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VIENNA

(Act )
Friday, April 23", 2010
10.00-10.30
Opening Ceremony
Helga Dostal
Exc. K. Ecved Tezcan (Ambassador of the Turkish Republic)
(inquired)
Michael Hiittler
11:00-13:00
Session I “Harem Represented”
Chair: Markus Kohbach (Vienna)

1. Hans Peter Kellner (Copenhagen) Aaron Hill (1685-1750): The Capturing of the Seraglio

“I will not only trace the Sultan to his amorous Pastimes with the Virgins of his Pleasure, but
admit the Reader to the close Apartments of the fair SERAGLIO LADIES, nay and into the
retir’d Magnificence of their Bedchambers, but shew him all the various Scenes of Love and
Courtship, which are practis’d daily by their Lord and them, even to the Consummation of
their utmost Wishes.” Nothing less does the young Aaron Hill unabashedly promise in his 4
Full and Just Account of the Present State of the Ottoman Empire in 1709.

Only fifteen years old, Hill set out in 1700 on a journey to Constantinople to visit his distant
relative, William, 6™ Lord Paget (1637-1713), the highly esteemed British ambassador to the
Porte between 1693 and 1702. On this journey Hill “...snatch’d the Lucky Opportunity of
Seeing, with some other English Travellers, in the Year One Thousand Seven Hundred and
Two, the Great Seraglio at Constantinople, so much farther than had been before permitted”.

But why, only a few years later, was the honourable Lady Mary Wortley Montagu (1689-
1762) in her Turkish Letters (1763) scathing about Hill’s writings? Was it the explicitness of
his style, her own envy, or because Hill’s descriptions were more the fodder of a young
man’s fantasy than the serious account of an eyewitness?

The second part of this paper will focus on Aaron Hill’s colourful career as publisher,
playwright and poet, as reformer of the English opera, and as the manager of the Theatre
Royal Drury Lane and the Queen’s Theatre in Haymarket, where he staged Georg Friedrich
Hiandel’s (1685-1759) first English opera Rinaldo in 1711. Particular emphasis will be placed
on his life-long fascination for the exotic and for “Enchanted Palaces”, which is reflected in
his several contributions to “Seraglio-plays” and in his highly successful English adaption of
Voltaire’s Zaire.

2. Emre Araci (London) “But if the Sultan has a taste for song, We will revive our
fortunes before long”: Seeking Operatic Fortunes in the
Nineteenth Century Ottoman Harem

In Canto IV of Don Juan, Lord Byron (1788-1824) depicts his hero among a group of
seasoned operatic singers sold off by their Machiavellian impresario “at no high rate” and
“without a single scudo of salario” destined for the slave market in Constantinople. But
showing a much more reconciled demeanor than the prima donna and the tenor, he lets the
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buffo of the party explain how “if the Sultan had a taste for song”, they all would revive their
fortunes before long. The nineteenth century was indeed to become a time in Ottoman history
when a number of operatic singers--some eminent, some lesser known--came to
Constantinople to seek their fortunes not in the slave markets, but in the inner sanctuaries of
the seraglio of the sultans and the harems of the pashas. While fairytale depictions relating to
these visits were not late in beginning to circulate in the world press, this paper endeavors to
separate fact from fiction by attempting to establish the true level of appreciation for opera
among the ladies of the harem and beyond, and in doing so highlights the experiences of
singers, including Henriette Carl (1805-1890), Adelina Murio-Celli (1825?7-1900) and
Giuseppina Vilmot-Medori (1827-1906), in the Turkish capital. It further exposes what
appears to be a real nineteenth-century “Entfithrung” (‘abduction’) from the seraglio,
involving Guatelli Pasha (1818-1900) as the suspect, the sultan’s much-admired Italian
master of music.

3. Caroline Herfert (Vienna) Between ’Romantic Reverie* and Critical Account: the
Representation of the Harem in Murad Efendi’s Work (1872-
1876)

This paper deals with the nowadays almost forgotten playwright Murad Efendi (1836-1881),
and specifically with one particular aspect of his literary work: his occupation with the
harem.

Murad Efendi, alias Franz von Werner, a native Viennese, took part in the Crimean War,
migrated to the Ottoman Empire in 1854, and at last started a diplomatic career. As Ottoman
consul and later consul general, he was sent to various European cities and began to write for
a German speaking public, mainly penning plays and poetry. Although only part of his work
deals with the “Orient”, he was received by his contemporaries as “westostlicher Poet”
(‘West-Eastern poet’) or “Mérchendichter” (‘fairy tale writer’) who still in the twentieth
century was remembered for his “Kalifendramen” (‘Caliph dramas’). Nevertheless, due to his
own experiences and long sojourns in the Ottoman Empire, he was also recognized as an
expert with well-grounded knowledge of the so-called Orient.

Focusing on two works, this paper explores the contrasting treatments of the subject of the
harem in Murad Efendi’s writings: in the historical tragedy Selim der Dritte (‘Selim the
Third’, 1872), the sultan’s seraglio and the seraglio’s harem are an important part of the
setting, providing representations of an highly imaginative and sensual “Orient”. The
depictions of the harem will be presented with reference to the probably most prestigious and
opulent staging of this drama at the Vienna Burgtheater in 1872.

A very different approach to the harem is encountered in Murat Effendi’s essay collection
Tiirkische Skizzen (‘Turkish Sketches’, 1876). These sketches--a mix of travelogue,
informative texts on history and culture, as well as critical analysis of both the Ottoman
Empire and Europe--also contain a text which is particularly dedicated to the harem and the
role or status of women in the Ottoman Empire. Here, Murad Efendi thematizes Western
fantasies of the harem and critically contrasts stereotypes of the sensual “Orient” with more
realistic descriptions, trying to correct Western misconceptions and bring closer the “strange”
East.
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13:00-14:30

Lunchbreak

14:30-16:00

Session 11 “Das Serail”

Chair: Michael Walter (Graz)

1. Michael Hiittler (Vienna) Joseph Friebert’s Das Serail (‘The Seraglio’, Passavia, 1779)

in the Don Juan Archiv Wien: Provenance of the Manuscript
and State of Research

Don Juan Archiv Wien holds the only known copy of the musical score of Das Serail — Eine
Teutsche Operette (‘The Seraglio — A German Operetta’) by “Giuseppe Friebert” (Joseph
Friebert, 1725-1799; from 1763 to 1795 music director of the prince-bishop of Passau’s
court). This manuscript, stemming from eighteenth-century Passau (Passavia, Bavaria), dated
“1779” and including the vocal (“Zaide”, “Gomaz” and “Renegat”) and instrumental parts,
only came to light in 2005 and is therefore mostly uninvestigated.

Friebert set to music Das Serail oder Die unvermuthete Zusammenkunft in der Sclaverey
zwischen Vater, Tochter und Sohn (‘The Seraglio or The Unexpected Encounter of Father,
Daughter and Son in Slavery’; the only known copy of the complete text was printed in
Bozen, 1779), attributed to Franz Joseph Sebastiani (1722-1772 or later), a theater
impresario. In turn, the text served as model for Johann Andreas Schachtner (1731-1795) and
Wolfgang Amadeus Mozart’s unfinished Singspiel Zaide (Das Serail) KV 344 (1780).

This paper will try to reconstruct the provenance of the manuscript and give an overview of
the status of recent research concerning the text and music.

2. Tatjana Markovié¢ (Belgrade/Graz) Das Serail (1779) by Joseph Friebert: Introductory Notes

Eighteenth-century stage works were not written for aesthetical, but for social and cultural
reasons. They were part of different social events, and were determined by performing
practice and the abilities of certain singers. This was also the case of Joseph Friebert’s
“Teutsche Operette” (‘German Operetta’) Das Serail (1779). Previously known and recently
newly discovered data related to the provenance of the Singspiel shed light on the
circumstances of its performing history, including possible dates when the stage work was
held and information about singers who performed it. There are also certain facts about the
sources of the libretto as well as suggestions about music materials. Starting from known
departure points, further steps in the research will introduce new facts about the text (e.g.
about different versions of the libretto, handwriting) and music of the Singspiel. Since the
vocal and instrumental parts of Das Serail are now available at the Don Juan Archiv Wien,
insight into the manuscript provides new conclusions. Stylistic coordinates in the context of
the contemporary stage music conventions would be the next step in this study.

16:15-18:15

Session II1 “Harem & Seraglio in the Fine Arts”

Chair: Claudia Romer (Vienna)

1. Darja Koter (Ljubljana) The Traces of Seraglio in the Artworks in Slovenia:

Depictions of Dance, Music and Theatre from Seventeenth-
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Century Turqueries to Johann Josef Karl Henrici’s Paintings
in the Late Eighteenth Century

Oriental images were especially in vogue during the seventeenth and the eighteenth centuries.
Some reflections of Oriental symbols are also preserved in the territory of Slovenia. Among
others are about fifty oil pictures, so-called Turqueries, kept at the Regional Museum Ptu;.
They were created by unknown Styrian painters after the diplomatic mission to Istanbul led
by Count Walter Leslie (1606-1667) in 1665-66. The painted portraits of Turks, generals and
ministers, princes, the sultan, the spachi, the janissary and women from the Ottoman Empire
were commissioned by the counts of Herberstein and the counts of Leslie as part of the decor
of the Vurberg/Wurmberg Castle near Ptuj in Slovenian Styria at the beginning of the 1680s.
The artworks undoubtedly express the spiritual horizons of a nobleman and his experiences in
the Orient. Among the paintings, the only one that features musical symbols presents a
Turkish Dancer which represents the European view on exotic dance as a derivation of
Georges de La Chappelle’s (active 1638-1648) graphic model (“Schinguene / Mussulman”,
Paris 1648). The Academy of Music in Ljubljana holds the two works of the Central
European painter Johann Josef Karl Henrici (1737-1823), The Concert on the Oriental Court
(1786) and The Lute Concert (ar. 1786). Both paintings depict the musical life of European
aristocratic society of the second half of the eighteenth century, but in their details they are
tuned upon the exotic and the seraglio. Their motifs accord with some pictures from the
Museo Civico in Bolzano/Bozen (Italy). Through its iconography, the first painting presents
the allegory of music, while the second can be understood as the allegory of the sense of
hearing or even as the allegory of the five senses. On the other hand, they could both be a
reflection of the European theatre scene and/or scene painting of the eighteenth century. As
far as we know, Henrici was working on scene paintings in Prague after he left Silesia. We
must also take into consideration the painter’s cultural atmosphere in Bozen which was
undoubtedly in harmony with Turqueries and Das Serail (‘The Seraglio’) with music by
Joseph Friebert (1725-1799).

2. Luca Scarlini (Florence/ Milan)  Italian Seraglios: Images of Harems between the Seventeenth
and Eighteenth Centuries, from Chronicles to Karl Henrici’s
Paintings

The imagery of the harem was well known as an erotic tool in the Western imagination, but it
was Venice, Italy, with its tradition of representatives in Constantinople, that spread the fame
of the mixture of sex, lust and power associated with the harem, the reality of which was
usually misunderstood. The most interesting town from this point of view may have been
Livorno (Leghorn), which the Medicis gave special status with the Leggi Livornine (‘Leghorn
Laws’, 1590-1603), that allowed Protestants, Jews and Arabs to live in town. The town itself
has as a symbol the statue of Four Moors by sculptor Ferdinando Tacca (1619-1686) and its
figures are faithful representations of the slaves who built the town; for those people a
mosque was built in town. The emire Fakr.ad Din (1593-1633), sovereign of Lebanon and
rebel to the Ottoman authority, was in Tuscany. He had all of his wives with him and Livorno
was his home for several years, before he returned to Beirut where he was executed for his
rebellion. Later, the very famous Chery Bey (in Italian Ciribi, ca. 1620-1682 ca.), an
Armenian who had been with the ministry of Treasury in Constantinople, arrived in Livorno
and built for himself a Turkish bath. The people thought it was a harem.

If the court of Naples had an Orientalist passion and often played with harem imagery
(particularly nurturing an obsession for Persian myths and thinking of the Throne of the
Peacock as the symbol of any possible luxury), Venice remained until the end of the
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Serenissima in 1797 the perfect Italian spot for representations of the East in theatre, opera,
the crowded carnivals, and others of the most loved attractions in Europe.

Among these attractions are the wonderful paintings by the Guardi brothers Antonio (1699-
1760) and Francesco (1712-1793) that rework images from Jean-Baptiste van Mour’s (1671-
1737) paintings; and there are Karl Henrici’s (1737-1823) Turkish scenes in Bozen (then
belonging to the Holy Roman Empire and today known as Bolzano), thereby linking German
and Italian attitudes towards the subject, and the influence of both Viennese and Venetian
attitudes. The remarkable series of seraglio images, painted by the Swevian painter Karl
Henrici who had studied in Verona, is directly linked to Das Serail (‘The Seraglio’) with
music by Joseph Friebert (1725-1799), produced in Bozen in 1779, a work that had great
success in the German world and inspired Mozart’s Zaide. As elsewhere in Europe, the local
gentry adored being portrayed as Turkish sultans and odalisques.

The same happened in the most direct model for this production, the famous works of
Charles-André (Carle) van Loo, master of French rococo, who did wonderful paintings of
Madame de Pompadour (1721-1764) as Valide Sultana, queen of the harem of King Louis
XV (1710-1774, r.1715-1774). Harem imagery in Italian culture builds itself through
theatrical imagery, from Carlo Goldoni (1707-1793) to Pietro Chiari (1712-1785), from opera
buffas to paintings, from popular prints to perfumes and recipes for aphrodisiacs, evoking a
well loved ghost at a time when the Turks were no longer a danger and could be used as tools
of the imagination, being perceived at the same time so near in space, and so far away in
culture and way of life.

3. Giinsel Renda (Istanbul) Harem Women in Ottoman painting

Seraglios and harems have been popular themes in European literature and orientalist art, as
well as in music and theater. The mysterious world of women, especially the imperial harem,
intrigued travelers and artists for centuries, often resulting in exotic harem representations.

Were harem women represented in Ottoman painting, and if so, where, when and how? The
answers to such questions will be discussed in the paper. Ottoman painting, dominated for
centuries by illustrated histories, has not been a source for pictures of the harem, although the
harem was an imperial institution with a specific hierarchial organization in which certain
women played significant roles in power and patronage. Only in the 1600s do images of
harem women appear in albums produced for imperial patrons and European commissioners
of artworks. In the eighteenth and nineteenth centuries, with the gradual modernization of
the empire, women in the imperial harem and in the upper classes were able to engage in
several branches of art and music, as well as commission art works. Images of women in late
Ottoman painting will be discussed in light of political and social transformations in the
empire.

Dinner

Saturday, April 24™, 2010
10:30-12:30
Session IV “Round Italy”

Symposium Ottoman Empire and European Theatre 2010
© Don Juan Archiv Wien, Goetheg.1, 1010 Wien, T. 01/2365605 Web: www.donjuanarchiv.at



Chair: Michael Hiittler (Vienna)

1. Vassilis Vavoulis (Nottingham/London)  The Barbarian ‘Other’: Seraglio Themes in
Seventeenth-Century Venetian Opera and Public
Consciousness

Seventeenth-century Venice presents one of the most fertile grounds for understanding the
significance of the Turkish/Ottoman theme in early modern Europe. Because of its long
association and fascination with the Turks, the Serenissima was a major source for the
infiltration of Turkish/Oriental/barbarian topoi into central Europe.

What is being assessed here is the transition of fact and legend into theatrical and operatic
representations, and the ways theatre mirrored life. The period under investigation is the
1670s due to a lucky set of historiographical circumstances. First of all, the period is
extremely significant in Veneto-Ottoman relations as it follows right after the loss of Candia
(Crete) in 1669, a powerful shock not only to Venetians but to all European monarchies. We
are lucky that from the decade following the loss of Candia, 1669-1679, there survives a
significant corpus of diplomatic correspondence reporting on the moves and decisions of the
Turks and the ways these affected the Venetian public. The information concerns Ottoman
rulers (sultan and vizier) and their characters as well as descriptions of the Divan, palace, and
other local seraglios/harems in their dominions. What is revealing here is the terms of the
discourse as well as the actual intelligence contained in the reports.

These letters were sent to the duke of Hanover, Johann Friedrich of Braunschweig-Liineburg
(1625-1679, reigned 1665-1679), by his Venetian agents. Johann Friedrich and his brothers
(known collectively as the Guelph dukes) were Venice’s primary foreign ally, having
provided considerable mercenary troops for the Candia war. Furthermore, they were keen
patrons of the city with frequent trips, cultural dealings and ownership of property in the
lagoon. Because of these relations, the Hanoverians not only kept a diplomatic resident
(‘ministro’; Francesco Maria Massi, 1617-1676) in Venice and a firm of local bankers
(Breul-Vanaxel), but also numerous other agents and local contacts.

Another factor was that Johann Friedrich was a great aficionado of opera and, by luck or
design, his closest agents who wrote these letters included two librettists, Pietro Dolfin
(1636-1709) and Nicola Beregan (1627—-1713), and an opera composer, Antonio Sartorio
(1630-1680). The result is that this correspondence (soon to be published in “Nel theatro di
tutta I’Europa”: Venetian-Hanoverian patronage in the 17th century, Libreria Musicale
Italiana) contains significant amounts of information on the yearly opera productions of the
carnival season.

The intelligence on the Turkish court found in the letters is confronted against opera librettos
of the 1670s to establish how the topos of the Turk/barbarian/Oriental “Other” translated
between real life and theatrical representation. Did “real life” hold up to a rational
understanding, leaving legend and folklore to the theatre, or is this a case of theatre mirroring
life and public belief?

2. Polona Vidmar (Maribor) Count Stefano Carli’s La Erizia (1765) in the Harem
of Sultan Mehmed 11

Count Stefano Carli’s La Erizia. Tragedia nuova del conte Stefano Carli, dedicata alli
signori Voltaire e Rousseau was printed in Venice in 1765 and performed at the Teatro di
S. Pietro (‘St. Peter Theatre’) in Trieste (1771) and at the private theatre in Palazzo Carli in
Capodistria (today Koper in Slovenia). The story took place around 1469, when king Erizzo
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was killed in the battle with the Turks and his young daughter Erizia was kidnapped and
taken to the harem of the Sultan Mehmed II (1432-1481; first reign 1444-1446, second reign
1451-1481). The sultan tried to persuade her to marry him, but as she did not want to consent,
he killed her. The tragedy drew various critics, but the favorable as well as unfavorable critics
agreed that the author was familiar with Turkish customs and that the Turkish costumes were
intensively and vividly depicted. This is no coincidence considering that Stefano Carli (born
1726 in Koper, died 1813), in accordance with the family tradition, was sent to
Constantinople at the age of nineteen in order to learn Oriental languages and become an
interpreter in the service of the Venetian Republic on the Ottoman Porte. He spent
approximately eight years in Constantinople as “giovine di lingua” (‘language boy’) living in
the Palazzo Venezia, the Venetian ambassadors’ palace in Pera. His sojourn in
Constantinople is not researched yet, but we may assume that he could have visited the
seraglio and was probably able to visit the sultan, but he was certainly not permitted to visit
the harem. Around 1753 Stefano returned to Venice and regularly visited the performances at
the St. Angelo and St. Samuel theatres. He experienced the dispute between Carlo Goldoni
(1707-1793) and Pietro Chiari (1712-1785) inflamed by their comedies La sposa persiana
(Goldoni, 1753) and La schiava cinese (Chiari, 1753). Although Stefano declared himself a
“Chiarist” he also admired the works by Goldoni. He wrote the tragedy La Erizia on the
initiative of his elder brother Gian Rinaldo Carli (1720-1795), an important scientist and
writer of the Enlightenment.

The vividly described costumes in the tragedy are not only the consequence of Stefano’s
knowledge about life in the Ottoman capital, but can also be connected with the Ottoman
costumes depicted on the portraits of the members of the Carli family in Palazzo Carli in
Koper. Around 1700 the family wanted to celebrate and commemorate its members who
worked as official dragomans (‘interpreters’) in the service of the Venetian Republic on the
Ottoman Porte. The still preserved series of portraits includes six dragomans and two of their
wives in the Ottoman attire. The female portraits are most important for Stefano Carli’s La
Erizia, since they make visible the invisible: the uncovered Ottoman ladies as they appear at
their private apartments.

3. Alexandre Lhia (Aix-en-Provence) Harems and Politics on La Scala’s Stage (Milan,
1792-1815)

On La Scala’s stage the Orient and the harem are intrinsically associated. Commonly,
Oriental rulers are associated with a harem, whatever the historical period or wherever the
plot takes place. Between 1792 and 1815 were staged six works, the plots of which were
based on the story of a young woman successively abducted, held captive in the harem and
then happily released. The corpus consists of five operas and one ballet. Four of these works
were inspired by James Kenneth Ridley’s tale Sadak and Kalasrad, published in his Oriental
pastiche, Tales of the Genii (1764), beginning with Antonio Salieri’s (1750-1825) two
versions of Axur re d’Ormus, the 1792 adaptation of the 1788 opera in Vienna with text by
Lorenzo da Ponte (1749-1836) and the 1797 version of an opera presented in Paris in 1787
with text by Caron de Beaumarchais (1732-1799); the ballet Sadak e Kalasrad (1801) by
Giovanni Monticini (??-??), music by Ferdinando Pontelibero (1770-1835); and Atar, ossia il
seraglio d’Ormus (1815) by Felice Romani (1788-1865) with music by Giovanni Simone
Mayr (1763-1845). Apart from this group, the abduction/harem plays also include the
dramma giocoso Sofi trippone ossiano I desideri (1804) by an unknown librettist with music
by Francesco Ruggi (1767-1845), and L ’[taliana in Algeri (1808) by Angelo Anelli (1761-
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1820) with music by Luigi Mosca (1775-1824).

All these representations are stereotypical. Moreover, geographical marks are confused. For
example, Salieri, writing about Axur re d’Ormus, indicated that Axur could be “vestito alla
turca” (‘dressed alla turca’), even if the action takes place in Persia. But the version of 1801
indicates that the action takes place in the “Serraglio di Costantinopoli” which is also the
setting of Ridley’s tale. In the six works mentioned above, the Oriental potentate orders an
abduction of a young woman in order to place her in his harem. The pattern of the “harem”,
which librettists frequently mix up with the “seraglio”, belongs to these “agreed-upon codes
of understanding for their effects” which “make the Orient visible, clear, ‘there’ in discourse
about it”, as stated by Edward Said (1935-2003). If scholars emphasize the harem as a place
that ensures the sultan will produce an heir, the libretti represents it as a place where the
sultan would fulfil his fantasies.

These representations of the harem are also linked with politics, as demonstrated by the
analysis of the /ibretti in their original contexts and cotexts, to borrow a concept from
sociocriticism. This paper will discuss the political dimension in these works. For example,
the Napoleonic government uses L’[taliana in Algeri as a medium for its propaganda.
Isabella’s famous aria in which she exhorts the Italian people as they are planning to escape
from the harem appears to be a means to stimulate the ardour of the soldiers at a time when
“theatre is a department of the Ministry of Glory” (Jean Paul-Bertaud). But, according to
Stendhal, the opera also includes a critique of the Senate of the Kingdom of Italia, recently
created by Napoleon. As far as the adaptations of Sadak and Kalasrad are concerned, the
librettists always modified the final scene in order to celebrate the new political institutions in
a period of frequent political changes. Axur re d’Ormus, performed for the Festa Federativa
of the Cisalpine Republic, extolled the French Revolution, whereas Atar ossia il seraglio
d’Ormus was a tribute to the Austrian rulers restored after the fall of the Kingdom of Italy.

12:30-14:30

Lunchbreak

14:30-16:30

Session V “On the Road”

Chair: Helga Dostal (Vienna)

1. Kithe Springer-Dissmann (Vienna) “Now at length we’re off for Turkey, Lord

knows when we shall come back!”: Byron’s
Grand Tour to the Bosphorus, 1809-1811

On July 2, 1809, George Gordon Lord Byron (1788-1824) set out on one of the last grand
tours of the nineteenth century. Accompanied by his friend John Cam Hobhouse (1786-
1869), the poet travelled from London to Constantinople via Portugal, Spain, Gibraltar,
Malta, Albania, and Greece where in 1810 he crossed the Hellespont, swimming like the
mythic Leander from Sestos to Abydos. The crossing, precisely a century ago, brings to mind
a “rite de passage” (‘rite of passage’; Arnold van Gennep, 1873-1954), a departure to new
spiritual horizons, just as Childe Harold expected from his Pilgrimage. The poem’s first two
cantos are the record of Byron’s own pilgrimage to the East that indeed served its purpose; it
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marked a decisive turn in Byron’s life, opened a new world of thinking and feeling, and made
him a poet: Cantos I and II of Childe Harold, drafted on the road, were published in London
in 1812 with sensational success and established Byron’s literary fame. The “clime of the
East” had affected him.

This lecture will unfold Byron’s fateful Oriental journey--and literary pilgrimage--in three
acts. A prologue shall discuss how travel ideas changed from the era of Enlightenment to the
Romantic epoch in the aftermath of the French Revolution and the Napoleonic wars. After
that we’ll follow Byron from London to the southern Balkans (Act 7). Special emphasis will
be laid on Byron’s visit to Albania, a wild, remote and unusual destination that left its marks
in Childe Harold’s Pilgrimage as well as in Don Juan. Byron was a guest at the Seraglio of
the Ottoman vizier Ali Pasha (1741-1822) (Act 2) in Tepelene, flattered and fascinated by the
tyrant’s exotic court and wicked power. After a month in Albania he continued on his tour via
Greece to Constantinople (Act 3). In the epilogue we’ll refer to his journey back to London,
where he arrived again in July 1811, after two years of travels in the eastern Mediterranean, a
lover henceforth of freedom and Greek independence. But his destiny would ultimately lie in
the Mediterranean: Byron died in Missolonghi, Greece, a romantic hero of liberty in a war
instigated, in fact, by his Albanian protector Ali Pasha.

2. Walter Puchner (Athens) Childe Harold and Manfred: The Reception of
Lord Byron in Nineteenth-Century Greek Drama and
Theatre

Lord Byron’s Romantic poetry, particularly Child Harold’s Pilgrimage (publ. 1812-1818)
and some of his dramas, was especially admired by the Greek literati of the “Athens School”
of poetry in the Romantic period (1830-1880) due to two factors: Byron’s active participation
in the Greek uprising against the Ottoman Empire in 1821 and his death 1824 in
Missolounghi, the town known all over Europe for its heroic exodus of 1826; and the
European philhellenic movement which made him, together with Percy Bysshe Shelley
(1792-1822; Hellas, 1821), an idol for the ideals of freedom and independence. Euphorion in
the second part of Johann Wolfgang Goethe’s (1749-1832) Faust (1808), the child born of
the union of Faust with Helena, is a poetic chiffre for Byron’s eccentric and short life. At the
turn of the nineteenth to the twentieth century, the poet Kostis Palamas (1859-1943), who had
grown up in post-revolutionary Missolounghi, saw in Byron a national symbol for Greece in
the nineteenth century.

The importance of Byron for Greek theatre and drama lies in his mono-drama Manfred
(1817), a typical product of what he called his “mental theatre”, originally not intended for
theatre performance, but only for reading and imagining. The first drama of Greek
Romanticism, Panagiotis Soutsos’ (1806-1868) The Wanderer (1831), inaugurated Romantic
drama and theatre production in the Bavarian-ruled small kingdom and was heavily
influenced by Manfred. The drama was rewritten three times (1842, 1851, 1864) in different
language styles and with significant changes in dramaturgy. But the first version was the
most popular and overnight made its author the leading figure of Greek Romanticism. The
tragic love story on Mount Athos was played several times in the nineteenth century, mostly
by dilettanti in province towns. But it was an overwhelming publication success with more
than ten editions, and cultivated ladies in the mid-war period of the twentieth century knew
by heart parts of Soutsos’ moving verses, at a time when theatre critics condemned the play
as antitheatrical and unprofessional. But this holds for a good part of European Romantic
dramaturgy. In the twentieth century, Byron is celebrated almost exclusively as a poet and
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much less as a writer of theatre plays.

3. Hans Ernst Weidinger (Vienna/Florence) From Tabarca to Topkapi, or “the Sultan self
shan’t carry me, Unless his highness promises to

marry me”: Don Juan Crossing the Ottoman World
II

The first part of this paper, “In Turchia novant’ una” (‘In Turkey ninety-one [i.e. ladies]’),
read at the Don Juan Archiv’s first Istanbul Symposium in 2008, explored the question of
whether the allusions to Don Juan’s ‘Turkish’ aspects by the authors of the subject’s best
known version, Lorenzo da Ponte (1749-1838) and W. A. Mozart (1756-1791), were
haphazardly introduced or based on genuine knowledge. That paper concentrated on the
printed Don Juan plays from the beginning in the Comedia E!/ burlador de Sevilla y
Combidado de piedra, mostly attributed to Tirso de Molina (1579-1648) and first published
in “Barcelona 1630 (although the print’s place and date are fictitious). The investigation
concluded that Da Ponte and Mozart were two of the best informed connoisseurs of the story
and its versions: the hint of “Turkey” was not a mere coincidence as, from Tirso and Moli¢re
(1622-1673) to Lord Byron (1788-1824), the Ottoman world figures as a component of the
story and Don Juan may justifiably be called a ‘Turkish’ character. It further seems that Da
Ponte imagined the hero of his play (1787) as an adventurer in the sultan’s harem, much as
Byron shows in Cantos V and VI of his poem (1821).

This second part of the study will focus on the ‘Turkish’ aspects of the hero of the Don Juan
plays passed down only in manuscript sources. Unlike the printed plays, these manuscript
sources (primarily commedia dell’arte scenarios) were not known to Da Ponte and Mozart,
and even today some are not known to a significant proportion of Don Juan scholars. Such
knowledge has only became possible since the publication of a major part of the Italian
seventeenth-century scenarios. Three of these scenarios settle Don Juan on a tiny island
kingdom off the coast of Tunis. There, on Tabarca, the hero rises in rank: no longer is he, as
Tirso’s Juan Tenorio had been, a state minister’s son and Castilian ambassador’s nephew, but
now Don Giovanni becomes a prince, son to the ruling king and heir to the throne. One of
these three scenarios, Rinegato per amore (‘Renegade for Love’; in the Gibaldone comico
codex, compiled in Naples 1700, vol. II n. 74), conserves the hero’s name and the kingdom
he will inherit; the other two, identical but for a few details (in the codex Ciro Monarca.
Dell’ Opere Regie, compiled before 1642, nn. 25 and 46), cancel both, yet bear in their title
links to be explored in future: Lo specchio (‘The Mirror’) [resp. La forza d’Amore (‘Love’s
Force’)] con la Turca costante (‘with The constant Turkish Maid”). Such a faithful Turkish
maiden will follow Byron’s Don Juan as well.

Like Moliere’s Dom Juan, the Tabarcan prince once had abducted a noble girl from a place
closed for men: unlike Moliére’s version, this is not a damsel (Elvire) from a nunnery in
Burgos (Castile), but a royal princess from a seraglio or, even better, a harem; she is Arlacca,
the sister of the king of Tunis. Later, banished for other reasons from his native island, the
prince turns to Tunis, confesses himself a renegade, calls the king his brother-in-law-to-be,
obtains a “flotta turca” (‘Turkish fleet’), and on the head of his “Soldati turchi” (‘Turkish
soldiers’), victoriously conquers the home island kingdom, condemning his father and
stepmother to execution. The very end shows the Tabarca scenario belonging to the
numerous Don Juan versions that change the final Stone Guest’s handshake to lightning from
the heavens. Unlike those many (en)lightened Dons, Don Giovanni di Tabarca is not finally
struck by such superior force, but is brought to his senses, and all ends well with royal
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weddings.

In the context of Don Juan research these findings have implications for the odd question
regarding the ancestry of this modern European stage myth, which scholars and the erudite
public believe had been answered and long ago abandoned. This shall be called into question.

Evening Program Concert at Bibliotheca Theresiana
“Lord Byron’s Pilgrimage”

Matthew Head (London) (Presentation), Anna Pangalou (Athens) (Mezzo-soprano), Stefano
Cavallerin (Perugia) (Piano)
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ISTANBUL
(Act II)

Thursday, May 27", 2010

10.00-10.30
Opening Ceremony
Christian Brunmayr
Exc. Selim Yenel (inquired)

Cemal Oztas

Michael Hiittler
11:00-13:00
Session I “The Sultan’s Saray”
Chair: Giinsel Renda (Istanbul)

1. Giilgiin Ucel-Aybet (Istanbul) Banquet at the Seraglio from the Description of European
Diplomats in the Sixteenth and Seventeenth Centuries

It was customary that official banquets were given during the reception of European
ambassadors at the Divan (‘Grand Council’) in the imperial seraglio. Ambassadors were
usually accompanied by diplomats from the embassies in Istanbul and also occasionally by
their friends from their own countries who were taking part in the embassy. Detailed
descriptions of the seraglio, including gardens, gates, the Divan, high ranked officials of the
Divan, and janissaries in the Divan court were written by these diplomats and others.

The first part of the paper deals with the valuable sources of this study of the works of
European observers of the seraglio in this period.

The second part of the paper deals with descriptions of the Divan and its banquets, as well as
the European observers’ impressions and ideas about the seraglio, banquets, costumes and
manners.

2. Fikret Karakaya (Istanbul) Ali Ufki (1610-1675) and Music in Topkap1 Saray

This paper deals with the music in Topkap1 Palace in the mid-seventeenth century, based on
detailed portraits of the palace by Wojciech Bobowski (also known as Albertus Bobovius, Ali
Bey, Santuri Ali Ufki).

Bobowski, who was born in Lvov, Poland, in about 1610 as the child of a noble family, was
captured by Crimean Tatars and sent to Istanbul. He was about twenty-two years old when he
was taken in at Topkapi Palace. He learned Arabic, Persian and Turkish at Enderun (the
university of the palace). Converting into a Muslim, he took the name Ali Ufki (Ufki,
meaning ‘belonging to the horizon’). He had already acquired a good music education at
Lvov and had learned to note music on paper with the European notation system of the time.
He learned subtleties of Turkish music and played santur (dulcimer) at the sultan’s special
orchestra. His compilation called Mecmua-i Saz ii S6z (appr. ‘The Collection of Music and
Lyrics’) involves notes of religious and irreligious pieces of music that he learned at Enderun.
This compilation is an invaluable source about the court music of that time.

Presumably in 1665, Bobowski wrote his work in which the musician mentions Topkap1
Palace and palace life. He wrote it in Italian and just before the fire that took place at the
Palace. The work was translated by Nicolaus Brenner into German in 1667 and published in
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Vienna by J.J. Kiirner, titled Serai Enderun; Das ist Inwendigebeschaffenheit der Tiirkischen
Kayserl: Residentz zu Constantinopoli die newe Burgk genant sampt dero Ordnung und
Gebrduchen so von Alberto Bobovio Leopolitano (‘Serai Enderun; That is the Inner
Constituency of the Turkish Imperial Residence at Constantinople, Called the New Castle,
with its Order and Customs, by Albert Bobovius from Lemberg’). Two years later, in 1669,
the original Italian text was issued at Parma.

According to some sources, Bobowski could speak seventeen languages. This may be a litttle
exaggerated. However, he was able to speak, write and read in Polish, French, English,
German, Latin, Ancient Greek, Modern Greek, Italian, Turkish, Arabic and Persian, at least.
He served as the translator of the Palace for many years.

Between 1662 and 1664, he translated the Bible into Turkish; the Turkish Bible of our time
depends mostly on this translation by Ali Ufki.

During an unknown period between 1665 and 1673, Ufki translated the Old Testament’s
Psalms into Turkish, composed them in Turkish magams (‘modes’), and compiled these texts
and compositions in a manuscript called Mezmurlar (‘psalms’).

3. Kismet Deniz Polat (Istanbul) Femininity in Male Bodies: “Kdgekler”, Mediators of Two
Seperate Worlds (1720)

Cross dressing roles have been popular since the beginning of storytelling, from Odysseus to
Lord Byron, from Dede Korkut stories to drag queens. But the Kégek, dancing boys and
young men in women outfits whose erotic movements copied ancient fertility rites, play a
different role in the entertainment world of Turkey today than they did back in the Ottoman
times.

Levni, the great miniature artist of the Tulip era, depicted the festival of 1720, which lasted
for twenty three days in honor of the circumcision ceremonies and weddings of the members
of the royal family of Sultan Ahmed III (1673-1736, r.1703-1730). There were great meals
served, fireworks displays, acrobatic shows of all kinds, and parades of the guilds; and in the
colorful depiction of these scenes we see the dancing boys quite often, giving us evidence
that they were a popular part of the entertainment world of the time. Hafiz Mehmed Efendi,
who wrote the Surname--the Book of Festivities, which Levni brought alive in all its details
in the miniatures--calls them raks oglanlar: (‘dancing boys’) or ¢engi: dancer rather than
Kocek.

Evliya Celebi (1611-1682) describes in detail the period of Sultan Murad Han (1612-1640, r.
1623-1640), and notes that there were twelve kol-troupes, each having a famous leader
known as kolbasi, usually a master of dancing, singing and acting, including acrobatic talents,
also capable of managing two to three hundred performers. The most famous and talented of
these were the Romans living in the Balat area (in the Fatih district on the western bank of
the Golden Horn) of Istanbul. He mentions the sehir oglanlari (‘city boys’) and others
described as Armenian and Jewish troupes, who usually competed with each other. Celebi
also adds that the performers had many admirers, for they were also experienced in a variety
of relationships.

On the other hand, Lady Mary Wortley Montagu (1689-1762) describes the unseen, untold
and therefore undepicted, but only fantasized world of women of the time. Her vivid and
objective memories contained in her letters bring us a vision of the time when women indoors
or at the baths lived a life of pleasure and had considerable power over their men, and their
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duty was to reproduce. Writing about her visits to a harem, she describes the maids of each
house playing instruments, singing and certainly dancing.

In this article I would like to point to the importance of the Kdgek: by imitating women in
their male bodies, becoming women by copying their movements and making them visible to
the men’s world, sharing emotions and women’s reproductive powers, the Kocek created an
intersection between the divided worlds of the sexes.

13:00-14:00

Lunchbreak

14:00-16:00

Session II “Harem and Seraglio”

Chair: Zeynep Inankur (Istanbul)

1. Nina Trauth (Trier) Fantasies of the Harem in European Portraiture of the

Baroque Period (Seventeenth and Eighteenth Century)

In the eighteenth century it became fashionable to have one’s portrait painted wearing
Oriental clothing. Jean-Marc Nattier (1685-1766) and Carle Vanloo (1705-1765) produced
portraits of Louis XV’s (1710-1774, r. 1715-1774) mistress, Madame de Pompadour (1721-
1764), as well as of Mademoiselle de Clermont (1697-1741), as women from a harem. In this
lecture, different interpretations of harems will be analyzed, using portraits of Western,
aristocratic women in Oriental dress. The popularity of the harem theme in the visual arts,
theatre and literature fired and fed the audience’s imagination. Accounts of travels provided
page upon page of descriptions of places beyond the access of Western men. Countless
adaptations about abduction, murder and jealousy in harems were produced for stage.
Roxelana and Zaire are the most famous heroines from the tragedies and comedies of that
time, so the actresses had their portraits painted in these roles. With stories about harems, the
cultural and gender differences of the Orient are presented to reinforce the ideas of gender
relations in one’s own culture. Due to the harem’s timelessness and placelessness in the
Western (Christian) world, it is an ideal example of Michel Foucault’s (1926-1984)
heterotopia. A woman’s jealousy and “exotic”’--i.e. spurned homoerotic--love in an isolated
space are recurring topoi of travel reports, theatre and graphic prints. However, phallo-
centered illusions do not exclusively dominate the discussion. This truism of the harem is
characterized by its ambivalence and is not limited to the interpretation of the harem as a
“prison of virtues” for women. There is also the female heterotopic harem, created by the
English writer Lady Mary Wortley Montagu (1689-1762) in the Letters Of the Right
Honourable Lady M--y W---y M----e (London, 1763): to an English woman from the upper
class of society, in which women possessed no property rights over their husband’s houses,
the life of the Ottoman princesses shielded from the male gaze was a privileged one. The
freedom of action that Montague attributed to foreign veiled women, compared to her own
restrictions, fascinated her and transforms the harem into a space of imagination. Therefore
these portraits of Western noble women as sultanas or harem women are a tightrope walk
between fact and fiction, as well as between cultural and gender differences.
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2. Stefanie Steiner (Karlsruhe) Enchantment/ Disenchantment: Conceptions of Harem and
Seraglio in Eighteenth- and Early Nineteenth-Century
Literature

In 1608, Salomon Schweigger (1551-1622) published his newe Reyfbeschreibung auf
Teutschland Nach Constantinopel und Jerusalem ... Mit hundert schonen newen Figuren
(‘New Description of the Journey from Germany to Constantinople and Jerusalem ... With A
Hundred Fine New Figures’). Since then, an immense number of printed travelogues, novels
and poems have dealt with Oriental matters on very different levels: Lady Mary Wortley
Montague (1689-1762), for example, strove for an unprejudiced view of the foreign culture
and manners in her travelogue from Turkey, published posthumously in 1763. Contrary to her
friendly attitude towards the “Other”, authors such as Sir James Porter (1720-1786) claimed
explicitly to describe authentically an Oriental journey (1768), but delivered nothing more
than fantastic and fictional repetitions of the well-established Oriental myths perpetuated in
the fairytales of the Arabian Nights (Les mille et une nuits, contes arabes traduits en frangais,
1704-1717), including the stereotype of many beautiful, sensual, lascivious Oriental girls
lingering in the sultan’s harem.

“Harem” and “seraglio” as hidden, mysterious, allegedly depraved places still kindled the
imaginations of Occidental men in the early nineteenth century: “Know ye the land where the
cypress and myrtle / Are emblems of deeds that are done in their clime — / Where the rage of
the vulture, the love of the turtle / Now melt into softness, now madden to crime?” Lord
Byron’s question (taken from The Bride of Abydos), blatantly hinting at Goethe’s Italy, “das
Land, wo die Zitronen blithn” (‘the land where lemons flower’), specifies and unites two
main subjects of Oriental poetry: eroticism and cruelty, often presented in the dim,
enchanting light of an opulent, exotic stage suspending the moral concepts of Western
civilization. The enchantment, however, was short-lived: in 1852, Gerard de Nerval (1808-
1855) had to confess, slightly disaffectedly, to the reader of his travelogue Voyage en Orient,
“I would very much like to embroider the scenery a bit more, but to tell you the truth, there
were neither trefoils nor small columns nor ostrich eggs. This sort of oriental decoration you
can find in Paris only!” Reality proved to be much more prosaic than the dazzling
imagination of the Orient nurtured by flourishing, luxurious poetry.

3. Bent Holm (Copenhagen) Between Moralism and Exoticism: The Harem on the Late
Eighteenth- and the Early Nineteenth-Centuries’ Danish
Stage

On the Danish stage of the late eighteenth century turquéries played significant and complex
cultural, political and theatrical roles. As the power system was based on absolutism, on the
stage the figure of the sultan, for example, immediately reflected the notion of the ruler, that
is the idea of sovereignty as well as the actual ruler. The harem is a significant part of the
environment of the spectacular ruler figure, and it is at the same time a location which
reflects a number of displacements in the view of internal conditions and of an “Other”
civilization as well. The pre-Romantic opera by Jens Immanuel Baggesen (1764-1826) and
Friedrich Ludwig Amilius Kunzen (1761-1817) Holger Danske (1789) was a Tiirkenoper
which caused serious scandal because of, among other things, its allegedly non-patriotic
“Oriental” sensualism. One of the most severe critics of the opera was Peter Andreas Heiberg
(1758-1841), an outstanding representative of bourgeois Enlightenment. He wrote what was
meant to be a virtuous bourgeois alternative to the opera, a “Turkish” Singspiel entitled Selim
og Mirza (‘Selim and Mirza’), performed on the occasion of King Christian VII’s (1749-
1808, r. 1766-1808) birthday February 2, 1790. In exotic scenery Heiberg’s Singspiel deals
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with urgent themes such as lust, justice and (royal) power. In that context the harem plays a
central role as a location, where the sultan’s attitude and behavior are realized in ways that
seem to reflect and materialize local ideals rather than Oriental realities. At that time
Denmark had been involved in a military conflict with Turkey and was at war with the
Barbary States. These political and military circumstances were familiar to the audience.
Nevertheless, the stage did not present an image of an enemy. The harem was a point of
departure for the message of virtue, not a real, nor an exotic place. Later, in the nineteenth
century, when absolutism had been abandoned and the strained relations with the Ottoman
Empire were calmed, the thematic focuses changed and the harem was reduced to a setting of
predominantly exoticized value. Only when the author and painter Elisabeth Jerichau
Baumann (1819-1881) obtained permission to visit the harem of Constantinople were
genuine descriptions from the actual place known.

16:15-17:45
Session 111 “Seraglio in Musical Representations”
Chair: Filiz Ali (Istanbul)

1. Mary Hunter (Brunswick, Maine) The Veiled Music of the Seraglio: Aspects of Haydn’s
L’incontro improvviso (Esterhaz 1775)

It was by no means unusual for the women in Ottoman harems to be well-trained and adept
musicians. European visual representations of the harem sometimes show female musicians,
and Lady Mary Wortley Montagu’s (1689-1762) famous letters about harem life (first print
1763) also refer to music making. Harem musicians took lessons with the same masters as
male musicians, and the music they made was essentially indistinguishable from other
Turkish non-janissary art music.

However, explicit representations of “Turkish” music (the ‘alla turca’ topos) in the
eighteenth century mostly refer to the janissary style, which differs significantly from the
“chamber” style that would mostly have been used in the harem and that was at least
somewhat known in the West. In a 1997 article I attributed this to the gendered representation
of Turks in European entertainments, the stereotypical “Turk” being male and implicitly or
explicitly threatening, thus suitable for the objectifying “lens” provided by alla turca music. I
described Oriental women, on the other hand, as being characterized by purely “Western”
musical devices in part because they were to be sympathized with or desired rather than
objectified. I used a vocal trio in Joseph Haydn’s (1732-1809) opera L ’incontro improvviso
(1775) to illustrate this point and to suggest the way music could suggest the “harem fantasy”
of languorous and limitless sensuality.

In this paper I argue that the passive sensuality depicted in Haydn’s vocal trio is exceptional
in the eighteenth century, and I want to look at the broader context for that moment. In the
broader repertory there are some musical hints that may evoke something of actual harem
music making. In addition, the occasional uses of “masculine” alla turca-isms to characterize
the cleverness, spite, or imperiousness of harem occupants (whether “Oriental” or “Western™)
suggest a musical picture closer to Don Juan’s multifarious and vivid images than to the
lassitude of, say, Jean Auguste Dominique Ingres’ (1780-1867) Turkish Bath.
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2. Andreas Miinzmay (Bayreuth) Musical Representations of the Seraglio in Eugéne Scribe’s
Vaudeville L 'Ours et le Pacha (Paris 1820) and in its
Adaptations in Nineteenth-Century European Theatre

Eugéne Scribe (1791-1861) was most probably the most successful European author of
musical theatre in the nineteenth century. But not only Eugeéne Scribe’s (1791-1861) grand
operas and operas-comiques--La Dame Blanche (for Francois-Adrien Boieldieu; Paris, 1825),
Le Magon (for Daniel Francois Esprit Auber; Paris 1825) La Muette de Portici (for Daniel
Francois Esprit Auber; Paris 1828), Les Huguenots, (for Giacomo Meyerbeer; Paris 1836),
etc.--were produced all over Europe; so were his ballets and vaudevilles. One of the earliest
successes among a total of more than four hundred theatrical pieces signed by Scribe was the
folie-vaudeville L’Ours et le Pacha (‘The Bear and the Pasha’) of 1820, music by Frangois
Bazin (1816-1878). This is a one-act piece representing the seraglio in a popular manner, thus
continuing the popularization of the representation of the seraglio as a place of richness and
splendor where absolute power is exercised by a feared and honored sole leader: the pasha
Shahababaham, who has captured Roxelane, the wife of the bourgeois French trader
Tristapatte, surely will be furious about the death of his favorite bear whom he loved so much
because this bear could play the harp and dance the allemande; that is to say, the bear could
perform courtly forms of expression of the French/European ancien régime. To cover up the
death of the bear and to free Roxelane, Tristapatte tries to play the role of the bear and fails.

This parabolic situation, a brilliant satire on older and newer forms of political representation,
succeeded not only in Parisian post-Napoleonic vaudeville theatre, but spread widely all over
Europe in adaptations such as Der Bdr und der Bassa (Konigliche Schauspiele Berlin, 1822),
De Beer en de Pacha (printed in Amsterdam, 1831), Os Desafios (O Urso e o Pacha) (‘The
Defiance’; printed in Lisbon, 1838), El Oso Blanco y el Oso Negro (‘The White Bear and the
Black Bear’; printed in Madrid, 1849), and I Due Orsi (‘The Two Bears’; Teatro Santa
Radegonda Milan, autumn 1867; Teatro Argentino Milan, carnival 1868).

On the basis of hitherto unexamined musical manuscripts and printed sources this paper
focuses on the different musical representations of the seraglio interior: whereas the original
French L’Ours et le Pacha incorporated traditional vaudeville timbres as, for example, “J’ai
du bon tabac” (‘I have fine tobacco’) and more recent melodies such as borrowings from
Nicolo Isouard’s opera-comique Joconde, ou les Coureurs d’Aventures (‘Joconde, or The
Adventurers’, Paris 1814), Blum’s translation uses not only German words, but also
“German” music out of Mozart’s (1756-1791) Die Entfiihrung aus dem Serail (‘The
Abduction from the Seraglio’, Vienna 1782) and Die Zauberflote (‘The Magic Flute’, Vienna
1791), as well as Karl Maria von Weber’s (1786-1826) Der Freischiitz (‘The Marksman’ or
‘The Freeshooter’, Berlin 1821).

In the second half of the nineteenth century, a fundamental shift in the principles of the
musical representation of the seraglio is to be observed: instead of using pre-existing music,
the opéra-comique L ’Ours et le Pacha staged in 1862 in Marseille (restaged and printed in
1870 in Paris) featured original music by Francois Bazin, just as Antonio Ghislanzoni’s
(1824-1893) aforementioned Italian version was to be newly composed by Costantino
dall’Argine (1842-1877). At about the same time, the original and now somewhat
anachronistic vaudeville was restaged in Paris, but this time it represented the seraglio in a
musically more “realistic” way: the inhabitants of the seraglio, astonished by the bear’s
performance, would no longer sing “Quel talent ...”, but “hollali mahomet...”, i.e. in a
“Turkish” lingua franca modelled on Moliere (1622-1673).
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Evening Program Concert at the Austrian Cultural Forum
“Lord Byron’s Dream”

Matthew Head (London) (Presentation), Anna Pangalou (Athens) (Mezzo-soprano), Stefano
Cavallerin (Perugia) (Piano)
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Friday, May 28™, 2010

09:30-11:00

Session IV “Through the Eyes of the Other”

Chair: Evren Kutlay Baydar (Istanbul)

1. Orlin Sabev (Sofia) European ‘Seraglios’ and ‘Strange Arts’ as Seen and

Described from Ottoman Encounters from the
Seventeenth to the Nineteenth Century

It is well known that a person’s initial contact with unknown civilizations causes cultural
shock. Unfamiliarities--from shapes, aesthetic understandings, modes of behavior, ways of
entertainment, to technological facilities, and so forth--not only draw strangers’ attention but
spark their curiosity and normally arouse comparative comments and interpretations. It was
true, for instance, for Western travelers and envoys to the Ottoman Empire who penned in
their travelogues and letters about unknown and curious matters they had the opportunity to
see and observe there. Equally, the Ottoman travelers and envoys abroad had the same
cultural shock when visiting or observing countries and customs quite different from their
own cultural milieu. However, in contrast to the Western observations of the Ottoman East,
the Ottoman observations of the European West still remain terra incognita in scholarship.

This paper will attempt to reveal and focus on Ottoman encounters with European arts such
as printing, painting, theatre, opera, and dance (including masked balls). The Ottomans
usually defined these with the Arabic adjective acaib (or acayip in Turkish) meaning ‘strange
things’, or ‘wonders’. Besides the basic connotation of being ‘unknown’ or ‘unfamiliar’, the
definition apparently had other connotations as well, such as ‘curious’, ‘surprising’, or
‘eccentric’.

Besides military campaigns, the Ottomans actually started to travel to Europe as cultural
encounters only in the seventeenth and more intensively in the eighteenth century. The
earliest observations of European “strange arts” were penned by Ottomans who originated
from Central European lands such as, for instance, Ibrahim Pecgevi (Pécs in Hungary, 1574-
1650), who in his History provides a short account of a “strange” European art like printing,
still unused at the time by the Ottomans. For Katib Celebi (Istanbul, 1609-1657) printing was
also a “strange art”, although he referred not to European, but to Chinese printing activities.
Evliya Celebi (Istanbul, 1611-1682), who seems to have been the first Ottoman to describe
his impressions of the European West when he was the personal assistant and scribe of Kara
Mehmet Pasha (?-1684), who visited the Habsburg Imperial court as an Ottoman envoy in
1665. In his famous Seyahatname (‘travelogue’), Evliya Celebi described his impressions of
Vienna and its lively printing activities, technological achievements and fashion, as well as
the activities and roles of Viennese women in public. As a matter of fact, all the Ottoman
visitors to the West, whose cultural artefacts make a clear distinction between selamlik, the
visible men’s world, and haremlik, the hidden and invisible women’s world, express
amazement about the equal place that women and men share in Western public spaces.
Temegvarli Osman Aga (‘Osman Aga of Temesvar’, the phrase ‘of Temesvar’ being part of
his name), who spent seven years in captivity there, also describes what he observed there as
acaib-i garaib (‘strange and curious’).

The eighteenth-century Ottoman envoys to European countries provide much more detailed
accounts of the “strange arts” they had opportunity to observe there. Yirmisekiz Celebi
Mehmed Efendi (?-1732) spent eleven months in Paris (1720-1721) as an Ottoman envoy to
the French king and then related his observations in a Sefaretndme (‘Book of Embassy’),
including those from his attendance at the opera house. In his words, “there was a special
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place in Paris, called opera, where acaib sanatlar [ ‘strange arts’] were performed”.

Yirmisekiz Celebi Mehmed Efendi’s first ever longtime Ottoman embassy set a precedent;
subsequent Ottoman ambassadors penned embassy reports upon their return to their
homeland. In particular, ambassadors such as Hatti Mustafa Efendi (Vienna, 1748), Dervis
Mehmet Efendi (St. Petersburg, 1755), Sehdi Osman Efendi (St. Petersburg, 1757-1758),
Ahmet Resmi Efendi (Vienna, 1757-1758; Berlin, 1763-1764), Silahdar Necati
(St. Petersburg, 1771-1775), Abdiilkerim Pasha (Moscow, 1775-1776), Ebu Bekir Ratip
Efendi (Vienna, 1791-1792), Abdiirrezak Bahir Efendi (Paris, 1845), and others yet to be
investigated, provide more or less detailed accounts of their attendances at performances at
European theatres, opera houses, masked balls, classical concerts, etc.

The paper will not only describe these accounts but will also try to highlight the change in
perception towards these “strange arts” throughout the seventeenth to nineteenth centuries.
Throughout this period the Ottoman visitors to the West became gradually more accustomed
to Western culture, but although perception became calmer, the general Ottoman attitude
towards such arts remained more or less conservative and sometimes even condemnatory.

2. Nazende Oztiirk-Yilmaz (Istanbul) European Music Embraced in the Ottoman Seraglio
during the Nineteenth Century

The nineteenth century was a period of change for Istanbul culture. Taking the West as a role
model became more common in this period, which caused a number of traditional values
gradually to fade away, and thus a new understanding of culture was established in the heart
of Istanbul lifestyle. Because Istanbul was situated between East and West, the new taste
could not completely evolve in its real form, but it took a new shape by adapting to the city’s
cultural pattern. The diversity of Istanbul’s social structure was incomparable to any other
European city and the support from the Court was significantly effective in shaping new
directions in art.

The first change took place in military music which was the continuation of Mahmud II’s
(1785-1839, 1.1808-1839) military reforms. Polyphonic music was first developed in the
Court, and then spread to other layers of society. Meanwhile, opera and other musical
performances were held in the Pera region which was the face of Istanbul heading west.
Western-style musical training was added and adapted to Turkish music style which had
already existed in the Court. Countless musicians were trained from the dynastic family.
Artists and their activities were always supported by the Court. Musical samples indicating a
synthesis of traditional taste and Western style were produced. Accepting a completely
different genre of music into the formal and daily life of a court without abandoning the
traditional style was a progressive act for an established culture. There are several causes of
the successful development of Western music at the capital city Istanbul. Substantially, the
Court and the members of the Dynasty manipulated this innovation in art.

11:15-13:15
Session VI “On the Vienna Stage”
Chair: Michael Hiittler (Vienna)

1. Strother Purdy (Wisconsin, Milwaukee) /rene, Doomed Queen of the Seraglio: A Wise
Austrian Looks at Moslem-Christian Violence
(Vienna 1781)
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This paper is an expansion of one part of an unpublished survey I called “Western Literary
Reflections of the Fall of Constantinople in 1453: with a tribute to Karoly Kisfaludi”, the last
named being a Hungarian playwright whose 1821 drama [rene—about the beloved victim of
Mehmet II (1432-1481, first reign 1444-1446, second reign 1451-1481), The Conqueror [of
Constantinople], and Shadow of God on Earth--remains untranslated, my own partial
translation as yet unachieved. In 2003, at the Mediterranean Studies Association congress in
Budapest, I gave a slide lecture under the title of “Western Literary Reflections”, touching
upon several points of my survey. Writers and works I included, besides Kisfaludy, were the
historian Michael Critobulo (1410-1470), Giovanni Mario Filelfo’s (1426-1480) Latin poem
Amyris (1471-76) on the deeds of Sultan Mehmet II (r.1444-1446, 1451-1481); Matteo
Bandello (1480-1562); Kelemen Mikes’ (1690-1761) Térékorszagi levelek (‘Letters from
Turkey’, written 1717-1758); Samuel Johnson’s (1709-1784) play Irene (1748); Edward
Gibbon’s (1737-1794) The History of the Decline and Fall of the Roman Empire (1776-
1789); the libretto of Die Entfiihrung aus dem Serail, written 1781 by Christoph Friedrich
Bretzner (1748-1807) for Johann André (1741-1799) and adapted in 1781-82 by Gottlieb
Stephanie the Younger (1741-1800) for W. A. Mozart (1756-1791); and William Butler
Yeats’ (1865-1939) ‘Byzantium poems’ (1926, 1930). My present interest, the proposition to
you of a “Doomed Queen of the Seraglio”, concentrates on one part of my survey, a little
known, and under-appreciated work, popular for four centuries, the Irene legend Skizze eines
Trauerspiels (‘Sketch of a Tragedy’; 1781) of Cornelius Hermann von Ayrenhoff (1733-
1819), a Viennese field marshal in the Austrian army and dramatist in, we might say, his
slippered moments. He turns the story into the tragic stupidity of religious antagonism, with
an uncannily predictive eye, yet with a psychological subtlety that in no way diminishes the
erotic undercurrent in both love and murder.

2. John Sienicki (Grand Rapids, Michigan) But Not All Are Gentlemen: The Dark Side of the
Harem Fantasy in the Works of Perinet, Spiess, and
Hensler (1791/1794)

During the years of the French Revolution (1789-1794), German authors were allowed
somewhat more freedom than usual to write realistically and critically. In some German
states, there was a great flowering of the genre of the popular novel, both for entertainment
and as an instrument for discussion of social issues. These novels had a major effect in the
1790s on the Viennese popular theater tradition, particularly at the Leopoldstadt Theater,
where, under the leadership of Karl Friedrich Hensler (1759-1825), comedy was often a
disguise for social commentary and moral instruction.

Two of the young writers who rose to fame under these conditions were the playwright
Joachim Perinet (1763-1816; Austria) and the immensely popular novelist Christian Heinrich
Spiess (1755-1799; Saxony and Bohemia). Both of these wrote major works in 1791 that use
the “Turkish” capture-and-rescue plot. But instead of portraying the Middle East as just as
civilized as Europe, as in Mozart’s Entfiihrung aus dem Serail (1782), these works contain
episodes that are built around the elements of the Turkish stereotype that were threatening to
Europeans.

In Perinet’s Kaspar der Fagottist (‘Casper the Bassoonist’, music by Wenzel Miiller; Vienna
1791), the captive women are shown working as slaves, spinning thread, exactly as if they
were “immoral” women rounded up by the police and placed in one of Vienna’s recently
introduced and controversial workhouses, in an elaborate musical number punctuated by the
“fick, fick” of the overseer’s (orig. ‘Frauenwichter’) whip. In Das Petermdnnchen (‘Peter
Puck’ or ‘The Peter Elfin’, dramatized by Hensler in 1794, music by Joseph Weigl; Vienna
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1794), Spiess, strongly influenced by the beginnings of scientific folklore collection and the
beginnings of modern psychology, uses the threat of castration by a sultan in Cairo forcibly
recruiting harem guards, to focus his proto-Freudian allegorical tale of the conflict between
the human sexual drive and Christian morality.

3. Lisa Feurzeig (Grand Rapids, Michigan) The Harem Transplanted? A Hopeful Picture of
Bigamy in Schubert’s Unfinished Opera Der Graf
von Gleichen (1826-28)

The legend of the Graf von Gleichen has been retold many times. A Crusader, enslaved by
Saracens, becomes romantically involved with the sultan’s daughter. She escapes with him;
they return to Europe, and the Graf receives papal permission to enter into a second marriage
while his first wife is still living.

Eduard von Bauernfeld (1802-1890) began work on a libretto on this theme in 1826; his
friend Franz Schubert (1797-1828) began composing the music in 1827, although it had
already been rejected by the Viennese censors. When he died the following year, Schubert
had completed detailed sketches for almost the whole opera. The choice to compose the work
suggests a strong identification with the project, perhaps because of its positive view of
multiple marriage. Bauernfeld’s two-act structure, with Act I in Cairo and Act II in Germany,
shows how an Eastern institution might be transplanted to Europe, while Schubert’s music
inspires empathy for the characters and their decisions.

Bauernfeld assigns the traditional exoticist view of Eastern ways to comic servant characters,
who decry harem life with overtones of appreciative envy. The three elite characters, by
contrast, enter earnestly into a harem life redesigned for their circumstances: it is
Christianized and based on mutual consent of all parties, and the two wives will live as loving
sisters.

Schubert reveals Suleika’s sincere new faith by composing a chorale-like prayer for her. At
the same time, he draws the Graf and Grifin, both originally associated with flat keys,
increasingly into Suleika’s sharp-key harmonic world as the three-way partnership develops.
He also employs harmonic progressions that have been linked in his music with themes of
transcendence, as if to show that the three characters are moving into a higher form of love.

13:15-14:15

Lunchbreak

14:15-16:15

Session V “Byron’s Harems”

Chair: Matthew Head (London)

1. Himmet Umunc¢ (Ankara) Byron’s Reveries of the Ottoman Orient: The Byronic

Representation of Oriental Exoticism

Following the fall of Istanbul in 1453, and especially upon the expansion into the Balkans
and Central Europe of the Ottoman Empire in the fifteenth and sixteenth centuries, the
traditional European perception of the Orient, which had previously been shaped by the
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Crusades, Christian pilgrimages to the Holy Land, and the accounts given by Marco Polo and
other travellers and merchants, began to change; increasingly more and more focus was put
on the Ottoman geography, society, culture, history, politics and institutions. Especially from
the seventeenth century onwards, the term “Orient,” which was also referred to as “the
Levant,” came mainly to signify the Ottoman Orient with all its social, political, cultural, and
historical variety. This growing interest in the Ottoman Orient also played a significant part
in the rise of Orientalism as a serious academic discipline in Europe, which was primarily
concerned with a full study and critique of the Ottoman Empire in every respect, ranging
from language, history, religion, culture and social life to diplomacy, domestic and foreign
policies, military and naval organization, institutional characteristics, urban and rural
settlements, and geographical features. Along European orientalists’ scholarly studies in
Turcology and also their comprehensive linguistic and historiographical writings, there was
also in Europe a growing number of travellers’ accounts of the Ottoman Orient based on
personal impressions and observations and presenting a vivid description of life and society
as well as political, institutional, architectural, archaeological and geographical details.
However, in their accounts, some travellers blended fact and fiction and tended to bring to the
fore their romanticized perceptions of the Ottoman Orient. Indeed, at the core of their
romanticized perceptions was the recurrent notion of oriental exoticism, which they
expressed not only through reveries about the Ottoman seraglio and harem life but also
through fantastic fabulations about a pleasurable and carefree way of oriental life, embedded
with sexual undertones.

In English literature, it is in Lord Byron’s writings and letters that one witnesses the
representation of oriental exoticism as such most romantically and in terms of personal
reveries. His readings in his early life about the Orient had so much influence on him that as a
young man he set out in 1808 on a three-year journey, which began in Portugal and Spain,
and took him to Ottoman Greece and Turkey. In his letters and romantic fabulations, he
recurrently used an oriental setting, in which he situated himself and his characters. So this
paper will be a close study of Byron’s fantasies and fabulations about the Ottoman Orient,
informed by his idea of oriental exoticism.

2. Mi Zhou (London) ‘Here mingled in their many-hued array’: Ali
Pasha’s Court as Harem in Byron’s Childe
Harold’s Pilgrimage and Hobhouse’s A Journey
Through Albania

Before the success of Don Juan, it was the publication of Cantos I and II of Childe Harold’s
Pilgrimage in 1812 that first established Byron’s reputation. The notoriety of Byron’s
depiction of the harem in Don Juan has overshadowed an earlier appearance of the Ottoman
seraglio in his work. In late October 1809, Byron and his friend John Cam Hobhouse (1786-
1869) visited Ali Pasha’s (1741-1822) court in Tepellene, Albania. Both Byron and
Hobhouse subsequently wrote about their encounter with the Pasha: Byron in Cantos II of
Childe Harold’s Pilgrimage (1812) and Hobhouse in A Journey through Albania and Other
Provinces of Turkey in Europe and Asia, to Constantinople, During the Years 1809 and 1810
(1813).

The harem and the womenfolk of the seraglio feature in both Byron’s and Hobhouse’s
sumptuous accounts of Ali Pasha’s court. For these British travellers new to the near East, the
harem was a place of heterogeneous pleasures and political intrigues. But these ideas of the
Oriental harem were not confined to the harem itself: they extended to Byron’s and
Hobhouse’s perceptions of Ali Pasha’s court. This paper explores the representation of the
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Albanian seraglio by Byron and Hobhouse, and argues that rather than the harem being a part
of the seraglio, the seraglio was conceived as an extension of the harem: its power dynamics,
intrigues and luxurious pleasures spilled over from the female domain into the male sphere of
the court. The heterogeneity of the harem is paralleled in the diverse ethnic groups that
strained against Ali Pasha’s rule, foreshadowing conflict and violence for Albania and its
neighbours.

3. Laura Tunbridge (Manchester) “The soft hours of Sardanapalus™: Music and
Effeminacy in Byron’s Seraglios

Music plays a prominent role in Byron’s descriptions of seraglios and harems. On the
surface, it seems the poet subscribed to familiar Orientalist tropes conflating music, the exotic
and the erotic. Yet music in these contexts is not only a symbol of feminine servitude;
occasionally, Byron also shows it to be a source of strength and freedom. In Don Juan the
sultan’s women, “Their guards being gone, and as it were a truce / Establish’d between them
and bondage, they / Began to sing, dance, chatter, smile, and play” (Canto VI, XXXIV).
Meanwhile Sevilla, in Childe Harold’s Pilgrimage (Canto 1, LIV), “Hangs on the willow her
unstrung guitar, / And, all unsex’d ... / Sung the loud song, and dared the deed of war”.

Music, when used to delimit the feminized space of the seraglio, seems to be more of a
problem for Byron’s male heroes. In Sardanapalus (1821), music is heard prior to the
entrance of the King of Nineveh: “Hark! The lute, / The lyre, the timbrel; the lascivious
tinklings / Of lulling instruments, the softening voices of women, and of beings less than
women, / Must chime in to the echo of his revel”. The “man-queen” Sardanapalus, when he
finally enters, is said to be “effeminately dressed, his Head crowned with flowers, and his
Robe negligently flowing”. He calls time spent with his harem “the soft hours of
Sardanapalus” and they are marked throughout by music.

Byron did not intend Sardanapalus to be staged, but as with many of his poems this did not
stop there being theatrical and musical adaptations of his work. This paper will focus on a
series of versions that reveal some of the complexities of representing seraglios on the
nineteenth-century British stage; attention will be paid in particular to connections between
the seraglio and effeminacy. As discussed by Edward Ziter, Alfred Bunn’s (1796-1860)
adaptation for Covent Garden and Drury Lane (1834) depended on a highly theatrical notion
of how to depict the “Royal Harem”. By contrast, Charles Kean’s (1811-1868) Sardanapalus
for the Princess’s Theatre (1853) stressed the authenticity of its stage designs, claiming to
have based them on archaeological evidence at the British Museum. At the same time--and
with no real claims for authenticity--Kean’s production made ample use of musical numbers
and dancing girls.

Kean’s emphasis on visual and musical spectacle was highlighted by a contemporary
burlesque: Sardanapalus: or, the “Fast” King of Assyria (1853). The entrance of
Sardanapalus is again heralded by music, but this time the satire is still cruder: “Why does
that music fall upon my ear? / Some soft effeminate nonsense must be near; / The music of
effeminacy savours; I hate such crotchets and such semiquavers”. As was typical of English
burlesques, their musical numbers were drawn from popular Italian operas (notably
Donizetti’s Lucrezia Borgia from 1833 and Verdi’s Rigoletto from 1851). The linking of
national musical styles and effeminacy is significant here as, perhaps, are allusions to
Byron’s personal life. Yet the broader point is the way the burlesque of Sardanapalus
overturns standard gender politics of representations of the seraglio, presenting it less as a
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place where women are subservient to men than where men are captured and weakened by
women; or, as one character comments, “I hate this poor effeminate court—this king / Ruled
by 500 wives--poor henpecked thing”.

16:30-18:30

Session VII “Between Slavery and Freedom”

Chair: Nina Ergin (Istanbul)

1. Alev Karaduman Baysal (Ankara) The Rule of Women: A Study of Power and

Femininity in the Ottoman Seraglio

Beginning from the reign of Mehmed the Conqueror (1432-1481, r. 1444-46, 1451-81), who
was considered to be the initiator of the Harem in the Ottoman Empire, especially in the
seventeenth and eighteenth centuries, the Ottoman seraglio fascinated the Europeans and was
often made the subject of European fantasies and prejudices. Essentially, this was due to the
imaginary representations and misperceptions arising from the secrecy and censure that
surrounded the life and concubines in the seraglio. However, contrary to the distorted and
mistaken perception of seraglio as such, historically, it was an institution where the
concubines were instructed in various forms of art, music, protocol and imperial etiquette,
poetry and history. Those concubines who excelled in their skills and intellectual capacity
were held in esteem and often rewarded. The favorites from among them were especially
personally praised and respected by the sultan. Beginning with Hiirrem Sultan (Roxelana)
(1510-1558) in the sixteenth century, the chief concubine who gave birth to a son by the
sultan began to exercise her power and influence not only over the other concubines but also
over the sultan himself. In this regard, first Safiye Sultan (1510-1558), Késem Sultan (1510-
1558) and Turhan Sultan (16287?-1683) were the most famous figures who had much
influence on the sultans and the politics of their time. The effects of the concubines on the
sultans were written by concubines such as Leyla (Saz) Sultan (1845-1936) and Hanzade
Sultan (1923-1998), the daughter of Sultan Vahdettin (r.1918-1922), the last Emperor of
Ottoman Empire. These sultanas were exceptional as they wrote about their experiences of
life at the palace, and in their memoirs they referred to many incidents they encountered in
the harem of the sultans. So this paper is an account of how the chief concubines in the
seraglio, from the sixteenth century onwards played a domineering role and displayed their
powers over the sultan and the politics of their time, particularly taking Leyla Sultan’s and
Hanzade Sultan’s memoirs into consideration.

2. Marian Gilbart Read (Hampshire) “Schiava son io, Corsaro!”: Does the Escape from the
Harem Dramatise the Risorgimento Struggle in
Giuseppe Verdi’s Adaptation of Byron’s The
Corsair (Trieste 1848)?

In his dedication of The Corsair to the Irish poet Thomas Moore (1779-1852) in 1814, Byron
discussed the possibility that an Oriental setting could be used by Moore to present “the
wrongs of your own country” at a time when Irish nationalism was gathering strength to
resist British rule. By 1816, Byron was associating in Milan with Italian liberals determined
to resist the imposition of Austrian rule in the post-Napoleonic Restoration, and was enrolled
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in the undercover patriotic movement, the carbonari. His works were widely translated and
adapted in Italy, and The Corsair became a popular subject for artists and musicians.

Giuseppe Verdi (1813-1901) and his librettist Francesco Maria Piave (1810-1876) began
work on their adaptation of Byron’s poem as their own involvement with Risorgimento
politics grew in the 1840s; and by the time the work was premiered at Trieste (then belonging
to Austria) in 1848, Piave himself had fought against the Austrians in Venice, and Verdi had
written enthusiastically about the patriotic uprisings across Italy.

The paper will examine the way in which Verdi’s opera Il Corsaro makes Gulnara the central
character of the piece and her escape from the harem the key act of the drama. Her
declarations of resistance and longing for freedom will be examined in the context of earlier
works which have often been interpreted as risorgimentale, and the question of Verdi’s actual
political involvement in 1848 will be explored. In particular, the political debate about
Giuseppe Mazzini’s (1805-1872) teoria del pugnale (‘theory of the dagger’) will be
discussed in considering the differing decisions of Corrado and Gulnara about using
assassination as the means of securing their escape from captivity.

3. Goniil Bakay (Istanbul) Can One Have Freedom in a Prison? : Emeline Lott’s
The English Governess in Egypt. Harem Life in
Egypt and Constantinople (1867)

Women first were made for men
Not men for them. It follows then,
That men have right to every one
And they no freedom of their own.
Hudibras

Can one understand what the “harem” really stands for from the outside? When Emeline Lott
(1897-1974) becomes governess to the children of Ismail, the Viceroy of Egypt (1830-1895,
r.1863-1879), between the years 1863-1879, she finds the opportunity to observe harem life
closely. Her account makes one feel that Lott hates the harem life but admires the luxury of
the vice regal courts. Although the “harem” is generally understood to be the abode of “bliss”
by the Moslems, Lott soon learns that it is at the same time a place of danger and corruption.
In the book, after learning about the difficulties of her position from Mr. Xanos, she leaves
for her post. She is warned: “I would have you, Madam, alive to the well established fact that
the whole coteries which you will be introduced are the very hot bed of intrigue, jealousy and
corruption. The chief eunuch is generally supposed to possess absolute powers within the
Harem, even over the princess”.

Although her contract requires her only to work in Egypt, the governess is forced to accept
another job in the Turkish harem, and thus she has the opportunity to compare the two
countries. Compared to the ladies of the harem of Egypt, the ladies of the Turkish harem
enjoy carriage and caique (‘boat’) airing daily, and revel in a degree of freedom altogether
unknown in Egypt. While Lott describes the richness of the clothes and jewelry of the women
in the harem, she contrasts this with the vulgar eating habits of the ladies. When invited to eat
with them on the floor, she declines because she cannot bear the idea of eating with her
fingers.

As Reina Lewis (1959- ) observes, harem literature emerged by the mid nineteenth century
as a sub-genre of travel writing. With writers such as Grace Allison (1860-1935) and Lucy

Symposium Ottoman Empire and European Theatre 2010
© Don Juan Archiv Wien, Goetheg.1, 1010 Wien, T. 01/2365605 Web: www.donjuanarchiv.at



Garnett (1849-1934), the public could have access to more objective and systematic accounts
of harem life than they could through autobiographical narratives. My aim in this paper is to
offer a reading of The English Governess in Egypt: Harem Life in Egypt and Constantinople
as a representative example of this genre. In doing that, I seek to examine the socio-cultural
dynamics that inform Lott’s vision and that inflect her portrayal of the harem.

Dinner at Istanbul Vilayetler Evi

Saturday, May 29™, 2010
20:00
Evening Program Don Giovanni and His Servant Pulcinella by Ankara State Theatre
Uskiidar Tekel Sahnesi — Uskiidar
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Emre Araci

Dr. Emre Araci is a composer, conductor and music historian whose research interests cover
the Euro-Ottoman musical exchange and the history of European musical traditions in modern
day Turkey. A graduate of the University of Edinburgh and for some time Research Associate
at the University of Cambridge, Dr. Araci is the author of two biographies, one of Ahmed
Adnan Saygun (1999), Turkey’s most prominent twentieth-century composer of
contemporary music, and the other about Donizetti Pasha (2006), brother of the celebrated
opera composer and master of music to Sultan Mahmud II and Sultan Abdulmecid. Emre
Araci also recorded several albums covering the music of this era: European Music at the
Ottoman Court, War and Peace: Crimea 1853-56, Bosphorus by Moonlight and Istanbul to
London, the first two of which were later released internationally by Warner Classics under
the title of Invitation to the Seraglio, and the last two were released most recently by Brilliant
Classics entitled Euro Ottomania. Based in the United Kingdom, he regularly lectures,
performs, and broadcasts under the patronage of the Carmikli family / Nurol Holding Inc.

Goniil Bakay

Goniil Bakay is an assistant professor in Bahgesehir University, Istanbul, Turkey, and holds a
Ph.D. in the Eighteenth-Century English Novel from Istanbul University (1992). Her teaching
expertise covers Women’s Studies and English Literature from the eighteenth century to the
present. She has published two books in Turkish: Virginia Woolf ve Iletisim (Virginia Woolf
and Communication) and Giiniimiiz Tiirk Kadini Basar: Ovykiileri (Success Stories from
Contemporary Women ). She is planning to publish her third book, Women and Space, this
fall. Bakay has published numerious articles both in Turkey and abroad, including “Female
Image in Lady Mary Wortley Montagu’s Turkish Embassy Letters: Fact or Fiction?”,
“Orwell’s 19847, “Women in a Virtual Prison: The Castle of Otranto”, “Similitude or
Difference? Turkish versus American Identities”, and “Why The Atraction? The Deidre
Legend Revisited in the Plays of Synge, Yeats and Lady Gregory”, to name a few. Bakay
has contributed two chapters to two books, one on Wollstonecraft, the other on the
enlightened women of the Republic published on the seventy-fifth anniversary of the
foundation of the Republic of Turkey. Her most recent publications are one article in the
interdisciplinary journalDialog, and two articles in Shakespeare Scene. Dr. Bakay is a
member of the Women’s Studies Center of Istanbul University, M.S.E.A. (Multi Ethnic
Studies Europe and America), Eighteenth-Century Studies, and K.A.D. (cultural studies club).

Alev Karaduman Baysal

Dr. Baysal graduated from Hacettepe University (Turkey), Faculty of Letters, Department of
English Language and Literature in 1990. In the same department, she received the degrees of
Master of Arts and Doctor of Philosophy in the fields of Eighteenth- and Nineteenth-Century
British Novels. For her Ph.D.dissertation, she conducted research as a guest lecturer at
Syracuse University (USA) in 2000 and at Friedrich Schiller University of Jena (Germany) in
2001, spending three months at each institution. For her postdoctoral studies on Post-Colonial
British Literature, she was at Friedrich Schiller University of Jena for three months in 2004



and instructed at the Technische Universitdt Dortmund (Germany) as a visiting lecturer in the
Erasmus Programme for two weeks in 2006. Dr. Baysal still teaches at Hacettepe as an
assistant professor. Her research interests are British cultural studies, colonial and post-
colonial British literature, the British novel and non-fiction.

Lisa Feurzeig

Lisa Feurzeig is a musicologist whose studies focus on various genres of German-language
vocal music—opera, lieder, folksong, and musical theater—particularly text-music relations,
political implications, and the connections of music and philosophy. She is an associate
professor of music at Grand Valley State University in Michigan, USA. Recent publications
include an article on concepts of knowledge in Wagner’s Lohengrin in Wagner Outside the
Ring (McFarland, 2009); an article on Schubert’s settings of poetry by Schlegel and Novalis
in The Unknown Schubert (Ashgate, 2008), and the critical edition Quodlibets of the Viennese
Theater (A-R Editions, 2008).

Marian Gilbart Read

Marian Gilbart Read studied French and Spanish Language and Literature at Oxford
University before working in arts administration and in higher education in London and
Winchester. She completed a multidisciplinary doctorate in 2004 at the University of
Southampton with “Verdi’s Un ballo in maschera: An Approach through Mikhail Bakhtin’s
Theory of Carnival”, and has research interests in nineteenth-century opera in Italy and
France. Dr. Read holds Patron memberships at the Royal Opera House, Covent Garden;
Glyndebourne Opera; Garsington Opera; Grange Park Opera; and Holland Park Opera. Her
grandfather was born in Tarsus, Turkey.

Caroline Herfert

Born in 1983 in Feldkirch (Austria), Mag. Herfert grew up in Liechtenstein. She studied
theatre, film and media studies, cultural studies, and Arabic studies at the University of
Vienna. In 2009 she completed a Master’s thesis on the Austrian playwright and Ottoman
diplomat Murad Efendi. During her studies, Mag. Herfert gained work experience in archives
and theatres. Her scientific activities include participation in the exhibition project
Wissenschaft nach der Mode? at the University of Vienna Department of Theatre, Film and
Media Studies (TFM, 2007-08); archival research for the symposium Theater der Eliten?
(Vienna, 2008); and papers at the Ottoman Empire and European Theatre 2009 and Biennale
EST symposia (both Vienna, 2009).



Bent Holm

Born in 1946; M.A., Dr.phil.; Associate Professor, Theatre Studies, Institute for Arts and
Cultural Studies, University of Copenhagen. Dr. Holm has conducted research travels to Italy,
France and India, and is a dramaturge and translator of plays, especially those by Dario Fo,
De Filippo and Goldoni. His doctoral dissertation was on Comédie Italienne in a broad
cultural, religious, and iconographic context, and he has published interdisciplinary studies on
historical and dramaturgical issues in English, French, Polish and Italian. At the moment, Dr.
Holm is preparing the English version of his book about the eighteenth-century playwright
Ludvig Holberg viewed from a dramaturgical-historical perspective. Special research focuses
include the relationship between visual arts and theatre; drama analysis and creative theatre
production; and theatricality and rituality. He is a lecturer at several international universities
and research centres, most recently in Torino, Paris, Frankfurt and Stockholm. Dr. Holm is
also a member of scientific committees and networks in Paris, Mantova and Torino, among
other cities.

Recent publications include “Il Corvo canta. Una lettura dell’adattamento lirico di Hans
Christian Andersen del Corvo di Gozzi”, in: A. Fabiani, ed., Carlo Gozzi entre dramaturgie
de 'auteur et dramaturgie de [’acteur; un Carrefour artistique européen, Longo: Ravenna
2007; “Enlightened Nordic Knights: Text, Body and Space in Jens Baggesen and F.L.Ae.
Kunzen’s Opera ‘Holger Danske,” 1789”, in: North-West Passage 5, Torino, 2008); and
scholarship on ritual and theatre, and non-western theatre (co-ed., contributor, Religion,
Ritual, Theatre, Peter Lang: Frankfurt-New York, 2008).

Mary Hunter

Mary Hunter is Professor of Music at Bowdoin College. She is the author of The Culture of
Opera Buffa in Mozart's Vienna (Princeton University Press, 2000), which won the American
Musicological Society's Kinkeldey Prize; Mozart's Operas: A Companion (Yale University
Press, 2008); and of numerous articles on eighteenth-century opera, Mozart, and Haydn,
including "The Alla Turca Style: Race and Gender in the Symphony and the Seraglio," in
Jonathan Bellman ed., The Exotic in Western Music (Northeastern University Press, 1997).

Michael Hiittler

Dr.phil.; born in Tulln, Lower Austria. Dr. Hiittler pursued theater, film and media studies, as
well as journalism and communication studies at Vienna University, having worked in a bank
for several years prior to studying. He teaches at Vienna University in the Department of
Theatre, Film and Media Studies, and lectured at Yeditepe University Istanbul (2001-2003).
Since 2001 he has been conducting research for the Da Ponte Institute and the Don Juan
Archiv Wien, and he has been head of Don Juan Archiv Wien Forschungsverlag since 2007.
Current research focuses on forms of music and popular theater in the eighteenth century. He
has published on Mozart, theater ethnology, business theater, and experimental theater in
Austria, including (ed.) Aufbruch zu neuen Welten: Theatralitit an der Jahrtausendwende
(Frankfurt/Main: IKO, 2000); (ed.) Theater. Begegnung. Integration? (Frankfurt/Main: IKO,
2003); Unternehmenstheater. Vom Theater der Unterdriickten zum Theater der Unternehmer?
(Stuttgart: ibidem, 2005); (ed.) Hermann Nitsch. Wiener Vorlesungen (Wien: Bohlau, 2005),
and (ed.) Lorenzo Da Ponte (Wien: Bohlau, 2007).



Fikret Karakava

Fikret Karakaya was born in Kayseri in 1955. When he was a student at Kayseri High School,
he took music lessons for the first time. He continued to enrich his music culture during his
period at the Fine Arts Academy (1973-1976) and the Faculty of Literature (1976-1980). He
took kemence lessons from Kamran Erdogru, and at the end of 1980 he joined the staff of the
newspaper Hiirriyet. In 1981 he passed the Radio-Television Institution of Turkey (TRT)
examination in the “professional artist” category and began working as a kemenge musician
for Istanbul Radio. At the same time he wrote articles on music for diverse encyclopedias and
made translations from French between 1980-1996.

He worked on his book entitled The Encyclopedia of World Musical Instruments between
1994-1996. However, not having completed the book, he focused on the project Bezmdra for
the Bezmara Ensemble, which he founded with the aim of performing sixteenth and
seventeenth-century Turkish music notated by Dimitrie Cantemir and Bobowski, using
forgotten musical instruments of that era. He made cheng, santur, miskal, kemanche (rebab)
and early kanun, which he designed from miniatures and written sources. Again drawing from
written and visual sources, he prepared drawings and sketches and had instrument makers
make shehrud, kopuz, early ud and early tanbur. The Bezmara Ensemble, conducted by Fikret
Karakaya (who also played cheng after developing a technique based on the technique used to
play the kanun), gave their first concert in 1998. Afterwards, by performing a great number of
concerts at home and abroad and by publishing six CDs, Bezmara gave various examples to
advance the understanding of the “interpretation of musical pieces with the instrument and
style of their era”.

Fikret Karakaya has a book ready to be published entitled Turkish Music Throughout History,
and has also published many articles in the newspapers Yeni Yiizyil and Yeni Binyil, as well as
in several magazines and anthologies. He frequently gives talks at musicology symposiums at
home and abroad, and is currently working on his book entitled Perdes, Intervals, Makams
and Jins’ (Ajnas) in Turkish Music. With this book, the author aims to turn Turkish music that
has suffered from erroneous theory and an inadequate notation system for over a hundred
years, into a notation system and theory that are respectful and suitable to its soul. He also
plans in the near future to divide his collection The Encyclopedia of World Musical
Instruments, the product of two years’ effort, into two volumes, Introduction to Organology
and The Musical Instruments of Turkish and Islamic World.

Having taught kemenche at the Conservatory of Sakarya University between 2000-2005,
Karakaya began to give lectures on organology at the Conservatory of Mimar Sinan
University in 2005. Also active as an instrument maker since 1974, Karakaya produced nearly
a hundred kemenches and repaired ones produced by former makers, besides remaking
ancient instruments for Bezmadra.

In addition to his pesrevs, saz-semais and oyun-havasis that he composed as samples of the
four makams he invented and conceived for his album titled With the Breeze of Ancient
Music, he also performed those works composed in the makams ferahnak, nishabur and early
sipihr.



Hans-Peter Kellner

Born in 1963 in Vienna; works as a stage director, dramaturge and literary translator. He
studied Scandinavian Languages and Theater Studies at the University of Vienna, and Film
Studies at the University of Copenhagen, for which he received a scholarship from the
Austrian government. Since 1986 he has worked extensively in theater, film, television, and
circus. Starting as assistant director, dramaturge and stage manager in Vienna, he continued as
Assistant of the former Royal Shakespeare Company with director Terry Hands in Berlin.
Since 1993 he has directed around thirty plays at several venues in Austria and Germany, as
well as in London, where he was based between 1995 and 2000, and where he worked with
Tom Stoppard, David Farr and Michael Kingsbury. In 2000 Hans-Peter Kellner moved to
Copenhagen, where he directed, among other plays, the first ever site specific production of
Shakespeare’s Hamlet at Kronborg Castle in Elsinore. He has translated around twenty plays
into German, many of them by contemporary Scandinavian playwrights, and he is regularly
adapting classic plays for the modern stage. In recent years he has resumed Theater Studies,
mainly related to the Scandinavian stage of the eighteenth century.

Darja Koter

Born in 1959 in Maribor, Slovenia, she studied at Ljubljana University, Academy of Music,
Department of Music Pedagogy, and graduated from Ljubljana University with a
specialization in the musical instrument makers in Slovenia. She is an assistant professor for
Music History at the Academy of Music in Ljubljana. From 1990 to 2003 she was a curator of
the Slovene National Musical Instruments Collection at the Regional Museum Ptuj, and did
post-doctoral study at the National Music Museum in Vermillion, South Dakota; the
Metropolitan Museum in New York; and the Kunsthistorisches Museum, Vienna. Her
monograph on instrument making in Slovenia was published in 2001. She works on various
topics in the Slovene history of music and music iconography. Her special branch is musical
life from the mid-nineteenth to the mid-twentieth century. Some articles about Slovene music
history of that period have been published in music reviews and monographs, and she has
collaborated at international symposiums in Europe and USA, and on other projects at the
Bonn University (2005-2007). Since 2006 she has been an editor of the special numbers of the
review Glasbeno-pedagoski zbornik Akademije za glasbo Ljubljana. Important publications
include Glasbilarstvo na Slovenskem (Instrument Making in Slovenia), 2001;
Musikinstrumente osterreichischer Klavierbauer im Landesmuseum Ptuj/Pettau (Slowenien),
1997; Entwicklung der Bldsermusik und des Instrumentenbaus in Slowenien, 2004;
Turqueries and Chinoiseries with Musical Symbols: Examples from Slovenia, 2004; Evidence
Relating to the Influences on Musical Instrument Making in Slovenia: the Intermingling of
Schools and Migration of Organ Makers, 2005; Pettauer Mcdnnergesangverein and its
Political and Socio-cultural Context, 2007; and Musica coelestis et musica profana: glasbeni
motivi v likovni dediscini od severne Istre do Vremske doline, Koper: Pokrajinski muzej,
2008.

Alexandre Lhaa



Ph.D. student in the History Department of the Université de Provence and member of the
TELEMME research unit in Aix-en-Provence. In April 2008, he attended “The Sword of
Judith” multidisciplinary conference at the New York Public Library with a paper on
“Marcello and Peri’s Giuditta (1860)” (published in Kevin R. Brine, Elena Ciletti and Henrike
Lahnemann [eds.], The Sword of Judith: Judith Studies across the Disciplines [Cambridge:
Open Book Publishers, 2010]). In June 2008 he attended the Don Juan Archiv Symposium in
Istanbul. His most recent conference papers include "Exotisme et violence sur la scéne du
Teatro alla Scala" and "Ho introdotto un leggiero cambiamento nell argomento: les tragédies
antiques adaptées a La Scala (1784 — 1823)".

Tatjana MarKkovié

Assist. Prof. Dr. Tatjana Markovi¢ teaches at the Department of Musicology, University of
Arts in Belgrade. She has also been affiliated with the Karl-Franzens-Universitit Graz as a
postdoctoral fellow (Lise-Meitner-, Elise-Richter-Stipendiatin) and the Filozofska fakulteta in
Ljubljana, and has collaborated with universities in Helsinki, Paris, Bonn, Vienna, and New
York. She is a member of the editorial board of Nutida Musik (Stockholm) and Glasbeno-
pedagoski zbornik (Ljubljana). She has published on Serbian and European music of the
nineteenth and twentieth centuries, especially on southeast European opera regarding issues of
national cultural identity, nationalism, politics and music. Her book Transfiguracije srpskog
romantizma: Muzika u kontekstu studija kulture (‘Transfigurations of Serbian Romanticism:
Music in the context of cultural studies’) was published in 2005, and Istorijske i analiticko-
teorijske koordinate stila u muzici (‘Historical and analytical-theoretical coordinates of the
style in music’) was published in 2009.

Andreas Miinzmay

Andreas Miinzmay was born in Stuttgart, Germany, and holds degrees as a scholar and teacher
of musicology, music and French language and literature; he is also a jazz musician. He taught
musicology in Berlin, Stuttgart and Potsdam, and did research on the project “Musik und
Biihne am Stuttgarter Hoftheater im 19. Jahrhundert” (University of Heidelberg/University of
Music Stuttgart). Since summer 2009 he has been editor in the editorial project “OPERA —
Spektrum des europdischen Musiktheaters” of the Akademie der Wissenschaften und der
Literatur Mainz and the University of Bayreuth. His doctoral dissertation Musikdramaturgie
und Kulturtransfer. Eine gattungsiibergreifende Studie zum Musiktheater Eugenes Scribes in
Paris und Stuttgart (University of Arts, Berlin) will be published in 2010 (Schliengen: Argus-
Verlag); his most recent publications include articles on compositional form in Satie’s Parade
(“That Mpysterious Rag. Wie Satie in Parade das eigenartige Verhidltnis von Theater und
Wirklichkeit komponierte”, in: Missverstindnis / Malentendu: Kultur zwischen
Kommunikation und Stérung, Actes du colloque GIRAF/IFFD Koln 2007, ed. Sidonie Kellerer
et al., Wiirzburg 2008), and on jazz performances in early sound movies (“Visual Jazz:
Performative Mittel afroamerikanischer Identitétsrepriasentation in Dudley Murphys St. Louis
Blues and Black and Tan Fantasy”, in: Kieler Beitrdge zur Filmmusikforschung 4, appearing



in early 2010). Andreas Miinzmay is co-editor of Tanz im Musiktheater - Tanz als
Musiktheater. Bericht eines internationalen Symposions iiber Beziehungen von Tanz und
Musik im Theater, Wiirzburg 2009.

Nazende Oztiirk-Yilmaz

Nazende (Oztiirk) Yilmaz was born in 1975. After obtaining her B.A. degree in Interior
Design at Marmara University Faculty of Fine Arts in 1999, she obtained her M.A. degree in
Turkish Art from the Turkology Research Institute, Marmara University, in 2001. She
completed her Ph.D. at Mimar Sinan Fine Arts University, Department of Western and
Contemporary Art, and since 2004 has been lecturing on art history (graduate and
undergraduate level) and cultural history at Marmara University and Mimar Sinan University.
Dr. Yilmaz is currently a part time lecturer at both universities.

Publications include “Fatih Kiilliyesinde Corba Kapisi” (‘The “Corba” Gate in the Fatih
Complex’), Akademik Arastirmalar Dergisi (Journal of Academic Studies), 16, February-
April 2003; “Bir Fatih Devri Avlu Kapisinda Baba Nakkas Uslubu” (‘Baba Nakkas Style on a
Fatih Period Court Door’), Arkitekt, May-June 2003; “Bilinmeyen Sanat Degerimiz: Sultan
Abdiilaziz” (‘Our Unknown and Distinguished Figure in Art: Sultan Abdulaziz’), Okumusg
Adam, 17, June 2003; “Osmanli Sarayinda Beethoven: Avrupa’da Bir Sehzade” (‘Beethoven
in the Ottoman Court: An Ottoman Prince in Europe’), Okumus Adam, 18, July 2003;

“Bat1 Resminde Miizik Temas1” (‘Theme of Music in Western Art of Painting’), RH+ Sanat,
6, September-October 2003. She also presented a paper entitled "An Italian Musician Family
in Istanbul: The Lombardis" for the From Administrative Reforms (Tanzimat) to The Turkish
Republic, The Italians of Istanbul and The Community's Representative Unit, Societa Operaia
Italiana (1839-1923) congress in October, 2006.

Kismet Deniz Polat

Kismet Deniz Polat is a dance researcher and a member of Movement Atelier. Between the
years 2000-2007 she undertook intensive studies on movement with the Contemporary
Turkish Dance Research Laboratory. She gives workshops on “body consciousness and
creativity” and has organized an interdisciplinary project, From Learning to Creating:
<.....my Istanbul.....> (2003 - 2006). She holds an M.A. degree in Ethnomusicology (2006-
2008) and is currently a doctoral student in Ethnomusicology at the Center for Advanced
Studies in Music (MIAM), Istanbul Technical University (2008 to the present).

Walter Puchner

Born in Vienna in 1947, he studied theater science at the University of Vienna. In 1972 he
was nominated Doctor of Philosophy at the same university with a dissertation on Greek
shadow theater, and in 1977 he became Dozent in Theater Studies with a habilitation on the



evolution of theatrical forms in Greek folk culture. From 1977-1989 he taught theater history
at the Faculty of Philosophy of the University of Crete, then theater theory in the newly
founded Department of Theater Studies at the University of Athens where he is currently
Dean. He has also taught theater history for thirty years at the Institut fiir Theaterwissenschaft
at the University of Vienna. He has been an invited guest professor at many European and
American universities. In 1994 he was elected a corresponding member of the Austrian
Academy of Sciences, and in 2001 he was decorated with the Austrian Cross of Honour for
Science and Art. He has published more than sixty books and about three hundred
publications in scientific periodicals. His research topics are the history of theater of the
Balkan Peninsula, comparative folklore and ethnography of the Mediterranean area,
Byzantine and Modern Greek Studies, as well as theory of drama and theater.

Strother Purdy

Retired professor of English, University of Wisconsin-Milwaukee, USA, American
University of Beirut, Marquette University, Milwaukee, USA.; author of Henry James: the
Hole in the Fabric and articles on literary history and lit-film.

Giinsel Renda

Received her B.A. degree from Barnard College, Columbia University, an M.A. from
Washington University, and her Ph.D. from Hacettepe University in Art History. She has
worked at Hacettepe University and chaired the History of Art department for many years.
She is presently teaching at Ko¢ University in Istanbul. She has served as advisor to the
Turkish Ministry of Culture and organized several international exhibitions. She was a
Fulbright visiting scholar in USA and guest professor at Ecole Pratique des Hautes Etudes a la
Sorbonne in Paris. She has been a member of the governing board at IRCICA. She has
lectured on Turkish art in the USA and several countries in Europe and Asia, and has
participated in many international research projects. She is the author and co-author of books
published in the United States, Europe and Turkey, and of many articles. Dr. Giinsel
specializes in Ottoman art, Ottoman painting and interactions of European and Ottoman
cultures.

Some of the books she has edited, co-edited and written are The Transformation of Culture:
The Atatiirk Legacy (ed. G. Renda, M. Kortepeter), Princeton 1986; A History of Turkish
Painting (Grabar, Renda, Turani, Ozsezgin) Genéve-Istanbul 1988; Woman in Anatolia: 900
Years of the Anatolian Woman (ed. G. Renda) Istanbul 1994; The Sultan’s Portrait: Picturing
the House of Osman (Neciboglu, Raby, Majer, Meyer-zur-Capellen, Bagci, Mahir, Renda),
Istanbul 2000; The Ottoman Civilization (ed. H. Inalcik, G. Renda), Istanbul 2002; Minnet av
Konstantinople. Den osmansk-turkiska 1700-talssamlingen pa Biby (Achlund, Adahl, Brown,
Karlsson, Kaberg, Laine, Renda), Stockholm 2003; Image of the Turks in the 17th Century
Europe (Neumann, Stepanek, Yerasimos, Renda, Gardina, Grothaus, Vidmar), Istanbul 2005;
and Osmanlt Resim Sanati (Ottoman Painting) (Serpil Bagci, Filiz Cagman, Giinsel Renda,
Zeren Tanind1).



Orlin Sabev

Born in 1970 in the town of Shumen, Bulgaria, and originally named Orhan Salih, he was
renamed Orlin Sabev in 1985 by the then regime, and this remains his official name. In 1995
he obtained an M.A. degree from the University of Veliko Tarnovo, and in 2000 a Ph.D. with
a study on Ottoman educational institutions at the Institute of Balkan Studies, Bulgarian
Academy of Sciences. Since May 2000 he has been Research Fellow at the Institute of Balkan
Studies, Bulgarian Academy of Sciences. In 2002 he was awarded the “Marin Drinov”
Academic Prize of the Bulgarian Academy of Sciences for young research fellows. Since
October 2005 he has held an Associated Professorship at the Institute of Balkan Studies,
Bulgarian Academy of Sciences. His publications include Otfoman Schools in Bulgarian
Lands, 15th-18th Centuries, Sofia, 2001 (in Bulgarian); First Ottoman Journey in the World
of Printed Books (1726-1746): A Reassessment, Sofia (in Bulgarian); and Ibrahim
Miiteferrika ya da Ilk Osmanli Matbaa Seriiveni (1726-1746). Yeniden Degerlendirme,
Istanbul: Yeditepe Yayimevi, 2006 (in Turkish).

Luca Scarlini

Born in Florence, 1966. After obtaining a degree in Florence (History of Theatre), he
continued his studies in England. He is a playwright, essayist, translator, art administrator
and editorial consultant for many publishing houses, and writes and teaches at many
universities in Italy and abroad about twentieth-century playwriting, and relationships
between literature and music. Writing regularly for publications of the Teatro Regio (Torino),
Sistema Musica (Torino), and Amici della Musica of Perugia and Ravenna Festival, he works
also for Radio 2 (Atlantis) and Radio 3 in Rome, and for Radio 3 Suite; and he creates the
music programme for Rete Toscana Classica, a 24-hour a day classic music network between
Florence and Prato. He has taught subjects in Orientalism in Italy and abroad, and in dance
and culture in Italy and Egypt. He wrote La paura preferita (2004), a book about the
relationship between Islam and Italian political and gender imagery, with many references to
dance, theatre and music. In this field he also did the edition of Costantinopoli by Edmondo
De Amicis, the most important nineteenth-century Italian book on Istanbul, with a note by
Orhan Pamuk. He has also written about turquerie in many theatre programmes, and wrote
about Karl Henrici in the catalogue of the Bozen 1600-1700 exhibition held by Museo Civico
in 2005. He is a teacher of playwriting from different angles, in many schools and academies
in Europe, including the Paolo Grassi school in Milano. He is also a teacher of History of
Performing Arts for Fine Arts Academy, Brera, in Milano.

John Sienicki

John Sienicki studied philosophy at Harvard University with Stanley Cavell and Martha
Nussbaum, who turned his interests toward literature, music, theater and film. He is now an
independent scholar in Grand Rapids, Michigan, USA, with a particular interest in genres
where classical and popular cultures intersect, such as Viennese theater and Indian film. He is
the co-editor (with Lisa Feurzeig) of Quodlibets of the Viennese Theater (2008).



Kithe Springer-Dissmann

Dr.phil., born in 1948 in Vienna. Studied pedagogy and psychology at the University of
Vienna. Works as author and editor. Became chief editor of Redaktion Tagbau (Hollitzer
Baustoffwerke Graz GmbH) in Vienna in 1999. Specializes in the research field of the history
of post, media and travelling, and is associated with Don Juan Archiv Wien.

Stefanie Steiner

Dr. Stefanie Steiner studied musicology, German literature and philosophy at Regensburg
University and Scuola di Paleografia e Filologia Musicale Cremona (M.A., 1994). She
graduated from TU Dresden in 2000 with a Dr. phil. degree in musicology. Since May 2001
she has been a postdoctoral research fellow at Max-Reger-Institute, Karlsruhe. Teaching
assignments include TU Dresden, University of Music Karlsruhe, and Ziirich University.

Publications include: Stefanie Steiner, Zwischen Kirche, Biihne und Konzertsaal. Vokalmusik
von Haydns “Schopfung” bis zu Beethovens “Neunter”. Kassel, Basel, London, New York
und Prague (Bérenreiter), 2001; “In Mohrenland gefangen...” — Bilder des Orients und
Aspekte der Aufkldrung in Mozarts Opern, in: Mozart und die europdische Spdtaufklirung,
ed. Lothar Kreimendahl, Stuttgart / Bad Cannstatt (frommann-holzboog), in print; “Most
musical, most melancholy! — Héndels L’Allegro, il Penseroso ed il Moderato nach Milton®,
in: ,,true to life” — Hdndel, der Klassiker, ed. Ute Jung-Kaiser and Matthias Kruse (=
Wegzeichen Musik Bd. 5), Hildesheim 2009, pp. 159-185; “Schiller ist von jeher ein fiir die
Componisten gefdhrlicher Dichter gewesen.“ — Zu einigen Parallelvertonungen von
Zumsteeg, Reichardt und Schubert, in: Schubert-Jahrbuch 2003-2005, ed. Michael Kube,
Duisburg 2007, pp. 139-172.

Nina Trauth

Nina Trauth studied art history, literature and classical archaeology at Karlsruhe, Heidelberg,
Vienna, Basel, and Trier. A graduate student in the Identity and Difference: Gender
Constructions and Interculturality doctoral programme at Trier University from 2000-2003, in
2005 she received her doctorate with her dissertation Maske und Person. Orientalismus im
Portrit des Barock and was awarded ‘“Nachwuchsforderpreis” of Trier University. After a
Fellowship as an Assistant Curator at the Staatliche Kunsthalle in Karlsruhe, since 2009 Nina
has been a Curator of the Sonderforschungsbereichs 600 Fremdheit und Armut (Collaborative
Research Centre 600 ‘Strangers and Poor People’) exhibition at Trier University.

Publications include: Maske und Person: Orientalismus im Portrdit des Barock, Deutscher
Kunstverlag, Berlin 2009; Dorit Schdfer, Nina Trauth: Gotthard Graubner — Radierungen,
exhibition catalogue, Staatliche Kunsthalle Karlsruhe, Kehrer Verlag, Heidelberg 2008;
Siegmar Holsten, Nina Trauth: Von Houdon bis Rodin: Franzosische Plastik des 19.
Jahrhunderts, exhibition catalogue, Staatliche Kunsthalle Karlsruhe, Kehrer Verlag,
Heidelberg 2007; “Madame de Pompadour als Tiirkin? Maskeraden zur kulturellen und
geschlechtlichen Selbstdarstellung im orientalisierenden Portrdt des Barock”, Weille Blicke.
Geschlechtermythen des Kolonialismus, (Eds.) V. Schmidt-Linsenhoff, K. Holz, H. Uerlings,
Jonas Verlag, Marburg 2004, pp. 75-96.



Laura Tunbridge

Laura Tunbridge is Senior Lecturer in Music at the University of Manchester. She studied at
the Universities of Oxford and Nottingham before gaining her Ph.D. from Princeton
University in 2002. Her publications include Schumann’s Late Style (Cambridge, 2007) and
The Song Cycle (Cambridge, forthcoming); she is also co-editor of Rethinking Schumann
(Oxford, 2010). A member of The Byron Centre at the University of Manchester, Dr.
Tunbridge has published articles about musical adaptations of Byron’s Manfred, including
“From Count to Chimneysweep: Byron’s Manfred in London Theatres”, Music and Letters 87
(2006); “Schumann as Manfred”, Musical Quarterly 87 (2004); and “Schumann’s Manfred in
the Mental Theatre”, Cambridge Opera Journal 15 (2003).

Himmet Umunc

Professor Himmet Umunc received his Ph.D. in 1974 from the University of London (King’s
College). He was promoted associate professor in 1981 and full professor in 1987. He teaches
British culture and literature in the Department of English Language and Literature, Hacettepe
University, Ankara, with which he has been affiliated for over forty years. So far he has had
various administrative tasks in the university and currently serves as the Chair of the
Department for the third three-year period. Also, in different periods, he has taught, on a part-
time basis, at Bilkent, Van Yuzuncu Yil, Manisa Celal Bayar, Kutahya Dumlupinar and
Denizli Pamukkale Universities. His research interests include British studies, American
studies, representation of Turkey in British and American writings, literary theory and
criticism, cultural studies, and comparative literature. He has published in learned journals
and presented papers at national and international conferences.

Giilgiin Ucel —Avybet

Born in Kadikdy, Istanbul. Received her B.A. Honours in History and Ph.D. in History
(1980) from Istanbul University. In 1985 she also received a diploma in Operatic Singing
from the Mozarteum Akademie in Salzburg, having studied under Prof. Rudolf Knoll.
Previously, her tutor at the Conservatoire in Istanbul was French soprano Madame Ren
Gelenbevi (formerly a primadonna in the Paris Opera House and also tutor of Leyla Gencer).
Giilgin Ugel-Aybet has been a concert soloist in Europe and Turkey since the 1970s. She
recorded an album at the Gateway Studios in Kingston, Surrey, England (1990) and was
invited as soloist by the Glyndebourne Opera in 1989. She has lectured on “Social Position
of Musicians in Europe” at the Department of Musicology, Mimar Sinan University. Dr._Ugel
—Aybet was invited by the Istanbul State Opera to be dramaturge and translator for
productions of the operas Merry Wives of Windsor” and Nabucco, and worked with Polish
director Brezinsky and American conductor Peter Ash in 1990. Between the years 1970-1974
she took post-graduate courses on European painting, art and Ottoman historiography at the
Universities of London, Edinburgh and Glasgow, and she took painting courses at the
Mackintosh School of Art, Glasgow. She also continued her original research work on
European sources of Ottoman history”. She taught History and History of Civilisation at the
American Robert College in Istanbul, Ege University in Izmir, and Mimar Sinan University
in Istanbul.



Dr. Ugel —Aybet specializes in European travellers in Ottoman lands and their observations
about the people in the Middle East, Balkans and Eastern Europe; the image of the Turk in
Europe in the sixteenth and seventeenth centuries, music and drama in Europe in the sixteenth
and seventeenth centuries, the history of medicine, and women in the Ottoman Empire. Her
work on European travellers in the Ottoman Empire in the sixteenth and seventeenth centuries
and their observations on social and cultural life was published by Iletisim Yayinlari in 2003
(Avrupali Seyyahlarin Géziinden Osmanli Diinyasi ve Insanlari, 1530-1699, pp.656,
including maps and sketches).

She was invited by international institutes and congresses to present papers on her work
from 1983 to 2009 at conferences organized by BRISMES, MESA, CIEPO, ICANAS,
IREMAM, IRCICA-UNESCO,ISHM, and CEROMDI at the Universities of Cambridge,
Oxford, SOAS London, LSE London, California (Berkeley), Aix-en Province, Heidelberg,
Vienna, Prag, Warsaw, Toronto, Hong-Kong, Istanbul, and Izmir. In 2008 she was awarded
with the “Lifetime Achievement Award — Exellence in History” by the United Cultural
Convention, USA, for her work on European and Ottoman social and cultural history.
Previously she won an award in operatic singing at the Glasgow Music Festival in 1972.

Vassilis Vavoulis

Vassilis Vavoulis (M.Mus., D.Phil.) is the UK co-ordinator for the RILM international project
of music scholarship and bibliography (Nottingham University and British Library, London).
His research interests lie in seventeenth-century Venetian opera, baroque performance
practice, rhetoric and opera poetics, and the management of humanities bibliography. He has
taught musicology and early music at Nottingham University, Oxford University, and Trinity
College, Dublin, and has published with the journals Notes, the RMA Research Chronicle,
Music & Letters, Early Music, and with the publishers A-R Editions and Berliner-
Wissenschafts Verlag.

Polona Vidmar

Dr. Polona Vidmar teaches art history at the Faculty of Education of the University of
Maribor, Slovenia. Her publications include Die Herren von Pettau als Bauherren und
Mcizene (Graz, 2006), and Turqueries, Orientals and Virtuous Heroes (Ptuj, 2007). She was
one of the curators of the exhibition Image of the Turks in the 17th Century Europe (Sakip
Sabanci Museum, Istanbul, 2005) and the curator of the exhibiton Turqueries. immagini del
mondo Ottomano nell'Europa del XVII secolo (Trieste, 2006). Her current research focuses on
the role of patrons of the arts.

Hans Ernst Weidinger




Gewerke, Dr. phil.; born in 1949 in Vienna. Studied law, classical languages, theater studies
and art history at Vienna University, and dance, voice and piano in Vienna and Prague; has
conducted study trips to Venice, Florence, Rome, Naples, Palermo, London and Prague;
taught at Scuola Normale Superiore, Pisa; Mozarteum University, Salzburg; and ISSEI,
Pamplona. Founder of Don Juan Archiv Wien in 1987. Projects include Wiener Brut (film,
Vienna 1982); Constitutionis Theresianae Revocatio (performance, Vienna 1982); La
Prétendante Chante (performance, Berlin 1984); Il Giudizio di Don Giovanni (opera —
librettist and director, Ratisbon 1986); HIC SAXA LOQVVNTVR (architectural competition,
Pfaffenberg, Berlin. Vienna, and Venice, 1993-96); Eine Oper fiir Biiropa (opera. librettist
and director, Linz 1998); Fermata Greve Piazza (opera, librettist and director, Greve in
Chianti, 2002). His Ph.D. was on /L DISSOLUTO PUNITO. Untersuchungen zur dufseren und
inneren Enstehungsgeschichte von Lorenzo da Pontes & .A. Mozarts DON GIOVANNI.

Mi Zhou

Mi Zhou is a Mellon post-doctoral research fellow based at the School of Slavonic
and Eastern European Studies, University College London. Her current research
concentrates on the representation of the Balkans in photography and literature
from the late nineteenth century to the early twentieth century. She is interested in
the way in which, during this period, photography of, and writing on, the Balkans
have been bound up with war and conflict, as subject, theme, and means of
production. Her research examines the implication of this relationship and
theorises the role of artistic media in the construction of the Balkans as a political
entity. She previously obtained her Ph.D. from University of Cambridge with a
dissertation on the use of music in E. M. Forster’s novels.

CHAIRPERSONS
Filiz Ali

Filiz Ali, founder and director of the Ayvalik International Music Academy, was born in
Istanbul. She studied piano at the State Conservatory of Ankara. Receiving a Fulbright
scholarship to study in the USA, she attended the New England Conservatory of Music in
Boston and the Mannes College of Music in New York. She also holds the Advanced Musical
Studies degree from London University, King's College, Department of Musicology. She
worked as piano teacher and accompanist at the Ankara State Conservatory (1962-65),
korrepetitor (singing coach) at the City Opera and State Opera of Istanbul (1965-72), and
piano teacher and korrepetitor at Mimar Sinan University State Conservatory (1972-85). In
1987, after receiving her degree on musicology, she became Professor of Musicology at the
Musicology Department of Mimar Sinan University State Conservatory. She was the Head of
Musicology Department of Mimar Sinan University from 1990 to 2005. Since 2006 she has
been giving a course on the Master Works of Western Classical Music at Sabanci University.
Prof. Filiz Ali was the music program producer for the Turkish Radio Television Corporation
from 1962 to 1985 and for BBC Turkish section in London from 1985 to 1986. She has been
the regular music criticcof major daily newspapers such as Cumhuriyet, Hurriyet, Yeni Yuzyil,
Radikal and Milliyet and monthly magazines such as Esquire, Marie-Claire, Vizyon, YK



Kitaplik, and Miizikoloji Dergisi (‘Musicology Journal’). She was the Artistic Director of the
Cemal Resit Rey Concert Hall in Istanbul from 1989 to 1993 and is still the Musical Advisor
of the International Eskisehir Festival. She is one of the founders of the Balkan Music Forum
and was Turkey's representative at UNESCO's 30th General Assembly of the International
Music Council at Montevideo, Uruguay, in October 2003. She is the Turkish delegate of the
European Music Council. Prof. Ali has eight published books to date. In 1995 she has
received the title of Chevalier de L’Ordre des Arts et des Lettres from the Ministry of Culture
and Francophony of the Republic of France.

Helga Dostal

Dr.phil., born in Vienna. Studied dramatics, musicology, philosophy and psychology at
Vienna University. Assistant producer for some fifty operas, plays and concerts broadcast by
the ORF. Co-organizer of major exhibitions in the Vienna Kiinstlerhaus, Museo teatrale alla
Scala di Milano and for the Prague Quadriennale. Worked with Rudolf Nurejev at the Vienna
State Opera, and was dramaturge for the Austrian Landerbiihne and the Tribune Theatre. For
ten years she was Head of the Art University Department in the Federal Ministry for Science
and Research, then Director of the Austrian Theatre Museum. Currently she is President of
the Advisory Board of the Arnold Schoenberg Centre, and President of the International
Theatre Institute of the UNESCO, Centrum Osterreich. Helga Dostal was awarded the Ring of
Honour of the Salzburg Mozarteum University.

Nina Ergin

Dr. Nina Ergin is a native of Graz, Austria, where she received a Magister der Philosophie in
Art History and a translator’s certificate in English and Turkish from the Karl-Franzens-
Universitaet Graz in 1996. She then entered the graduate program in Art History at the
University of Minnesota, Minneapolis, where she received a second M.A. and then a Ph.D. in
Islamic Art and Architecture in 2005. Her dissertation examined the life story of a hamam in
Istanbul, and she specializes in Ottoman architectural history. She worked at Istanbul Bilgi
University and taught at the University at Buffalo, New York State, before joining Kog
University, where she has worked as Assistant Professor since 2008. In her publications, she
has examined not only Ottoman bathhouses, but also contemporary Iranian art, Ottoman soup
kitchens, Turkish perceptions of the region’s Classical and Byzantine past, the soundscape of
Sinan’s mosques, and the depiction of Ottomans in a South Austrian palace’s ceiling
paintings.

Matthew Head

Dr. Head, lecturer in music at King’s College, London, is a graduate of Oxford and Yale, and
a specialist in music of the European Enlightenment. He has published on C.P.E. Bach, Minna
Brandes, Beethoven, Joseph Haydn, Mozart, and Sophie Westenholz, exploring issues of
musical character, performance, improvisation, genre, authorship, orientalism and gender. Dr.




Head is currently working on a book of essays on music, gender and authorship in the late
eighteenth century. Publications include: Orientalism, Masquerade and Mozart’s Turkish
Music (RMA Monographs 9) London: RMA, 2000; “Musicology on Safari: Orientalism and
the Spectre of Postcolonial Theory,” in Music Analysis, 22/1-2 (March-July 2003), pp. 211-
230; “Haydn’s Exoticisms: ‘Difference’ and the Enlightenment’” in The Cambridge
Companion to Haydn, ed. C. Clark. Cambridge: CUP, 2005, pp. 77-94.

Zeynep inankur

Zeynep Inankur is a professor at the Art History Department of Mimar Sinan Fine Arts
University, Istanbul. She is the author of /9. Yiizyil Avrupasinda Heykel ve Resim Sanati,
(Kabalc1 Publishing, 1997, Painting and Sculpture in 19th Century European Art); “The
Official Painters of the Ottoman Court”, Art Turc, 10e Congres. Internationale d’art turc
(Fondation Max van Berchem, 1999) and “Orientalisti Italiani”(Italian Orientalists),
Gli Italiani di Istanbul: Figure, Comunita e Istituzioni dalle Riforme alla Repubblical839-
1923, (Edizioni della Fondazione Giovanni Agnelli, 2007). Inankur, whose area of interest is
nineteenth-century European and Ottoman art and Orientalist painting, is the co-author with
Semra Germaner of Orientalism and Turkey (Turkish Cultural Foundation, Istanbul, 1989)
and Constantinople and the Orientalists (Isbank Cultural Publications, Istanbul, 2002).

Markus Kohbach

Prof. Dr. Markus K&hbach studied between 1968-1976 at the University of Vienna (Turkish,
Arabian, Byzantine and Jewish Studies, Eastern European History), making repeated study
trips to Turkey and in 1975 conducting library and archive research in Istanbul. In 1976 he
received his Ph.D. degree in Turkish Studies from the University of Vienna. In the 1975-76
academic year he became an assistant at the Department of Near Eastern Studies, University
of Vienna; between the years 1976-1991 he worked as Assistant Professor at the same
institute, where he received in 1991 tenure and rank of Associate Professor after his
Habilitation. In the 1991-92 academic year he was visiting professor at the Department of
Turkish Philology at the E6tvos Lorand University, Budapest. Since 1992 he has been Full-
Professor, Chair of Turkish and Islamic Studies at the Department of Near Eastern Studies of
the University of Vienna. He also held administrative positions at the University of Vienna;
between 1993-1999 as Head of Department of Near Eastern Studies; between 2000-2004 as
Vice Dean for Studies of the Faculty of Humanities; and between 2004-2008 as Director of
Diploma Programmes, responsible for regular Diploma Programmes in African Studies,
Ancient Semitic Studies and Oriental Archeology, Arabian Studies, Indology, Tibetan and
Buddhist Studies, Turkish Studies, and the individual International Development Diploma
Programme.



Evren Kutlay Baydar

Dr. Evren Kutlay Baydar was born and raised in Istanbul, Turkey. She received her Bachelor
degrees from Istanbul University Conservatory Piano Department and Bogazici University
Mathematics Department. From 1999-2001, she studied (with full-scholarship) at University
of West Georgia, where she received an M.B.A. (Master of Business Administration) and
M.M. (Master of Music) in Piano Performance degrees with honor, and worked as a GRA
both in business and music departments as well as for the university president. During her
studies in the US, she received an Award of Excellence at the Georgia Music Teachers
Association (GMTA) piano competition and Star of the Year award from the Music Teachers
National Association (MTNA). She performed as a pianist in Turkey and the US. She
completed her Ph.D. in Musicology at Istanbul University in 2007. Since 2003, she has been
teaching at Koc University, researching Western music in the Ottoman Empire. She gives
seminars, presents papers at conferences, and her articles are published in national and
international journals. She continues giving solo recitals related to her research subject and is
the pianist of the Trio Ad Libitum. Evren Kutlay Baydar has a book titled Western Musicians
of the Ottoman Empire published by Kapi Yayinlari, Istanbul.

Claudia Romer

Prof. Dr. Claudia Romer was born in 1956 in Vienna. After her studies of Turkish and Arabic
Studies, she received her Ph.D. in 1980 from the University of Vienna. She received
scholarships between 1974-1980, working on the editing of Ottoman documents from the
Haus-, Hof- und Staatsarchiv, Vienna. Since 1984 she has worked as lecturer at the Oriental
Institute of the University of Vienna, having become Assistant Professor in 1985, and
Associate Professor in 1992 with her Habilitation from the Faculty of Humanities of Vienna
University. Since 2008 she has been Department Head of the Oriental Institute of Vienna
University. She holds memberships with the Balkankommission der Osterreichischen
Akademie der Wissenschaften, Wiener  Archdographisches Forum, Deutsche
Morgenlidndische Gesellschaft, Executive Committee and Executive Board of the
International Association of Ottoman Social and Economic History, and is the General
Secretary of CIEPO (Comité international des études pré-ottomanes et ottomanes; president:
Michael Ursinus, Heidelberg).

Michael Walter

Michael Walter is Professor of Musicology at the University of Graz. He heads the
Department of Musicology and the Center for Cultural Studies. He has edited and co-edited
several books, among them three volumes of the Jahrbuch fiir Opernforschung (1985, 1986,
1990) and Text und Musik: Neue Perspektiven der Theorie (Munich, 1992). He is author of
Hitler in der Oper: Deutsches Musikleben 1919-1945 (Stuttgart, 1995/2000), "Die Oper ist ein
Irrenhaus": Sozialgeschichte der Oper im 19. Jahrhundert (Stuttgart, 1997/Tokyo 2000), Richard
Strauss und seine Zeit (Laaber, 2000), and Haydns Sinfonien: Ein musikalischer Werkfiihrer
(Munich, 2007). He has also published numerous articles and book contributions on the music



history of the Middle Ages, the history of opera, classical music, Richard Strauss, and on music
and musical life in the first half of the twentieth century.

ARTISTS’ BIOGRAPHIES

Anna Pangalou

Anna Pangalou is a mezzo-soprano and studied singing with Christa Ludwig and Antonietta
Stella. In June 2002 she finished her studies in the Athenacum Konservatorium in Athens
(Singing Class of Marina Grilovitci) with the highest merit. She has participated in several
Master Classes with Aris Christofellis, Jeanette Pilou, Helga Wagner and Gena Dimitrova.
Since 2004 she has continued her studies under the guidance of Christa Ludwig and
Antonietta Stella as a scholar of the Alexandros Onassis scholarship. She is a winner of the
International Dimitris Mitropoulos Competition in 2003 (First Prize). Since her debut in 2004
she has sung as soloist in several concerts (with piano, ensemble, and orchestra) with arias
from operas, lieder and contemporary music in Vienna, Frankfurt, Athens, Limasol and
Munich. She also sang the part of Koryphée in the first performance of the Opera Eymenides
from B. Tole in the ancient Amphitheater Herodus Atticus in Athens, the Wesendonk Lieder
from Wagner, the Maeterling Lieder from Zemlinsky in Athens Megaron Concert Hall with
Camerata Orchester, and Dreispitz from Manuel de Falla with the Siidwestdeutsche
Philharmonie in Konstanz. She was invited to sing in the State Opera from Thessaloniki, as
well as in the new production of Elektra from Richard Strauss in the Megaron Opera House in
Athens.

Stefano Cavallerin

Stefano Cavallerin began to study music in Perugia, Italy, where he received a diploma in
piano at the Conservatory F. Morlacchi, and continued his musical studies at the
Musikhochschule in Vienna (Diploma in composition). During his stays in Vienna he has
worked as a concert pianist together with pianist Russell Ryan (Italy, Austria). After his
studies, he was a coach in master classes for singers (Alfredo Kraus, Vienna; Gabriel
Bacquier, Geneva; Antonietta Stella, Rome) and for the reopening of the Teatro sociale in
Como, and also for the Rossini Opera Festival (Pesaro). He appeared as pianist for the
premicre of the opera Maximilian Kolbe (Eugeéne lonesco-Dominique Probst, Rimini). He was
also assistant of the composer Egisto Macchi (Rome). In 1998 he composed the music for the
operina by Jaein ou "Wwyyrsthh Eine Oper fiir Biiropa (Linz, Brucknerhaus). He alternates
between coaching, composing, and collaborating as researcher for the Don Juan Archiv Wien
and for the Institut Studium Faesulanum.



