechter Haneé, Strumenti Musici Militari’
from Chapter XXXI entitled ‘Music’ of his Letter-
atura Turchesca:

1 Zurna, nella forma, e nella voce s’approssi-
ma all'oboé. 2. Kaba Zurna, lo stesso piu grande
e di voce baritona. (...) 4. Zil, stromento Moresco.
Due rotonde lamine d’ottone con piccola cavita
emisferica nel mezzo per afferrarle, e percuotere
l'una lamina contro dell’altra. 5. Daul, Tamburo
alquanto pitt grande che gli ordinari non sono, con
cassa di legno. Suonasi da una parte con grosso
battente, e dall’altro con piccola verga, sequendo
il tempo della sonata. 6. Tombelek, o naara, specie
di piccoli timpanetti di legno; il diametro é poco
maggiore di mezzo piede. 7. Kios, grandi timballi
di rame, che soglionsi mettere sopra i cammelli.

1. Zurna, in the form an in the voice is simi-
lar to the oboe. 2. Kaba Zurna, the same, but big-
ger and with a baritone voice. 3. Bortl, sort of a
little brass trumpet. 4. Zil, Moorish instrument.
Two round brass plates with a little hemispheri-
cal cavity in the middle. On the convex part there
are two handles in order to take them and to
beat the two plates one against the other. 5. Daul,
a drum bigger than the ordinary drums, with a
wood resonance box. It is played with a big stick
in one hand and with a thinner one in the oth-
er, following the tempo of the sonata. 6. Tombe-
lek, or Naara, sort of little wood kettledrums;
the diameter is little more than half a feet. 7.
Kios, big copper kettledrums that are common-
ly placed on camels. Far from the battlefields,
Venetians ambassadors and diplomats had
the opportunity to listen to mehter when they
were greeted in the Orient or when the musical
ensemble accompanied the entrance of Ottoman
dignitaries to foreign cities, such as, for example,
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the triumphal entry into Vienna of Mehmed
Pasa, June 8" 1665.

Oriental Art Music (magam) listened by
Westerners

Far from the battlefields, in the intimate
atmosphere of the Ottoman court, or of the
aristocrat palaces, many European observers,
travellers and music lovers, not forcedly
Venetians, described and, often, transcribed the
art music of the ‘other’, which in the Near Orient
is commonly called with the Arab term magam.

I would like to briefly remember here, in a
chronological order, Pietro della Valle (1586-
1652) and the many musical episodes in its Viag-
gi di Pietro della Valle il Pellegrino descritti da lui
medesimo in lettere familiari al suo erudito amico
Pietro Schipano (1650). After him, French Jean
Antoine du Loir visited Istanbul in 1639 in the
company of French ambassador Jean de 1a Haye,
spending a few months in the city. From here, du
Loir wrote letters to his acquaintances in France
that were published in 1654 under the title Les
voyages du Sieur du Loir, covering a variety of
themes and subjects. Among them stands the
pioneering description and analysis of a mevlevi
(‘Whirling Dervishes’) ceremony complete with
the translation of the texts sung written by du
Loir, accompanied by a valuable and innovative
-albeit very short- musical transcription from a
setting of the verses, a beginning with I ki hezar
aferin bon nidge Sultan olur ("How many praises
deserves our Sultan’). More or less at the same
time, John Covel (1638 - 1722), an English cleric
and scientist, travelled widely in Asia Minor in
search of ancient Greek texts. His diaries were
published between 1670 and 1679 and contain
many accounts on music and musical instru-
ments. Jean Chardin (1643 -1713) passed many
years in Persia and dedicated a long and detailed
chapter to the ‘Science of Music’ of his 1711
ten-volume book.

In this panorama made by travellers stands
two Westerners who resided in Constantinople
that give us a precious insight of Ottoman music:
Wojciech Bobowski (1610?-16757), alias Alber-
tus Bobovius Leopolitanus alias “Ali Ufuki served
as a page and musician at the ottoman Court
Sand at the end of his life, after a busy scholar ca-
reer in Constantinople, entrusted to some trav-
ellers the only two copies of his precious private
notebooks containing his musical transcriptions.
These two copies, which are not identical, are

still preserved nowadays at the Bibliothéque Na-
tionale in Paris and at the British Library in Lon-
don'’, here under the title Mecmii‘a-yi Saz ii S6z
(Collection of Instrumental and Vocal Composi-
tions). Between 1700 and 1703, the Moldavian
prince (voivod) Dimitrie Cantemir (1673-1723),
dedicated to the art music of the court his Kitdbu
‘IImi’l-Musiki ‘ald Vechi’l-Hurdfat (‘The Book of
the Science of Music according to Alphabetic No-
tation’). The treatise comprises a first theoreti-
cal section written in Ottoman, which is followed
by a second section of 351 entirely instrumental
compositions, mostly in the genres of pesrev and
semai, which are anonymous or attributed to
various composers, written in an alpha-numeric
notational system.

After him, Charles de Ferriol (1652-1722)
was sent by Louis XIV as ambassador to the
Ottoman court and he invited to accompany
him a young Flemish artist named Jean-Baptiste
Vanmour (1671-1737). During his sojourn
de Ferriol wrote the famous Recueil de cent
estampes représentant les diverses nations
du Levant (published in 1714 and reprinted
with additional plates in 1715) that should be
described as a sort of big catalogue of captions
fore the many plates made by Vanmour; the
illustrated work was successful and served as
models for a large number of later painters and
engravers, including, about music and musical
instruments, the very important Gabinetto
armonico pieno d’Instromenti of Filippo Bonanni
(1639-1725). Moreover, in his Recueil de cent
estampes Ferriol wrote a few paragraphs entitled
‘Dervichs qui tournent’ in order to describe an
engraving depicting Mevlevi dervishes whirling
accompanied by a rare musical transcription
made by the Sieur Chabert.

A long and detailed essay written in 1751
at Constantinople by a young French dragoman
named Charles Fonton (1725-1793), illustrat-
ed by his friend Jean-Baptiste Adanson (1732-
1803), and entitled Essai sur la musique orientale
comparée a la musique européenne continued
the voigue. The work remained unknown and
unpublished for a long time until the rediscovery
and translation by German musicologist Eckard
Neubauer in 1985.

Venetians on Ottoman music

In this cortege we find the works of two
Venetians: Ambassador (bailo) Gianbattista
Donado (1627-1699), as we saw, wrote some ob-
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servations on mehter and Ottoman Music in his
Della Letteratura dei Turchi. Osservazioni fatte
da Gio. Battista Donado senator veneto fit bailo a
Costantinopoli (Venice: Andrea Poletti, 1688). He
inserted music scores at the end of the book in
unnumbered folding pages that contain several
musical transcriptions in Western staff notation
on quatrains (murabba‘) of an erotic nature.

Giambattista Toderini (Venice, 1728-1799)
went further: he was a simple Jesuit abbot who
lived in Constantinople from October 1781 to
May 1786 in the house of the Venetian ambas-
sador (bailo) Agostino Garzoni. Here he wrote
a book in three volumes entitled Letteratura
Turchesca (Turkish Literature) published in Ven-
ice by Giacomo Storti in 1787. In our perspec-
tive, the reason for its importance is the lengthy
Chapter XVI, consisting of thirty pages and two
engravings, which appears at the end of the first
volume. Entitled ‘Musica), the chapter deals with
many topics and themes, from the history of Ot-
toman music, in which he follows Cantemir, to
its theoretical basis in the context of Arab-Per-
sian musicology, an alphabetical Greek and Arab
Persian notation, and a description of musical
instruments and the division of the octave into
twenty-four unequal microtones. Moreover, the
chapter concludes with two illustrations that
have become very famous: the first depicting a
long-necked lute known as a tanbiir, including
its fretting and its inherent musical system of 24
unequal microtones, and the second of a com-
position entitled Concerto Turco Nominato Izia
Semaisi. The first of these illustrations, which
represents a tanbiir with its fretting and its in-
herent microtonal musical system is discussed
in detail by Toderini throughout the chapter; the
second illustration presents a composition to
which Toderini gives the name Concerto Turco
Nominato Izia Semaisi, With some variation, it is
a composition that is now very well known: the
Hicdz Saz Semd‘isi that concludes at least three
Mevlevi Dervishes ceremonies (dyin): Toderini
or his assistants could have listened to the Hicdz
Son Yiiriik Semd ‘T from at least one of these cere-
monies and decided to transcribe it because they
admired its beauty or because its presence in Ot-
toman music was so noticeable.

Playing in the Periphery: the Biriin of
Venice

The above lines should be intended as the
ideal aesthetic background for Biriin, the semi-

nar of higher education in Ottoman classical mu-
sic directed by ney player Kudsi Erguner which
begun in 2012 thanks to co-operation between
the Institute for Comparative Music Studies
(IISMC) of the Giorgio Cini Foundation and the
Department of Philosophy and Cultural Herit-
age (DFBC) of the Venice University Ca’ Foscari.
It seems worthy of note that in 2018 Biriin was
held in cooperation with the CODARTS Rot-
terdam University of the Arts and the Istanbul
Teknik Universites1 (ITU) Conservatory, which
contributed by including the project into their
educational programmes and subsidising partic-
ipants’ travel from their institutions, thus allow-
ing a larger group of scholarship-holders to be
formed.

The inspiration for the name of the ensem-
ble and the project, Biriin, came from the past:
the sultans’ palace (Seray) had an inner part
known by a Persian term as the Endertin. This
part of the building hosted a music school, called
the Endertin-i Hiimdyiin, in which many Ottoman
musicians and composers were trained. The
term Birtin referred to the external part of the
palace and, more in general, to the “outskirts” or
“periphery” of the city and empire. In this sense
appealing to the Birtin rather than the Enderiin
has a clear programmatic meaning. As Kudsi Er-
guner explains: “Art lives through its artists and
flowers where it finds sensitive, passionate peo-
ple. Until the 19th century, Ottoman classical art
had developed in the Enderiin and among the Ot-
toman elite. Today there is no longer an elite or a
palace, and the art of music has migrated to the
Biriin, where once more it has found devotees. In
this sense, Venice is an ideal place for the history
of the past to become the history of the present.”
It seems significant, then, that on the grounds
of its thousand-year relations with Byzantium/
Constantinople/Istanbul, today Venice appears
to be this kind of periphery.

The aim of the Birin project is to explore
various aspects of the Ottoman classical music
called magdm that developed between the sec-
ond half of 14th century and the first half of 19th
century.

In practice Biriin is organised into six stages:
an international call to apply for six scholarships
that receives a huge response; a study day coor-
dinated by Giovanni De Zorzi at the Department
of Philosophy and Cultural Heritage (DFBC) at
Ca’ Foscari University, Venice, to explore the con-
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nections between the culture and music of the
specific theme; a week of residential workshops
under the direction of Kudsi Erguner; a public
concert that presents the results of the residen-
tial work and, finally, when standards are suffi-
ciently high, the publication of a CD-book, edited
by who is writing and published by Nota Edizio-
ni in the IISMC series “Intersezioni Musicali” %
The published Ensemble Bir(in CD-book, always
directed by m.o Kudsi Erguner, are: Composers at
the Ottoman Court (2013), Armenian Composers
of Ottoman Music (2014), The Maftirims and the
Works of Sephardic Jews in Ottoman Classical Mu-
sic (2016), The Greek Composers of the Ottoman
Maqéam (2017), Music of the Courts from Herat to
Istanbul (2018) and The Nefes of the Bektdshi Sufi
Brotherhood in Istanbul and the Balkans (2019).

The sung poetic texts have always been
translated for our publications by scholars and
teachers from the Department of Asian and
North African Studies (DSAAM) at Ca’ Foscari
University, Venice, such as Giampiero Bellingeri
(Ottoman Turkish), Matthias Kappler (modern
Greek and Turkish), Piergabriele Mancuso (an-
cient Hebraic and Ottoman Sephardic Ladino),
Stefano Pelld (Persian), Gaia Zaccagni (modern
Greek), Giuseppina Turano (Albanian) and Mari-
ja Brada$ (Bosnian): their invaluable work rec-
reate the original unity of music and poetry.

In 2019 the formula of Birtin changed slight-
ly and, rather than a CD-Book, produced a huge
concert entitled ‘Sacred Songs of Istanbul’ that
took place on 6 April 2019 in the resonant and
luminous Palladian space of the basilica of San
Giorgio Maggiore. The concert was filmed in
audio and video by Simone Tarsitani and Carlo
Mezzalira; after an editing phase and with the
accurate translation and contextualisation of the
individual pieces, it was then published on You-
Tube where it can be viewed and listened to to-
day. Throughout the centuries Byzantium/Con-
stantinople/Istanbul was a meeting point for
people professing Abrahamic religious cultures,
often in different languages, and the programme

(Endnotes)

elaborated by m.o Kudsi Erguner ranged from
traditional Sufi songs in the Ottoman language to
passages in Greek from the Byzantine liturgy and
works in Greek composed in the style of the Ot-
toman magam by Petros Peloponnesios (1730-
1777) to maftirim in Hebrew, compositions in
Armenian composed by Armenians trained in
the liturgical tradition and a rather rare section
of compositions in Arabic called sugul.'?

COVID led to the temporary suspension of
Birtin's activities, which resumed in 2022 with a
theoretical-practical entitled ‘The Compositions
of Prince Demetrius Cantemir (1673-1723)’, en-
tirely dedicated to the corpus of compositions
transcribed by the above quoted Moldavian
prince (voivod) Dimitrie Cantemir (1673-1723)
in his treatise Kitdbu ‘[Imi’l-Misiki ‘ald Vechi’l
Hurtifat (“The Book of the Science of Music ac-
cording to Alphabetic Notation’). Again, the con-
cert was filmed by Simone Tarsitani and, after
careful editing and cultural contextualisation,
two excerpts can now be viewed on YouTube,
along with a multi-voice interview conducted
by Tarsitani and some participants in the 2023
‘Eyes on Music’ seminar of visual ethnomusicol-
ogy®.

In general, in concert as well as in the re-
cordings, the compositions are traditionally pre-
sented according to their mode or modal family,
and arranged, by director Kudsi Erguner, in a cy-
clical form with improvised interludes (taksim).

Overall stands the maturity of the young so-
loists, as well as the number and quality of the
applications received over the years that both
testifies to how this music, considered almost
dead and passéiste by young Turk intellectuals
in 1920’s, is still very lively, greatly loved music,
and not at all an historic repertoire confined to
museum archives.

In this sense, in addition to the scholarly and
artistic project, far from the dusty manuscripts
the concerts and recordings of the Biriin project
are simply a new source of musical pleasure for
all of us — both performers and listeners.
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