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Gecis Cizgileri
(in medias res)

Basak Senova

Gece gibi iilkeden iilkeye gecerim;
Garip bir soz giiciim vardir;
Yiiziinii gordiigiim anda anlarim,
Beni dinleyecek kimseyi tanirim:
Bu hikaye hemen ona anlatilir.

Samuel Taylor Coleridge"

Elgiz Koleksiyonundan bir se¢kiyi, Ge¢is Cizgileri (in medias res)’ni igleyen bu kitap, oncelikli
olarak Midillide gerceklesen ayni baslikli sergiye eslik etmektedir. Sergiye ev sahipligi yapan Halim
Bey Konagrnin hikayesi, ozellikle Elgiz Koleksiyonunun Midillide bir sergiyle yer almasinin
arkasindaki niyetle birlikte bu kitabin tarihsel ¢cercevesini olusturmaktadur.

Kitabin ilk boliimi Can Elgiz’in sanat yapitlar1 toplama arzusu, Elgiz Ailesi Koleksiyonu, Midilli
Adast ve konagin 6nemini agikladigi metinle agiliyor. Daha sonra bu boliim, Stratis Balaskas’in
Osmanli Imparatorlugu’'nun son dénemindeki Midilli Adast ve bu adadan Kulaksizoglu Ailesi
tizerine yazdig1 kapsamli bir metin ile ilber Ortayli ve Omer Madra’nin ada ve konak {izerine
yazdig1 metinleri bir araya getiriyor.

Ikinci béliim, projenin gelisim siirecini, serginin kiiratorii olarak benim uyguladigim mekansal
Ozelliklerin ve imlerin sekillendirdigi kiiratoryel yontembilimi, kavramsal ¢erceveyi, sanatci

yapitlarini se¢im siirecini ve serginin mekansal tasarimini agimliyor.

Uciincii béliim sergide yer alan sanat yapitlar: ve sanatgilar hakkinda bilgi verirken, son béliim sergi
acilisini sosyal ve kiiltiirel bir eylem olarak belgeliyor.

Bu kitap, milletleraras: tarihi ve kiiltiirel baglantilar1 tekrar tartismak, tekrar distinmek, tekrar
algilamak adina sergiyi bir koprii olarak distinen, miitevaz: bir girisim olarak kabul edilebilir.

! Yasl Gemici, VII
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11| 1 €xw Tov Adyov TV aAddéxoty Shvaun-

(ln medIaS res) SRR e ' ev0is pe 10 mzv dw T0 TPOTWTIO TOV,
. : ' 10V dvBpwo MOV TIPéTeL vax Y’ akoVoEL TOV PYwpilw-
Mnagax stoﬁa Ty otopia pov ogeilw var Tov Siddéw.

Zauove)l Téthop Korpir(!

H napovoa éxdoon mepiéxet g Ipappég Iepdopatog (in media res), pia emhoyn épywv tng
ovAhoyng EAykiC kot ovvodeter v opwvoun ékBeon mov eafPe pépog otn AéoPo. H idia 1 wotopia
Tov XWpov Tov Apxovtkol Tov Xahip Mmén, pali pe T0 GUVOAKO Opapa Trg Stopydvwong (ag
¢kBeonG pe To GUYKEKPLUEVO DAIKO 0 avTd TO eAANVIKO vNoi, oploBetel To Stakeifevo avtov Tov

BiAiov.

g mpwteg oelideg Tov Piphiov o Tlav EAykil pag eEnyel to mdBog tov wg ovAAéxTn, Tnv oTopia
™G ovMoyng trg owoyévelag EAyki(, kabwg kat tnv daitepn onuaocio g Aéofov kar Tov
apxovTikot yia v €kBeon avtr. AkohovBel £va TEPLEKTIKO KAl EUMEPIOTATWUEVO KEIUEVO TOV
Ztpati) Mrokdka yia tnv otkoyéveta Kovdakailoyhov am6 tn MuTiAfjvn kot Ty LoTopia Tov vnotov
katd v oBwpavikn mepiodo, pali pe emovotwdn keipeva twv Iunép Optaili kaw Ouép Mavtpd
OXETIKA [LE TO APYOVTIKO KAl TO VIOl YEVIKOTEPQL.

To debtepo uépog meptypaget tn Snovpyikn Stadikacia tng eEA&ng Tov mpoypdppatog eénywvtag
napdAnia tn peBodoloyia empéheiag mov akoovdOnke pe Paom TG XwpoTagIkeS SlauTepdTITES
KA IPOEKTACELG, TO EVVOLOAOYLKO TTAALGLO, TNV EMAOYN TWV £PYWV Kal TO 0XeSLAOUO TOV XWPOL TNG
ékBeong amod éueva wg empLeAnTPLA.

To tpito pépog agopd ta ekbépata kal TOvG KAAAITEXVEG eV TO TeEAeVTaio UEPOG ATOTIUA Ta
gykaivia TG €kBeong WG KOVWVIKT Kal TOAITIOTIKE XELPOVOLiaL.

To BiPhio avtod pmopei va Bewpndei wg pia tamewn mpoomdBeia mpooéyyiong piag €xdeong

WG YEQUPAG Yl TNV avakivion, avabewpnon Kat Tov enavanpoodSloploid TwV LOTOPIKWV Kol
TOMTIOTIKOV SeoU@V HeTadd Twv Aawv.

Y H pipa tov yepo-vavixot, {



Lines of Passage
(in medias res)

Basak Senova

I pass, like night, from land to land;
I have strange power of speech;
That moment that his face I see,

I know the man that must hear me:
To him my tale I teach.

Samuel Taylor Coleridge"

This book was essentially published to accompany an exhibition that took place on the Greek
island of Lesvos featuring the exhibition Lines of Passage (in medias res), a selection from the Elgiz
Museum Collection. Nevertheless, the story of the historic venue known as the Halim Bey Mansion
—presently the Municpal Art Gallery of Mytilene-along with the intention to realize an exhibition
with this particular collection on this Greek island forms the historical context of this book.

The first chapter of the book begins with Can Elgiz’s essay explaining his desire to collect, the Elgiz
family collection, and the significance of Lesvos and the mansion for this exhibition. Following
this, the first section of the book chronicles the project through a comprehensive text about the
Koulaxizoglou Family of Mytilene and Lesvos Island during the late Ottoman Empire period by
Stratis Balaskas and subsequent texts on the treasures of the island and the mansion by Ilber Ortayl
and Omer Madra.

The second chapter explores the development process of the project along with the curatorial
methodology, which was shaped by the spatial specifications and implications, the conceptual
framework, the selection of the artworks, and the spatial design of the exhibition by myself as the
curator of the exhibition.

The third chapter is dedicated to the artworks and the artists, while the final chapter documents the
opening of the exhibition as a social and cultural gesture.

This book can also be considered as a humble attempt to present an exhibition as a bridge to re-
discuss, re-think and re-perceive historical and cultural connections between nations.

! The Rime of the Ancient Mariner, VII
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Midilli’nin
Kulaksizoglu Ailesi
Osmanli imparatorlugunun

son doneminde bir ailenin
burjuvalasmasi

Stratis Balaskas

Kulaksizoglu Ailesi’yle ilk olarak gorece olagandis: kogullar altinda tanistim...

19 Ekim 1990, Cuma sabahinda, Hatzigrigori Caddesi 25 numaradaki geleneksel konak, sahipleri
tarafindan yasal bir sekilde yikildi. Bunun 6ncesinde konagin yer aldig1 arazinin igletmesiyle ilgili,
Yunan biirokrasisinin tipik 6rnegi olan ufak bir hadise yasandi. Birkag ay sonra, konagin yerinde
¢ok kotit beton bir bina insa edildi. Biinyesinde otel barindiran bina arazinin gevresine korkung
zarar veriyordu.

1879da insa edilen Hatzigrigori Caddesindeki konak, eskiden infaz yeri olarak kullanilan ve Cinar
Camii’ne ¢ok yakin olan bir bolgede, diger zengin mubhitlerin arasinda yer almaktaydi. 1950’ye kadar
tiim mahalle caminin ismi sebebiyle “Cinar Camii” olarak adlandirilmistir. Biraz ileride, caminin
arkasinda, “Arapin’ka’da (Arap Mabhallesi) “emeklilikleri” sonrasi siyahi hizmetciler kalmaktayd.
Hala ayakta duran binalar gercekten “altin” bir doneme taniklik etmistir. Midillinin efendisi, Halim
Bey’in oglu Suphi’nin ailesiyle birlikte Hatzigrigori Caddesindeki konakta yagadig1 donemdi. Suphi
Bey’in ¢ocuklar1 Duriye, Ferih, Semih ve Miizdandur.

13 Ekim 1923de, torunlarindan birinin ifadesine gore Suphi Bey ve ailesi Lozan Antlagmasrnin
yurirlige girmesiyle adadan ayrilir. Botlarinin ad: “Barig”tir. Adadan ayrilmalarindan hemen 6nce
Suphi Bey, yiizyillarca Yunanlarla birlikte yasamis olan Tiirk yerlilerin gidis anin1 kameraya alir.
Ayrica arkada biraktig1 sehirle birlikte gidecek oldugu yerin de fotografini ¢eker. Tiim bu fotograflar
20. yiizyithn baginda bizlere Ayvalik ve Midilli hakkinda fikir verir. Bu fotograflarla birlikte bir
kartpostal Kulaksiz Ailesinin paha bicilemez sicilini olusturur ve Nazir Mustafa Aga Kulaksizzaade
ile baslayan ailenin tarihinin -en azindan bir kisminin- yeniden yazilmasina zemin hazirlayarak 19.
ylzyilin basindan 1923% kadar olan 120 yillik Lesvos tarine de adin: yazdirir.

Mustafa Kulaksiz aniden 19. yiizyillin baglarindaki Midilli tarihinde yer almaya baglar. Panayotis
Samaras’n kitab1 “Koulaxizides™ gore, Kallonide bir jandarma olan babasi Bermer Ahmet bir
kavgada kulaklarindan birini kaybettigi icin “kulaksiz” adin1 alir. Lakap ise bir siire sonra aile ad1
olur. Ote yandan, aileye gore de Mustafa Kulaksiz Midilli’ye daha annesinin kollarinda bir ¢ocukken
gelmistir. Babasi yenigeri agas1 olan Mehmet Aga Trabzona yola ¢tkmadan énceki son muharebede
bir savasta kulagini kaybetmis, Trabzonda da evlenmistir. Orada Mustafa dogmus ama bir stire
sonra babasi erkek kardesleri tarafindan éldiiriilmiistiir. Pesinden annesi onunla birlikte Midillideki
amcasina kagmistir. Bu yilizden Mustafa, Midillideki bir evde yetismis; kisa siirede tinii Sultan’in
sarayina ulastig1 icin “nazir” olarak atanmis ve Midilli bolgesi ile karsisindaki kiyinin agas: olmustur.
Ancak, hickimse yalnizca iine bakilarak aga olamaz. Iste bu noktada Mustafa Kulaksizzaade
hakkindaki tarih caligmalari baglar. Mustafa, Lesvos 1821'de Yunan Isyan: ile ¢alkalandiginda
onemli bir rol oynar. 27 Mayis 1821 yilinda Papanikolis Eressos’ta Sultanin gemisini yakar ve
geminin yakildig1 giin, 6nemli “culusiler” olarak bilinen ¢ok sayidaki Midilli Hristiyanlarinin
katliamiyla beraber Haziran'n ilk giinlerindeki Ayvalik katliamini da tetikler. Midilli Psikoposluk
Tarihine gore, 43 Hristiyan Midillideki Pazar yerinde katledilmis, bir¢ok diikkan ve ev 27 Mayis
1821, Persembe giiniinde yagmalanmustir. Ayrica iki kisi de Keramiada 6ldiiriilmiistiir. Saldiranlar
Anadolu tarafindan Midilli cephesini gii¢lendirmek i¢in gelen ve “bagibozuk” olarak bilinen
diizensiz birliklerdendi. Daha sonra Filiki Eteryanin iiyeleri Yannakis Lemonis ya da Kontogdis ve
Hatzigrigoris Ioannou Osmanli yetKkilileri tarafindan infaz yeri olarak bilinen Paptsouda bolgesinde
asilmigtir. P.Samarasa gore, Mustafa Kulaksiz Aga bu 6nemli anda sehrin sokaklarina firlamis ve
ayaginda terlikleriyle 6fkeli Tiirk kalabaligin1 sakinlestirmistir. Ardindan bu kétiiliige son vermis ve
“rayah” olarak bilinen kolelestirilmis Midilli yerlilerini yaklagsmakta olan katliamdan kurtarmugtir.
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Bityitk Nazir Mustafa Kulaksiz Aga, glinimiiz Epano Skaladan baglayarak Osmanli Tahkimat
Kapisinin 6nii “Orta Kapu’ya kadar uzanan ve bugiin Synoikismos olarak anilan yeldegirmeni
tekesindeki vakif arazilerinin sinir1 olan kars: tepenin yukar: kisimlarina kadar genis bir araziye
sahipti. Mustafa Aga Miisliiman pazarlarinin giiniimiiz Ermou Caddesinde, Midillinin en biiyiik ve
en giizel camilerinden Yeni Camii yaninda ikiye ayrildig1 yerde evini insa etti. Biraz 6tede ise pazarin
biiyiik hamamini “Carsi Hamam™ insa etti. 1835’te vefat ettiginde, giiniimiizde {lkokul olan caminin
mezarhigina defnedildi. Bityitk mirasinin yani sira Mustafa Aga, ayrica geriye iki ogul birakti: smail
ve Niyazi ya da Mintat.

Ilki gehrin 1834’ten 1839’a kadar nazir1 -siyasi ve iktisadi yoneticisi- (muhasebeci)’ydi ve ondan
sonra da Osmanli Devletinin yeniden yapilanmasinin pesi sira mutasarriflik yapti. Ismail Pasa
hakkinda bir¢ok hikaye biliniyor fakat kendi tarihinin en 6énemlisi heniiz yazilmig degil. Kendisi
hakkinda en ¢ok bilinen geylerden biri bugiin ilkokul olarak kullanilan bélgede yer alan konagi.
1844 yilinda, geng Sultan Abdiilmecid’in dahi misafir olarak kaldig1 gorkemli konak bugiin yalnizca
Simos Houtzaios'un fotograflarinda mevcut. Midillinin Yunan Devleti ile birlesmesinden kisa bir
siire sonra, konak 1922-1930 yillar1 arasinda 5. Tabur tarafindan kisla olarak kullanildi. Okul yikimin
ardindan yeniden insa edildikten sonra, konak miilteci aileler i¢in barmak olarak kullanildi. Ayn
evde, Sultan’in ayrilisinin ardindan miihiirlii duran odada Suphi Bey’in 19. yiizyilin sonlarina dogru
fotografi gekildi. Ismail Paganin ii¢ oglu ve dort kizi vardi. Sakir Bey, Halil Bey, Mustafa Paga, Halim
Bey, Beyza, Nefise, Giilsiim ve Naime. En gen¢ ogul, Halim Bey ayrica Lesvos ve 6zellikle Midilli
tarihine katkida bulundu. Anis1 hala babasinin evine yakin olan ve bugiin Belediye Sanat Galerisine
ev sahipligi yapan konagin sayesinde yasamakta. Halim Bey 1920de vefat etmis ve Yeni Camiideki
aile mezarhigina defnedilmistir. Cenaze merasiminin oldugu giin Yunan toprag olan Midillide hem
Yunan hem de Tiirk ditkkanlarin onun onuruna kapandig: gozlerden kagmamalidur.

Halim Bey’in ilk esinden iki oglu oldu: Muhtar ve Suphi. Calisanlarindan biriyle yasadig: yasak bir
asktan ise oglu Kenan diinyaya geldi. Ikinci esi Vazide Hanimidan da 11 ¢ocugu vardi. 7’si dogum
esnasinda hayatini kaybetti. Diger tigli de, Feridun, Resai ve Nuriye, geng yasta vefat ettiler. Halim
Bey’in en geng ¢ocugu, Cavide, 1901de dogmus ve Midillideki baba evinden birkag metre 6tede
yer alan, konagin misafirhanesinin arkasindaki meshur Fransiz Ursuline Okulu'nda okumugtur.
Ayvalik'ta kisa bir siire kaldiktan sonra, Cavide Istanbul’a taginir ve bir Deniz Kuvvetleri Subayz ile
evlenir. 1994 yilinda ise Goztepedeki Kulaksizoglu evlerinde vefat eder. Son sozleri “Nerede benim
glizel Midillim?” olmustur.

Suphi Bey, bahsetmis oldugumuz gibi, Midilliden Ayvalika 13 Ekim 1923 yilinda taginmustir.
Midillideki Tiirk niifusun cami yakinlarina yerlesmis olduklarini géz 6ntinde bulundurmak gerek.
Bu sebeple Yeni Camii yakinlarinda yagayan ailelerin esyalar1 camii avlusunda toplandi ve oradan
da yeni evlerine gonderildi. Aileler kendilerine tahsis edilen evlere husunetle yerlestiler ve cocuklar:
Panayia ton Orphanon bahgesindeki okullara katildilar. Hayat, elbette aniden gift¢i olmak zorunda
birakilan Midillili soylular igin zor. Suphi Bey, yine de bir giin bir sekilde Midilli'ye donecek olmanin
timidiyle yasad1. Bu timitle hayatinin son yillarini Ayvalik'ta gecirdi ve 1969 yilinda Tesvikiyede vefat
etti. Esi ve ¢ocuklar1 Istanbul'da bir apartman dairesine tagindi. Kizi, 90 yagin iistiindeki, Miizdan
2002 yilinda evinde beni agirladi ve ailesiyle beraber oglu Can Elgiz’in evinde yilbasini kutladik.
Eger biiytikbabasi yukaridan bizi gorebilseydi, muhtemelen mutlu bir sekilde giiliimserdi...




H olkoyévela
KouAa€iloyAou 1ng
MutiAnvng

0 aoTIKOG HETAOXNHATIOUOG Hla
OLKOYEVELAG 0Ta UoTEPA Xpovia
g 0Bwpavikng Autokparopiag

Ztpatiy Mnakdoka

Me 1o 661 Twv Kovha&ilndwv ouvavtiBnkamoh nepiepya. .. To mpwitng [apaokevng 19 OktwPpiov
1990, ot 1810k TrTEG €VOG apyovtdomiTov atov aplBpd 25 g odov Xatlnypnydpn, mpoxwpnoav
otV «vopun» katedagion tov ktiopatodg tovg! Eixe mponynBei pua amd Tig pkpokoppatikég —
TapAmoMTIKEG LoTopieg TNG ENANVIKNG YpagelokpaTiag pe GTOX0 TNV «eKUETAAAEVOT)» TOV O1KOTIES OV
OTIOV €0TEKE TO APXOVTOOTITO. Alyovug pijves LETA, oTny idta B€0om XTioTNKE EVa TOLUEVTEVIO EKTPWHAL
mov onpepa @Lhogevei pia emiyeipnon evotkiafopévwy Swpatiwv kat To onoio TpooPdlet Pavavoa
To dopnuévo meptPaAlov TG mePLOXNG.

Xtiopévo ota 1879, to apyovtoomito g odov Xat{nypnyodpn Ppiokdtav mokd kovtd oto Towvap
Tlapi g MutiAfvng. Tomog katoikiag evmopwv MuTIAnvIwy, 1 Yopw amd to tlapi meproxm, eixe
TIAéOV OTapATIOEL VA XproLpoTioteital wg «ouviOng Tomog ektedéoewv». ATd To tlapi fagtiotnke
Kat OAn 1 eptoxn, mov Aeyotav «Towap Tlapi», wg tn Sexaetia Tov 1950. Iavw and to tlapi frav
Ta «Apamivior, TOToG kaTotkiag Twv pavpwv dovdwv ota apxovtdomita Twv Tovpkwv PeTd TNV
«ovvtaglodoTnon» Tovg, evd Ta oTtiTIa TTOV CW{oVTAL PEXPL KAL CTIUEPA HAPTVPOVV LKL TIPOLYHOTIKA
«xpvot) mepiodo. Eivat avtr) 1) mepiodog mov o ytog tov dpxovta Tng MuTiAnvng, Tov Xaknu Mmen,
0 ZovQ1| KATOIKEL e TNV OLKOYEVELR TOV, 0TO apxovtoomito g odov Xatlnypnydpn. Madid Tov
Zoven Mnién n Ntovpuyté, o Qepiy, o Zepiy kat  Movlvtav.

2116 13 Oktwppiov Tov 1923, cVUPwva e TN HapTupia TwV anoydvwy Tov Zov@r Mmnén, oe epappoyn
™G ZuvOnkng g Aoldvng amoxwpodv amd o vnoi OAa ta uéAn g okoyévelag Tov Zovgn Mrén,
ue To mAoio «Baris» -tov ota Tovpkikd Ba TeL «etprvry. Alyo, OUwWG, TPOTOL avaxwproet o Zoven
Mmnéng @povtifet va KaTaypayel (e TN QWToypa@Lkr Tov unxavr t Stadtkacia Tng amoxwpnong
tov Tovpxikov, obvolkov éwg 16T pe Tovg EAAnves, otoigeiov g moAnG. Méoa oe avtég Tig
PWTOYPAPIES, EMMALOV, KATAYPAPETAL 1] TTOAT TTOV APriVeL OTIWG Kat VT 0TNV omola katevBhveTtal
Kat pag Sivouv efaupetikd eviiagépovoeg TAnpogopieg ya o Aifali kat T MuTiAvn ekeivng g
emoxng. Mali 8e pe aAleg pwtoypagieg kat pia KAPT TOGTAN cLVOETOVY TO TOAVTIHO apXeio TNG
owoyévetag twv Kovha&iindwv, 6mwg amokalodoav Tnv 0IKOYEVELL AUTI) OL XPLOTIAVOL KATOLKOL
™G AéoPov. Anotéheoav O yla HEva TNV aQoppn pia amomelpa avaypayipatog g Lotopiag evog
TOVAGXIOTOV TUAHATOG TNG Papiliag mov pe mpwto to Nalip Movotagd Ayd Kovhakoi( Zaadé
oppayloe T AeoPlaxn otopla emi 120 xpovia, and TG apxég Tov 190v wg to 1923.

O Movotagd Kovhadilng eppaviobnke Eagvikd ot Mutihnvia wotopia, oTig apxés tov 190v
awwva. Zoppwva pe to Piprio «KovAakilndeg» tov IMavaywwtn Zapdpa, rav yiog evog Lapmitn
(xwpogvAaka Tng emoxng), Tov Mreppép Axpét, and v Kallovr mov xpwotodoe to dvopa tov
010 OTL éva Ppadv palwoe e Evav AAhov opoPabio Tov kat Tavw oTo TAAEHa £XAOE TO OO auTi
tov. To mapatoovkAt «KovAdk oil», Sixws avti SnAadr, £yive Gvopa olkoyevelako.

Zopgwva TTaAL pe TN okoyevelakn mapadoon, o Movotagd Kovha&ilng npbe ot MutiAfvn pwpd
naudi, TNy aykaAtd Tng pévag tov. O matépag Tov Mexpét Aydg, and Toug agevTades TwV YEVITOAPWY
otnv Kiovtdyeta, gixe xaoeL 1o auti Tov 0€ pua pdyn, Tnv tekevtaia mov £dwoe mpoTtov tpaPrifel katd
v Tpanelobvta, 6mov kot TavtpevTnKe. Exel yevvrBnke kat 0 Movotagd, Tov Opws 0OVTOA EUeLve
0pPavOS pa KL oL Pappnddeg Tov okoTwoav Tov aded@o Tovg kat matépa tov. H péva tote Tov
apmnake ki €tpele ot MutiMijv oTo omitt evog Beiov Tneg. Ze avtd To MuTiAnvio omitt peydAwoe o
Movota@d, TpAveye, Kt 1] YT TOL £QTace PEXPL TO TAAATL TOv ZovAtavov Tov Tov Stoploe Nadipn.
Exmpoowno tov Snhadt, avwtato SoknTh Tng meploxng TN MuTIARVNG Kot TwV amévavTL akTmy.
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Ouwg, x&pn 0Tn eNun povo, ToTé Kat Kavévag Oev YIveTal a@EvTng evog TOTOV. Ze auTo6 To onpeio
apxilet o poAog NG oTOPIKNG €pevvag yia To poro tov Movotagd Aya Kovlakeil Zaadé. H
ovppetoxn g AéoPov ota g EN\nvikng Enavaotaong tov 1821 emtpémel v avadegn tov
Movotagd Ayd o kvpilapxn oto viot poper. H mupndinon tov Zovitavikov Sikpotov atnyv Epecod
ano tov IamavikoAr), oTig 27 Mdiov 1821, Sivel Tnv agopun yia T yvwotr o@ayn 6to AiPali, oTig
pTEG Uépeg Tov Tovviov. Aiyeg pépeg TpLy, Opwg, TN idta T pépa TnG TVPTOANONG YiveTal 0T
MutiAfivn 1o «peydho tlovhotow. Zbpgwva pe Kodika tng Mntponoing Mutihrvng, tnv Iléuntn
27 Maiov 1821, capdvto TPeLS XpLoTLavol oQayTnkay oTny ayopd g MutiAnvng evaw AenAatnOnkav
omitia kot payalid. Axopa dvo okotwOnkav oty neploxny Kepapuwv. Olot Tovg and efaypropéva
HITOLAOVKIA OTAKTWV a6 TNV ACLATIKT] aKTH, TOUG YVwoTovg PactPoulodkovg, e Toug omoiovg
eixe evioxvBel, Aoyw tng EAAnvikng Emavaoctaong, n ¢povpd g MutiAfqvng. Apyotepa, oTov
ovvOn exTOG KAOTPOL TOTO ekTeENéTEwWY, OTNV Teploxr NG Ilantoovdag (MAdTwpA KOVTA GTOV
IMaudtkd Xtabpod tng MuTiAfvng), ektedobvTal e anayXoviopo and opyava tng OBwpavikng apyxig
ot duhkoi Tiavvakng Aegpovig ) Kovtoydng kaw Xatlnypnyopng Lwdvvov. Zougwva mdvta pe to
BiPAio tov IT. Zapdpa «Kovhailndeg», oe avtr) v kpiown yia tovg EAAnveg otiypn epgaviotnke
0 Movotagd Aydg Kovha&ilng «mov fyrfike otovg Spopoug pe Tig mavtodgAeg kat kabnobyaoe tov
egayplwpévo Tovpkikd Ox\o, GTAUATNOE TO KAKO Kt E0woe Tovg MuTiAnvaiovg paytadeg amo Béfan
YEVIKI GQayn».

IStoktnoia tov Meydlov Nadipn Movotaga Ayd Kovha&iln, fitav pa peydn otkonedikn éktaom mov
apxile and N onpeptvi) meploxr) g Endvw ZkdAag -pmpootd oty pecaio moAn tov OBwpavikon
TEiYOUG TOV KAOTPOL TN YvwoTh wg Optd Kamov- kat katéhnye otny mévw HepLd Tov amévavtt
AOPOV -0TIG TAPVPEG TOV PAKOVPLOV TIOV AVIKE OTOV TEKE TOV AVEHOUVAOV-, OTIOV O ONUEPLVOG
JUVOLKIONOG. X €va TUAHO QUTHG TNG €KTAONG, eKel OOV KOPOTAV OTN UEDT] 1] HOVGOVAUAVIKY
HepLA TNG ayopds, TNG onueptvig 080 Eppod, o Movotagd Aydg €xTioe To OTITL TOL Kal, TOAD
KOVTA 0g auTd, To HeYaAVTEPO Kat wpatotepo Tlapt Tng MutiAnvng, To Néo Téuevog, To Tevi Tapi.
Atyo mapamépa, €xtioe To peydho Aovtpd g ayopag, to Toapoi Xapap. IeBaivovtag, to 1835,
Bagtnke oo vekpotageio Tov Taplod Tov, ekel Omov onpepa PpiokeTat To 50 AnpoTikd Xxoheio
™G MutiAfvng. Extog and pa tepdotia meplovoia, o0 Movotagd Aydg agnoe kat 6vo yovg. Tov
Iopan kat Tov Niadi ) Mivtar.

O mpwTog, and To 1834 wg to 1839, frav Nalipng g moAng, moAitikog Snladn) kat olKOVOpIKOG
(MovyaoeneTong) StevBuvtrg Tov vnolov. Amo to 1839 S kat petd, pe v avadiapBpwon tov
OBwpavikov kpdtovg, Stowkntrg (Movteoapigng).

Ta v wotopia tov IopanA Ilacd éxovv ypagei TOANG, aAAd TOANG TeploooTEPa SEV £XOLY YpaPEL.
AT Ta yvwoTOTEPA MAVTWG KOUUATLO TNG ival TO TEPIQNUO APXOVTOGTITO TOV, GTO OLKOTESO TOV
omoiov onuepa Ppioketal xTIOUEVO TO 80 Anuotik6é Zxoleio Mutidnvng. To apxovtoomito avtod,
OWOEVO QWTOYPAPIKA 0To Aedkwpa Tov Ziptov Xovt{aiov, pihoeviiBnke to Mdio tov 1844 o
veapog ZovAtavog Met(it. Aiyo petd tnv anelevBépwon tng Mutidfvng, xpnotponowOnke oav
ZTpaTwvag yla TN oTéyact Tov 500 AdXov kat, petd to 1922 wg kat Ty kateddeion Tov o 1930
Kal TV avéyepon Tov oxoAeiov, emti Yrovpyiag IMawdeiag Tewpyiov Mamavdpéov, yia ) @hoevia
TPOOPUYIKWV OLKOYEVELDV. Ze avTd TO OTiTL, Kal HAALoTA 0TO SWUATIO TTOL Yo TOAAL Xpovia
TAPEUEVE KAELOTO HETA TNV aAVaXWpPNoT Tov ZovAtdvov and to vnoi, pwtoypagiletal o Zover
Mrnién, ota TéAn Tov 190V awwva.

O Iopan\ maocdg eiye Té00eplg ylovg kat téooepls kopeg. Tov Takip Mmén, Tov XaAnh Mmnén, to
Movotagd IMacd kot tov Xalip Mnén. Ki akopa v Mneild, ™ Negiog, n Tkiovdoovp kat
Naipé. O Xahfp Mnéng, ukpotepog yog tov IopanA Iaod, mépace kat avtdg otn AeoPrakr otopia
Kat, Waitepa, otny wotopio g TOANG. H pviun tov mapapévet {ovtavi péxpt kat orpepa xapn oto
APXOVTOOTILTO TOV, XTIOHEVO TIOAD KOVTA OTO apXOVTOOTITO TOV TIAMTIOV TOV. XfHEPA TO APXOVTIKO
Tov XaAnp Mrnén oteydlet tn Anpotikr [ivakoBrkn. I1EBave to 1920 kat OAQTNKE GTO OLKOYEVELAKO
Ta vekpotageio tov Fevi Tlaui. A&iler va onpewwdei 611N pépa g kndeiag tov otnvy EAAnvikn ma
MutiAnvn ékhetoav oe evdelfn tung EAAnvikd kat Tovpkika payalid tng ayopds.

Maudtd Tov XoAnp Mmén firav o Movxtdp kat 0 Zovn ano v mptn Tov yvvaika, o Kevav,
KOPTIOG TTAPAVOHOL £pWTOL TOV [E (Lol ATIO TIG VTINPETPLEG TOV OTUTION, Kat 11 moudié amod tn Sedtepn
yuvaika tov, T BaTowté Xavoop. Entd and avtd nebaivovv otn yévva. Tpia, o Peptvtody, o Peodi
kat 11 Ntovpiyé, meBaivovv oe pukpn nhikia. To pkpotepo mawdi tov Xaknu Mnén, n Toafuvté,
yevvnOnke to 1901 kot poppwdnke otnv mepignun yio tr) MutiAnvn TadAwkr ZxoAr), Tn) ZyoAn pe tig
OvpoovAives mov Bprokotav Aiya pétpa and to matpikd g omitt, akppig micw and Tov Eevva
Tov omttod Tov XoAnp Mmén. Metd and wa ovvtopn napapovr 6to AiPali, n ToaBwvté petakopilet
otnv KovotavtivoonoAn, mavtpebetar évav aflwpatiko tov IToAepukod Novtikod kat, TEMKA,
nieBaiver 10 1994 otnv Kwvotavtvodmoln, otnv mohvkatoikia Kovha&ifoylov, oto Tkiolrene. H
tehevtaia TG Qpdon «Népevte pmevip YKovlEX MvTihips», Tov onpaivel «mod eivat ) 6popen pov
MuTAfvi;».

O Zoven Mmniéng, 6mwg avagépBnke kat Tapandvw, petakiveitat and tn Mutihnvn oto Aifali otig
13 OxtwPpiov tov 1923. Ag onuewwdei edw 6TL N petakivinon twv Todpkwy MutiAnviwv yivetou
KATA TO OVOTNHA TNG YerTviaong Toug pe kdnoto tlapi. ETol, Ta mpdypata Twv olkOyeVELDY IOV
pévouvv kovtd oto Tevi Tlopi, yla mapddetypa, petagépovtat otov adAeto Xwpo tov Tlapod kat
amnod ekei avayxwpoby yla TNy Kawvovpyta tovg eotio. Xto Aifali, eykabiotavtatl mpdxetpa o€ KATOL0
omitt Tov Tovg dtatiBetal, evad Ta TaUSIA PoLITovV 0T OXOAeia TOV ADAELOV XWPOL TOV VAOD TNG
[Tavayiag twv Opgavav. H {wn, PéPata, eival Shokoln yia Tov acto g MutiAfvng, mov Eagvikd
vroypewvetal va aoxohndei pe t yewpyia. Me v kpvn eAntida tng emotpo@ng ot MuTiAnvn
mepvaet Ta tehevtaia Xpovia g {wrig Tov oto Aifali kat votepa oty Kwvotavtivodmoln, 6mov
kat meBaiver to 1969. H o0luyog kat Ta maudid Tov petakopilovv oe £va volKlaouEvo oTitt 0To
TeoPixtyte. H kopn tov Mov{vtay pe vtodéxOnxke kot pe gtho&évnoe, vmepevevivtaypovn mia, oTnv
I16An o 2002. Me v owoyévela TG, 0to omitt Tov yobd ¢ Toav EAykil, yoptacaue pali ta
Xplotodyevva ekeivig NG XpOoviag. Av o tanmovg tng pog PAerne and kdmov ynha Ba xapoyehoboe
EVXAPLOTNHEVOG. ...
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Koulaxizoglou
family of Mytilene

The bourgeoisification of a
family, in late Ottoman Empire

Stratis Balaskas

I first met the Koulaxizoglou family under rather peculiar circumstances...

On Friday morning, October 19" 1990, the traditional mansion at 25 Hatzigrigori Street, was lawfully
demolished by its owners. The fact was preceded by one petty story, typical of Greek bureaucracy,
concerning the exploitation of the land where the mansion stood. A few months later, an atrocious
cement building was constructed, in its place. It housed a hostel and was a violent effacement of the
surrounding architecture.

The mansion on Hatzigrigori Street, was built in 1879 and located among other wealthy residences
in an area formerly used as the local execution spot, very close to the Cinar Camii. Until 1950, the
whole neighbourhood was called “Cinar Camii’, named after the mosque. A little further behind the
mosque, at “Arapin’ka” (the negro neighbourhood), the black servants dwelled after their “retirement”.
The houses that are still standing witnessed a very “golden” period. It was the period when Soufi, the
son of Halim Bey master of Mytilene, lived with his family, in the Hatzigrigori Street mansion. Soufi
Bey had four children and they were Duriye, Ferih, Semih and Muzdan.

On October 13%, 1923, according to the testimony of his descendants, Soufi Bey and his family, left the
island after the implementation of the Lausanne Treaty. Their boat was named “Baris”, which means
“peace” in Turkish. Just before their departure, Soufi Bey took a picture with his camera capturing the
departure of all the Turkish inhabitants that had lived side by side with the Greeks for some centuries.
He also captured the city that he was leaving behind, along with the one he was heading to. All of
these pictures help us to understand the cities of Mytilene and Ayvalik at the beginning of the 20™
century. These photos together with a single postcard constitute the priceless record of the Koulaxizi
family. These documents triggered an effort to rewrite the history(at least one part of it) of a family
that beginning with Nazir Moustafa Aga Koulaxiz Zaade, put its stamp on Lesvos history for over 120
years beginning in the 19" century until 1923.

Moustafa Koulaxizi appears suddenly in Mytilené’s history in the beginning of 19" century. According
to Panayotis Samaras’ book “Koulaxizides”, Moustafas father was Bermer Ahmet, a gendarme from
Kalloni, who took the name Koulaxiz one night after losing an ear in a fight; “koulak siz” means
without ear. The nick name gradually became a family name. However, according to the family
history, Moustafa Koulaxizi came to Mytilene when he was still an infant in his mother’s arms. His
father, Mehmet Aga, a yenitsar master, had lost his ear in war; during the last combat before heading
to Trapezounta, where he married. It was there that Moustafa was born, however he soon lost his
father, who was killed by his brothers. After that, his mother took him and fled to the home of an
uncle in Mytilene. Thus, Moustafa was raised in a Mytilene household. His reputation soon reached
the Palace of the Sultan, who appointed him Nazir, or his representative, the master of the whole area
of Mytilene and the opposite shore.

Nobody however could become master based on reputation alone. Here begins the historical research
about Moustafa Koulaxiz Zaade. Moustafa began to play an important role on Lesvos during the
Greek Revolution of 1821. On May 27, 1821, Papanikolis torched the Sultan’s ship at Eressos, and
triggered the infamous massacre of the citizens of Ayvalik, known as the great “tzoulousi’, as well
as the massacre of large numbers of Mytilene Christians during the first days of June. On the same
day of the destruction of the Sultan’s ship, 43 Christians were also slaughtered in Mytilene’s market,
and many shops and houses were looted, according to the Mytilene Diocese Codex. A further two
were killed at Keramia. The attackers, not regular troops, were known as bashibazouk, came from the
Asian coast to strengthen the Mytilene guard. Later, the members of Filiki Eteria Yannakis Lemonis or
Kontogdis and Hatzigrigoris Ioannou, were hanged by the the Ottoman authorities, at the commonly
used public execution place in the Paptsouda area. According to P. Samaras, at this critical moment,
Moustafa Aga Koulaxizi “rushed into the city’s streets, wearing his slippers, and calmed the furious
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Turkish mob. He thus put an end to evil and saved the enslaved Mytilene inhabitants (rayahs) from
the impending carnage”.

Great Nazir Moustafa Aga Koulaxizi owned a sprawling piece of land, which began from present day
Epano Skala, in front of the middle Gate of the Ottoman Fortification, Orta Kapu, and extended to
the upper part of the opposite hill, the boundaries of the vakouf belonging to the windmill teke, which
today is called Synoikismos. Moustafa Aga built his house on this land, where the Muslim market is
divided by the present day Ermou Street and next to the biggest and prettiest mosque of Mytilene,
Yeni (New) Camii. He also built the big bath of the market, Carci Hammam which was also very close
to the mosque(Yeni Camii). He died in 1835, and was buried in his mosque’s cemetery, where the 5%
Elementary School currently stands. Apart from a huge fortune, Moustafa Aga, also left two sons,
Ismail and Niazi or Mintat.

The first, Ismail, was the city’s Nazir, the political and financial (muhasebeci) commander of the island
from 1834 until 1839, and after that, following the reorganisation of Ottoman State, he became general
commander (mutasarrif). Many stories are known about Ismail Pasha, but the most important facets
of his history have not yet been written. He is most famous for his mansion, which today is replaced
by the 8" Elementary School of Mytilene. In 1844, even young Sultan Mejit stayed as a guest at the
impressive mansion which can only be seen today in Simos Houtzaios photos. Shortly after Mytilene’s
incorporation into the Greek state, the mansion was used as barracks for the 5" battalion. Between
1922 and 1930 the mansion was used as a refugee shelter after which a school was built following its
demolition. Sufi Bey is photographed, at the end of 19" century in that same house, in the room that
remained sealed after the Sultan’s departure.

Ismail Pasha had three sons and four daughters: Sakir Bey, Halil Bey, Moustafa Pasha, Halim Bey,
Beyza, Nefise, Giulsum and Naime. The youngest son, Halim Bey, made a contribution to Lesvian
history, specifically the history of Mytilene. His memory remains alive, through his mansion, situated
very close to his father’s house, which today, houses the Municipal Art Gallery. Halim Bey died in 1920
and was buried in the family cemetery at Yeni Camii. It should be noted that on the day of his funeral,
in Greek Mytilene, both the Greek and Turkish shops of the market remained closed, in his honour.

Halim Bey had two sons, Mouhtar and Soufi, with his first wife, and another son Kenan was the fruit
of his illegal love relation with one of his servants. He had and eleven children with his second wife,
Vazide Hanum. Seven of them died during childbirth. The other three, Feridoun, Resai and Nuriye
also died very young. Halim Bey’s youngest child, Cavinde, born in 1901, studied at the famous
French Ursuline School of Mytilene, which was situated a few meters away from her paternal home
just behind the mansion’s guest house. After a short stay in Ayvalik, Cavinde moved to Istanbul, wed
anaval officer, and died in 1994, at Koulaxizoglou block flats in Goztepe. Her last words were “nerede
benim giizel Midili?”, meaning “where is my beautiful Mytilene?”

Soufi Bey, as we have already mentioned, moved from Mytilene to Ayvalik on October 13" 1923. It
should be noted that the Turkish population of Mytilene were organized and relocated into groups
according to their neighbourhood mosque. Thus, the belongings of the families which lived next to
Yeni Camii, for instance, were transferred to the mosque’s yard and from there to their new home.
They were roughly settled in a house that was given to them and their children attended the schools
that were housed in the yard of Panayia ton Orpahnon (Virgin of the Orphans). Life was, of course,
difficult for a Mytilene bourgeois, who was suddenly obliged to become a farmer. He, nevertheless,
lived with the secret hope that he will somehow return to Mytilene. He spent the last years of his life at
Ayvalik and later in Istanbul where he died in October of 1969. His daughter, Muzdan, who was over
ninety, welcomed me into her home in 2002. We celebrated Christmas with her family, at her sonss,
Can Elgiz’s house. If her grandpa could see us from above, he would certainly be smiling happily...




Midilli Adasi ve ” ' _

Halim Bey Konagi

[lber Ortayl

Midillideki Molivas kalesiyle Canakkaledeki Behramkale aras1 asag1 yukar1 6 kilometredir. Bu iki
uctaki kaleyle bu Bogazdan Akdenize herhangi bir askeri/bahri kuvvetin gecisi 6nlenebilmektedir.
Nitekim Osmanli tarihi boyunca kanal bu yoniiyle Venedik ve Cenova gibi Italya sehir
cumbhuriyetlerinden gelen gemilere kapali tutulmustur. Midillinin zapti 1462'de Fatih Sultan
Mehmet devrindedir. Bundan sonra da oraya bir kesim Tiirk yerlestirilmis ve nitekim adada sadece
ziraatla degil gemicilikle ugragan Tiirkler de vardi. Bu Sakiz ve Midilli adalar1 goz 6niine alindiginda
istisnai bir durumdur.

20. yuzyilda fetihten, 1462'den beri bu yana Midilli'ye Anadoludan bir hayli Tiirk yerlestirilmis ve
Midilli'ye ¢ok yakin bir baska idari birimde de Sakizda da dyleydi. Buralarda Tiirklerin gemicilik
okullar1 vardi. Nitekim Barbaros Hayrettin (Orug) ve kardegleri Midilli sekenesindendir. Hig
stiphesiz ki ta 1912'de Yunanistan'in tek zirhlist olan Averof’un, (bu arada belirteyim ki bizde zirhli
yoktur o tarihte) Midilli adasini istirdat etmesiyle bu hakimiyet sona erer. Bundan sonraki on
senenin i¢inde Tiirk cemaati kismen bu tarafa go¢ etti fakat bilhassa 1923’te baslayan anlagmayla
27ye kadar devam eden miibadele siireci boyunca biitiin Midilli nifusunun, adanin yan bélgelerine,
bilhassa zeytin bolgesi olan Ayvalik ve Balikesire yigildigini goriirtiz. Midilli bugiin de 11 milyonun
tizerinde kayith zeytin agaci olan yesil bir adadir. Adada bilhassa Marion bolgesinde gordiigiimiiz
Roma su kemerleri de gosterir ki bir¢ok adalara gore sarnigla, yagmur suyuyla degil fakat giimrah
su kaynaklariyla beslenen bir yerdir. Ziraat ve hayvancilik onun igin ¢ok rahat yapilabilmektedir.
Mesela, koyun siiriileri agikta beslenebiliyor ve kurt vs gibi vahsi fauna yok. Balik¢ilik kaynaklar:
genistir. Bilhassa Kaloninin bulundugu kérfezde bunu goriirsiiniiz; adanin ¢ok énemli boliimiinde
bu hali¢ yer alir. Midillinin eski eserleri boldur. 1912'de Imparatorluk’tan ayrilip Yunanistan'a
katildiktan sonra adanin dis iktisadi iligkilerinde genel olarak ekonomik yapisinda bir gerileme s6z
konusudur. Bugiin de Yunanistan'in iktisaden ve siyaseten en gayrimemnun bolgelerinden biridir
ama aslinda kaynaklar: fakir degildir, yoksun bir cografyasi oldugu sdylenemez. Bir zamanlar
adada bir Tirk niifus vardi. Burada bu ztimrenin biiyiik zeytinlik sahiplerini miibadeleden sonra
Tirkiyede de taniyoruz, isletmelerine devam ediyorlar. Hatta yine bulunduklar1 kéylerin adini
tasiyorlar. Kugkusuz orada bir biirokrasimiz de vardi.

Sevda ve Can Elgiz ciftinin soyu Kulaksizsogullaridir. Kulaksizoglu Halim Bey mutasarrif olarak
Midillide bulundu. Belki 6biir tiyeler de yarg: sisteminde ¢alistilar. Kendi genis konaklar1 vard.
Miibadelede onlar da bu tarafa gog ettiler. Simdi bilhassa eserlerin uzun zaman kendi haline
birakildigi, tahrip oldugu donemden sonra Tiirkiye ile Yunanistan arasinda bir restorasyon yarisi
basladi. Bu sivil bir davranistir. Yani ayn1 anda agag1 yukar: gerek turistik amaglarla gerek kiiltiirel
amaglarla, mesela biiyiik metropolitan kiliseleri dahil olmak tizere, Rahmi Bey’in (Kog¢’un) Ayvalik’ta
restore ettirdigi gibi baz1 eserler de restore ediliyor (Suzan Sabancrnin Ayisig1 Manastir1 gibi) veya
bazi degirmenler ve ayazmalar i¢in de Biiytikel¢i Necdet Kent gibi... Rum evleri en ¢ok aranan ev
tipi; restore ediliyor.

Benzer bir durug Midillide de bagladi. Tabii Yunanistandaki bu gelisme bizimki gibi sivil mahiyetli
degil; sahillere ve adalara gidip yerlesen bir niifus yok. Clinkii niifus deniz kiyilarina ve adalara gore
¢ok az zaten. Fakat mesela sehirde merkezdeki camilerin restorasyonu s6z konusu. Midillideki Yeni
Cami bunlardan biridir.

Halim Bey Konagrni da Midilli Belediyesi restore ettirdi. Elgiz Ailesi de bu konakta bir ilk olarak
koleksiyonlarindaki Tiirk ve yabanci sanat¢ilardan olugan bir sergi yapmaktalar. Konag1 yaptiran
Halim Bey adadaki sanatkarlar tarafindan ¢ok tutulan ve degerli koleksiyonlar toplayan bir
yoneticiydi. Bugiinlerde Elgizler biiyiik dedelerinin konaklarina tekrar bir sanat nefesi getirdiler.
Devamini umut ediyoruz.
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H MutiAnvn Kat to

ApxovTtiko tou XaAiy Mnén
I\umép Optaili

ITepimov 6 xAp. xwpifovv To k&oTPo 0T0 MOAVPO TNG MUTIAR VN amtd TO KAoTPO Mmexpapkale Tov
Toavdakade. H dmap&n twv 600 avtwv ouvoplak@v KAoTpwv umopovoe va anotpéyet tn Siodo
OTOLACONTOTE OTPATIWTIKAG-VaVTIKAG dbvaung and to Boomopo péxpt T Meodyeto. Ipaypartt, pe
Tov Tpémo avtd n diodog yia Ta mAoia TwV ITakwV TOAewv-Kpatwv TnG Bevetiag, TévoPag kTA.
napépeve kAetotn kab’ 0An tn ddpketa TG oBwpavikng meptddov. H kataxtnon tng MuTtiAfvig
ohokAnpwOnke to 1462 amnod to ZovAtdvo Mwaped tov ITopbntr. v nopeia Tovpkikoi TAnbvopoi
eyKaTaoTddnkav oto vnoi kat cOvTopa dpxloav va acyolovvtat pe Tn yewpyia oAAd kat T
vavTihia. Medetwvtag ta §0o avtd vnotd, tn Xio kat T MuTiAf v ouveldntomnolovpe 0Tt TpOKeLTal
yia 18LaiTepeg TEPIMTWOEL.

Ano v obwpavikn katakTnon tov 1462 uéxpt v mpoodptnon TG MuTtAfvng oTo eAAnVIKO
£8a@og Tov 200 atwva peyarog aptBuog Tobpkwy eykataotdBnke 0To vnoi, OTwWG Kat TN YELTOVIKN
Xio, n onoia PéRata amotehovoe Eexwpiotn Stotkntikn evotnta. Ot Tovpkot Slatnpovoay vavTikég
oxoAég oty meploxn. Kaw o Xaipettiv Mrappmnapdooa, } Opovte, pe Ta adéAgia tov aviikav aAAwote
otov mAnBvouod ¢ MutiAfvng. To mpogavég Téhog Tng obwpavikng emkvplapyiog épxetar To 1912
otav 1o povadikd Bwpnktod g EANAdag, to ABépwe —wg yvwoTov epeig T0Te Sev eixape kavéva
OwpukTd- emavaxta to viot yia tnv EAA&Sa. Tn dekaetia mov akoAovOnoe éva pépog Tov TOVPKIKOD
mAnBvopol petavaotevel oty Tovpkia, Kupiwg Opwg pe T ovvOnRkn avtariayng mAndvopdv tnv
niepiodo 1923 - 27, 6A0og 0 HOVGOVApAVIKOS TANBVOOGS TNG MUTIAN VNG HETAVAOTEDEL OTA YEITOVIKA
napdAta kat dlaitepa 0TI eEhatomapaywylikég meploxég Tov AifaAiod kat Tov Mnahikeotp. Znpepa
N MutiAfjvn, pe ta 11 ekat. katayeypappéva ehalddevipd g eivan €va katanpdowvo vinoi. Onwg
katadetkviel kat n vrapEn Tov pwpaikol vpaywyeiov oTnVv TEploxn Mopia, oe avtifeon pe Ta
TEPLOGOTEPA VoL, 1 VOPOJOTNON TOV VooV Sev Paciletar otnv amobrkevon PpoxLvov vepov
oe otépveg aAla oe apBoveg puotkég mnyés. To yeyovog avtd StevkoAbvel Tn yewpyia kot TNy
ktnvotpogia. Ta komddia pmopoldv yia mapadeypa va Pooknoovv elevbepa Xwpic To @oPfo
Mkwv kot dAAwv Tapopotwv apraxtikwy. To vnoi éxet peyddeg mnyég y@vokaliiépyetag, Omwg
unopei kaveig va et otov KoAnmo g KaAlovig, mov katalapfdvel onpavTikoTato uépog Tov
vnotov. ITapaAinha n MutiAnvn éxet mohAobg apxatoloyikovg xwpovg. Tevika petd to 1912 kou
TNV anoomact TOV VNOLoL amd THV AVTOKpATOpia TTAPATHPOVHE EVAV HAPATUO OO0V agopd TO
eEaywyIKO eumopto Tov vnotod. Av kat ofjpuepa amotelei pia meploxn pdAlov Svoapeatnuévn and
TIG OLKOVOLIKEG Kal TTOALTIKEG oLVOTKeG TG EANAdag mapapével mhovola o mAovTomapaywytkég
TMY£G kau og kapio mepintwon dev Ba umopovoe va xapaktnplotei wg pTwxog tonog. To vnot eixe
Kamote 1o 81kd Tov TOVPKIKO TANBLoUS. Ot peydlot ehatomapaywyoi TG KovoTNTAG AVTHG Ba
SpaotnpromomnBovv peténerta kau otnv Tovpkia maifovtag mpwtevovta poro otov kKAddo avTtd,
PEPOVTAG WG EMWVLIIA TAL OVOHATA TWV XWPLWV OOV peToiknoav. Duotkd 1 KovoOTnTa €iye Kal T
Swkn| NG ypagelokparia.

Ot Zefvta ko TCav EAykil aviikovv otnv owoyévela twv Kovlakoiloyhov. O XaAip Mméng
KovAaxkaitoyhov BpéBnke otn MuTtidvn wg Stoikntrig Tov viotov. IIifavag ta vtodowma péhn g
OLKOYEVELAG VA epYAoTNKaY WG SikaoTikoi Aertovpyoi. Yrrp&av 1810kt Teg HeYAAWY APXOVTIKWY.
AkohovOnoav ki avtol to dpodpo TG Avtallayng mpog ta edd. Yotepa amd wa mepiodo
EYKATAAEWNG Kot KATAOTPOPNG Twv ekatépwbev pvnueiwv 1 EAGSa kat i Tovpkia Eekivnoav
aoiwg évav ouvaywviopo amokataotaong tovg. Ipokertan yia WbiwTtikég mpwtoBoviieg. AloTL
TEPITOV TAVTOXPOVA — Yl AOYOUG TOVPLOTIKOVG Kal MOMTIOTIKODG — amokadioTtavtal pvnueia
onwg ot pnrponoAttikoi vaoi Twv Kvdwviwv amd tov ko Payui Kotg, n Movy Ayiov Anuntpiov
Mooxovnoiwv and t Zovlav Zapmavtli kat Stdgpopot pvlot kat aytdopata and tov IpéoPn
Net{vtét Kevr... Ektypdrat moAd éva pwpaitko omitt. H vynAn {tnon @épvet kat tnv avactilwon.
Katu mapoporo Eekivnoe kat otn Mutidnvn. Aev mpokertan féPata yia idtwtikég TpwTtoPovAieg 6mwg
o€ {ag, 816TL Sev vITAPXEL KOOPOG OV Va eykabioTatal oTig Tapaieg kal Ta vioLd, o TAnBvopdg g
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EMGSag eivat 00Ttwg N AAAwG Aiyog wg mpog TNV KTAOT TWV AKTWV Kal TwV vIolwv tne. IIpokettal
Kupiwg yla Ty anokatactaon ofwpavikwv tlapwv oe aotikd kévipa omws to Tevi Tlapi tng
Mutihvng.

To apyovtikd Tov Xalip Mmén amokataotddnke kat avtod pe TpwtoPovAia Tov Afjpov MuTARvng.
H owkoyéveia EAyki( ekBétet yio mpwtn popd 010 apxovtikd épya Tovpkwv kat EEvwv kKaAATexvawv.
Ext66 amo Stokntiig o kTrtopag Tov apxovtikov Xahip Mrméng vrfip&e kat GUAAEKTIG OTHAVTIKOVY
¢pywv TOV omoiov ekTiovoav TOAD ot KaANTEXVEG Tov vnotod. Zrpepa 1 otkoyéveta EXyil @épvet
Kat AL 6TO apXovTIKO Twv Tanmoddwv NG a kaAlirexvikr mvor). EAniovue n mpoondabeia va
OLVEXLOTEL



Lesvos Island and

Halim Bey Mansion
[lber Ortayl

It is only 6 kilometers from Molivas Castle in Mytilene to Behramkale (Assos) in Canakkale. These
two castles can prevent the passage of naval forces from the Bosphorus to the Mediterranean.
Throughout the Ottoman period the canal was closed to ships coming from Italian city states such as
Venice and Geneve. In 1462 Mehmed II the Conqueror captured Mytilene and this led some Turks
to settle on the island. There were Turks who engaged not only in farming but also in shipping. This
is an exceptional situation considering Chios and Mytilene Islands.

Many Turks coming from Anatolia were sent to Mytilene after the conquest of 1462. The situation
was very similar in Chios which was another administrative unit close to Mytilene. The Turks had
naval schools in Chios. In fact Barbaros Hayrettin and his brothers were also locals from Mytilene.
Undoubtedly this control ended in 1912 when Greece’s only armored cruiser recaptured the Mytilene
Island (I must say that we didn’t have an armored cruiser at that time).The Turkish community
partially emigrated to Anatolia within a decade. However, during the resettlement period which
began with the treaty in 1923 and continued to 1927, we see that the population of Mytilene settled
largely in Ayvalik and Balikesir on the parts of the island with olive groves. Today, Mytilene is a
green island that has a record 11 million olive trees. The Roman aquaducts of the Marion district
show that the island was nourished with rich water springs instead of a cistern or rain water with
respect to other islands. For this reason, agriculture and animal husbandry was easily cultivated.
For example, sheep can feed in the open-air without the threat from wild animals such as wolves.
The fish stores are also very plentiful. An important estuary can be seen from the Bay of Kaloni in
that part of the island. Mytilene also has many architectural monuments. The island experienced
a decline in its economic foreign relations. This was felt particularly within its economic structure
after it seceded from the Ottoman Empire in 1912 and joined Greece. Today, Mytilene is one of the
most discontented regions in Greece both economically and politically; however, thats not to say
that its resources aren't plentiful or that island is geographically disadvantaged. Back in the day, the
island was home to a Turkish community. We know that the owners of the olive gardens from that
community continued their business in Turkey after the population exhange, In fact they bear the
names of the villages they lived in. The Turks certainly had a strong governing presence on the island.

Sevda and Can Elgiz are from the Kulaksizogullari lineage. Kulaksizoglu Halim Bey was a mutasarrif,
an administrative authority in Mytilene. Other members of his family may have worked in judiciary.
They owned large mansions and emigrated to Anatolia in the population exchange. There is now
a restoration race on between Turkey and Greece especially after many works were destroyed and
abandoned. This is a noble gesture. Some buildings are being renovated by Rahmi Kog in Ayvalik or
by Suzan Sabanci such as Ayis1§1 Monastery or Ambassador Necdet Kent mills and Agiasmas. Both
have touristic and cultural purposes even the churches in the metropolitan centers... Greek houses
are in high demand right now and are also being renovated.

A similar movement started in Mytilene. Of course in Greece this change doesn’t have the same
civil quiddity among the Turks. There are not as many inhabitants who reside in the islands and the
coastal population is very low. However, there are many mosques undergoing restorations in the city
center. The New Mosque in Mytilene is one of them.

Halim Bey Mansion was renovated by the Municipality of Lesvos. The pioneering Elgiz Family
organised an exhibition, composed of Turkish and foreign artists from their collection at the mansion.
Halim Bey who built the mansion was a well-respected administrator and a collector of valuable
artworks. The Elgiz Family have once again brought a breath of art into their great grandfather’s
mansion. We hope it continues.
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Hayat Kisa, /" | ]

Sanat Uzun
Omer Madra

Kos (Istankdy) adast dogumlu kadim Yunan “hemsehrimiz” Hipokrates, yaklagik 2400 yil énce
kaleme aldig1 o pek meshur aforizmalarindan birinde-benim ikinci dilden beceriksiz ¢evirimle-
agag1 yukari soyle diyor:

Hayat kisa,
Sanat uzun,
Firsat ugucu,
Deney zorlu,
Hiikiim zor.

“Cagdas tibbin babas1” Hipokrates'in burada sanat derken giizel sanatlardan ¢ok, tip “zanaatini” ve
teknigini kasdettigi diistiniilityor; ama bu 6nemli diigiiniiriin diinyaya bizim ona yakistirdigimizdan
daha genis kapsamli bakmis olmasi ¢ok miimkiin. Ayrica, zaman i¢inde bu s6z 6nce Latin diisiiniirler,
sonra da her yerde birgok sanatgl, sair ve edebiyatc1 tarafindan -bir takdim-tehir yapilarak- “Sanat
uzun, hayat kisa” diye bolca kullanilmis. Boylelikle, Romali Senecanin 6nemle vurguladig: gibi “Ars
longa vita brevis” anlayis1 fikriyat diinyasina hakim olmustur denebilir — hem de biiytik “A” ile. Yani
Sanat kalir!

Bu anlayigt diinyada en etkin ve sahici kilan insanlardan biri, belki de birincisi, Lesvoslu
“hemsehrimiz” Sappho olmali. Hem de Hipokrates'in Sanat Uzun 6zdeyisinden 200 sene 6nce!

Sappho, bilinen ilk kadin sairlerden. Belki ilki. Kendisinden once epik, yani kahraman(lik)lar:
anlatanlarin aksine lirik giir yaziyor ve boylelikle diipediiz bir devrim yapiyor. Eger Hipokrates'in
kullandig1 diisiiniilen anlamdan, yani tekhnéden bahsedeceksek, o da var Sapphoda, hem de alas
var: Bukonuda uzun zaman ¢aligmalar yapan ve Sappho siirlerini de seslendiren miizisyen dostumuz
Vassiliki Papageorgiounun A¢ik Radyodaki Sappho programlari dizisinin baginda bize anlattig: gibi
sair “kendine 6zgi bir 6l¢ii yaratmus Ki {i¢ dize, onbir heceli satirdan olusuyor. Ayrica, bunlardan biri
de bes heceli. O da ‘sapphometron’ oluyor: yani “Sapphonun 6l¢iisii”

Zanaatin yani sira, asil biylik Oncliligii ise Sapphonun, igerikte yarattigi devrim. Gene
Papageorgiounun bize anlattif sekliyle “..Ne kadar biiytik bir cesaret lazim: Arkaik dénemde bir
kadin ¢ikiyor ve kendi duygularin: agik¢a anlatiyor! Son derece Kisisel ... insanin kendine gore ...
kendi duygularini ve dertlerini bityiik bir yalinlikla ve ustalikla anlatiyor”

Sanat bir tanrisal esin isi sayiliyor ya, yerlesik medeniyetin basindan beri, belki ondan da 6nce, tarih
oncesi insanlarin da en temel ugraslarindan biri olmus aslinda. Avustralya aborijinlerinin islerinde,
Gobeklitepede, Catalhoyiik'te, Lascaux, Dordogne ve Altamira magaralarindaki resimlerde ve
heykellerde bu en temel ve 6ncelikli ihtiyaci gormekte oldugumuz sdylenebilir bence.

Kadim Yunan filozofu Platonda da Yunanca esin perisi demek olan Musalar (musiki, miizik,
miize kelimeleri de ondan kaynaklaniyor) tizerinde ¢alismalar yiiriittiikkten sonra —siirden de pek
hoslanmamasina ragmen- Sappho’yu 9 musa’ya ilaveten 10. ilham perisi ilan etmis, “yiice tapinaga”
yerlestirmis! Hayat kisa, ama ilham sonsuz.

Modern edebiyatin 6nde gelen isimlerinden romanci ve hikayeci J. D. Salinger da antikiteden
moderne sanatin kesintisiz bir kdprii gorevi yapmasinin hos bir 6rnegini veriyor Franny ve Zooey
adli novellasinda: Diinyaya kiistii kiisecek, depresif bir ruh hali i¢ine girmis, her seyiyle problemli
tiniversiteli geng bir kiz ve yetenekli bir tiyatro oyuncusu olan Franny’i, bir anlamda hayatta tutan:
benzersiz i¢ miizigi, olanca basitligi ve cesaretiyle Sappho oluyor.
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Lesvos’lu (Midillili) lirik sair Sapphonun siiri, ayn1 zamanda korkung bir kiyimin kurbani olmus,
bildigimiz gibi. “Diinyanin Vicdan1” diye de tanimlanan yazar Eduardo Galeano, A¢ik Radyoda her
sabah bir boliimiinii okudugumuz essiz Aynalar kitabinin saire ayirdigi bolimiinde bu korkunglugu
kendine 6zgii 6zlu diliyle $6yle anlatiyor:

“Bir kadimin bizim dayamlmaz cazibemize vurulmak yerine baska bir kadini tercih etmesi biz
erkeklerin hosuna gitmez. 1703 yihinda erkek iktidarimin burcu konumundaki Katolik Kilisesi
Sappho’nun biitiin kitaplarinin yakilmasini emretti. Cok az siiri bu kiyimdan kurtulabildi”

Yangindan kurtulan bu saf siirler Sapphonun hayatina ve “durug”una gayet iyi 151k tutan belgeler
oldugu gibi, gittikce siddet ve kana bogulan, bir “yetimler gezegeni’ne doniismekte olan giintimiiz
diinya haline de binlerce yilin 6tesinden ayrica 151k tutmaktalar: iki 6rnek verirsek (Papageorgiou
gevirisi):

Athlar

Kimi der siivari, kimi piyade

kimi ise bahriye, en giizel seydir

bu kara topragin tizerinde; benceyse
gonliiniin cektigi her neyse.

[...]

magrur yuriytisint

151l 151l yiiziinii gormek isterdim,
Lidyamin agir silahlarini, zirhli piyadeleri
savagsirken gormektense.

Kardegler

Ama birak artik habire, Haraxos yiiklii gemiyle
geliyor, deyip durmayi. Zeusun bilecegi is bu,

bana sorarsan, ve tiim diger tanrilarmn. sen hi¢
kafani yorma,

onun yerine yiireklendir ki beni, gidip kralice Hera’ya
yakarip durayim,

Haraxos buraya salimen varsin, gemiyi de saglam getirsin,
sag salim bulsun bizleri, diye. Gerisini de

tanrilarin takdirine birakalim.

Sfirtinanin hemen ardr dinginliktir ¢iinkii.

Umalim 6yle olur: agir silahlarin, zirhli piyadelerin savastigini gormeyiz artik, ve de firtinanin
ardindan dinginlik gelir.

Diinya siir, sanat ve edebiyat diinyasinin egsiz isimlerinden Sapphonun, kendi gibi essiz adasi
Lesvosta (Midillide) hem suyun iki yakasindan, hem de diinyanin dortbir yanindan segkin
sanat¢ilarin yer aldigi bir serginin —gayet itibarli- Halim Bey Konagrnda sergilenmesi, bence, bir
stiredir alacakaranlik kusaginda seyretmekte olan bir diinyada kiigitk de olsa yabana atilmayacak
bir 151k.

Ne de olsa, Sanat kalir ¢linki.



«0 Biog Bpaxug,
n 6€ téxvn pakpn»
Ouép Mavtpa

[Ipv amd 2.400 xpovia mepimov, o apxaiog EAAnvag ‘cvvtomitng pag and v Ko (Iotdvkior)
InmokpATng, €ypoye avapesa o€ (o OEpA oo SIAOTIHOVG APOPLOUOVS KAl TOV TIAPAKATW, TOV
omoio kat peta@palw yvwpilovtag TavTa TOVG MEPLOPLOUOVE IOV EVEXEL pial EHHETT) HETAPPAOT)
péow piag tpitng y\wooag:

H (w4 eivou abvroun,
N TEYVN amépavTy,

1 evkaupio oTIypILCY,
TO TIEIPAPN ETIOPANES,
1 Kpion SVoKoAN.

Yrnotifetat OTL 1 TEXVN GTNV OTOIA AVAPEPETAL O «TIATEPAG TG CVYXPOVNG taTpLknG» Inmokpdtng
dev éxel va kavel pe TiG Kahég TEXVEG AAAd pe TNV LaTpiky ‘Té v wg emtrhdevpa. Amo Tnv aAAn,
(0WG 0 ONUAVTIKOG AVTOG SLavoNTrG Vo eKPPAlet fia avTiANYn yta TNy KOOUO SLaQOPETIKY and
™ Sikn} pag. Me tov katpod 1o ano@beypa avtd owkelomow|Onkav moAloi Stavontég, KaAAiTéxveg,
TIONTEG Kat AOYOTEXVEG (L€ TPWTOVG TOVG AATiVOUG PLAOGOPOUG 0 OTIo{oL Kat AvTEGTPEYay TNV
evvololoytkry akohovBia: «n Téxvn eivat anépavtn, n de {wr odvtopn». Etol, dnwg tovioe o
Pwpaiog Zevékag, n avtiAnyn ot «Ars longa vita brevis», gaivetat va kvptdpxnoe 6tov kOO0
TOV VeDHATOG Kal paliota pe Ty Téxvn (Ars) ypappévn pe kegalaio T. Me dAAa Adyta 1) Téxvn
pével.

Tnv avtiAnyn avth yla Tov KOGHO @aivetal va Tpooéyyloe Tpwtn — Kat pdAtota 200 xpovia mpv
amnod To «1) TEXVN pakpr» tov Inmokpdtn- 1 ‘cvvtonitiood’ pag and tn AéoPo, Zangw.

H Zangw eivat n mpwtn yvwotn og gudg yovaika moutpia, mlavag 6e kat KUPLOAEKTIKA 1) TpWTN.
Ze avtifeon pe ta npwikd Bépata NG EMKNAG TOINONG TWV TPOYEVESTEPWY TNG, 1 AvpLki} TToinon
™G Zan@wg amotéleoe pia Tpaypatikly emavaotaon. Oco ywa v avtidnyn mepi Téxvng Tov
Inmokpdtn PAénovpe 6TL N Zamed Oxt anmAd Ty ovpueplotay, v eképpace OTwg kaveig dAANOG.
Onwg pag e&nyei oty TpwTn ano pia OElpd EKTOUTWY yia T Zangw oto Atoik Pavtio [Avorxtd
Padiogwvo] 1 @iln povokdg, peAeTnTng kot gpunvedTpLa TG Zangovgs, Baothkn Hamayewpyiov, 1
o TPLA «EPNUPE Eva SIKO TNG HETPO TIOL ATTOTEAOVVTAY Ald TETPACTIXEG OTPOPEG TIOL 1) KABe pia
Tovg miepteAdpPave 3 evdekacvAlapoug kat évav evtacvAlapo otixo. To puétpo autd ovopdoTnke
OATIPLKO ».

[Tépa amd v TEXVIKN, 1] HEYAAN TIpWTOTOpia TNG ZATPOVG APOPA TO EMAVACTATIKO TEPLEXOHEVO
™G moinong e Tupvwvtag ota Adya g Hanayewpyiov «...Amatteital tepdotio BAppog ya pa
yuvaika NG Apxaikng emoxnig va Pyet kol va ek@paoel avolXtd Ta ovvatodfipatd tng! Amodvta
TPOOWTIKA... HE YVWUOVA TOV €AVTO TNG... EKPPAlel Ta ovvatoOnuata kat Tovg KanUovg TG He
HEYAAT amAOTNTA KA paeoTpian.

H téxvn Bewpeitar mpoiov Beiog éumvevong, amod Tov kapd Twv MPpOTWV avOpOTIVWY OLKIOU®DY,
l0wg Kot TAMOTEPA, ATOTENOVTOG Hia and TG TAéoV PaOtkéG EVAOXONOELS TWV TPOIOTOPIKWY
avBpwnwv. ITiotedw OTL UTOPOVHE Vo TAPATNPHOOVE AVTH TNV TPWTAPXLKT kat Oepewdn avaykn
OTNV TOATIOTIKY Ttapaywyn Twv ABoptyivwy g Avotpaliog kat og pépn 6mwg to Gobeklitepe, to
Catalhéyiik, to Lascaux, to Dordogne kafBag kat oTig Toryoypagieg kat Ta yYAwntd twv onnAaiov
™g AXtapipa.
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O apyaiog gthdco@og IINATwY, PIAOCOPDOVTAG OXETIKA pe TIG evvea BedTnTEG TNG EUmvevonG 1
Movaoeg (amd 6mov kat ot Tovpkikeg Aékelg musiki, miizik [povowr] kau miize [Lovoeio]) avakrpuge
™ Zan@d «0€katn Lovoa», TPooBETOVTAG TNV OTIG evvéa BeOTNTEG KL EVIATOOVTAG TNV 0TO «péya
VAo TV TEXVWV», TapoTt o i8log dev evékpive v moinor| tg. Eimape, n {wn eivat odvtopn, n
¢UmvevoT OUWG SINVEKTG.

>to PipAio Franny and Zooey o J. D. Salinger, évag amd Tovg onUAavIIKOTEPOVS GUYXPOVOLG
ovyypageic pubiotopnudtwv kat Suynudtwy, Sivel éva edhoyo mapddetypa yia o TG 1 TEXVN
HTTOpEL Vo AEITOVPYTOEL WG GUVEXNG YEPupa peTall apyxatdtnTag kat veotepikdtntag: H Opavvy
eival pia veapr ottitpla kat Talavrovya nbomotog Bedtpov, mov tadaviletat and katdbAyn
Kal pia oeLpd amod mpoPANUATIOHoVG Kal apitalavtedoels. To povo mpdypa mov @aivetat va Ty
Kpatd 6pBia eivat n akemépactn ECWTEPIKT HOVOIKOTNTA, 1] VYLOTH anAdTnTa Kat To 8dppog Tng
Zan@ovg.

And v &AAn, n moinon g mowTplag Zameovg and T AéoPo (MuTiAfvn) vmégepe, OMWG
yvwpiCove, pio tpopaktikr ogayn. O ovyypagéag Eduardo Galeano yvwotdg kat wg «n cuveidnon
g oAOKANpNG Neipov», o £pyo tov Kabpéptes (anoondopata ano to onoio Stafalovtar kdbe
npwi 010 Atoik Pdvtio) avagépetal, pe tn Sikr tov, agemépaotn Stavyela o avtd akppag To
TPOUEPD YEYOVOG:

« O11 piox yovaixe avti vae méoer Q0pa TG akaTaUdyNTHG YonTEING YOG TIPOTIUG ik kAAY yuvarikoa
eivau k&1 IOV 01 dvTpeS advvaTovy va ywvéyovy. To 1703 n KaBolikh exkAnoio ws vméppayos TG
natpiapyikns elovaiag SiéTake To Kdyipuo cAdwv Twv Pifriwy e Zampois. IoAd Aiya momjuata
owlnkay and exeivy T oQayh».

Edw kat xthiadeg xpovia, ta yepara abwdtnra momjpara tng Zam@ovg mov cwdnkav and
QwTLd Sev wTilovv an\d To Bio kat TN oTdon {wiig TG ToufTpLaG: PWTIloLY Kat TIG oLVONKEG TTOV
pog meptBaiovy onpepa, oe évav KOOUO TOL oloéva Tviyetar ot Pia kat To aipa kat apxier va
npooopolalel ag Evav TAaviTn oppavwy. Kieivw pe Sbo tétowa mouytikd Seiypata:

Améonacua 16 Lobel-Page

Aot to immikd, &AMot to me(ikd, k&motor To vavTIKd

opilovy Tw¢ v TO OUOPPOTEPO TIPAYUX TTAVW OTH PODPT PH.
Ouws eyw exeivo mov kabévag epwredeTar.

K éyw e&fynon amh, 6Aor vouilw Oa Ty aomactovv.

Tati exeivy, n akenépaoty orov kKdopo kaAdovy, § EAévy,

TIAPETHOE TTAVEPLOTOV TOV &VTpa THG Ki avéBnke oo mAoio yio Tiv Tpoia.
Ovte mov votdotnke yio 70 meudi THG, UATE Yl TOVG YOVEIS THG.

Ty ovvenrpe 1 Kompig 1o pvald.

Et01 k1 €Y TWPX AVAUVHOTHKX THY AvakTopia amoioa.
Iwg O Bedar 10 epdopio Pripa 6 va dw, ) PeyyoPfora Aduyn tov mpoowmov. Oxi apdéia
Avdikd ko mdvomhovs me(ois va péyovrar.

(Metagpaon: A. N. Mapwvityg)

Adedgoi

Mov Aeg kou Eavadés 611 0 Xdpakos Qo pOet

ye Tov mAoiov Tov Ta aumdpia popTWUEVA.

AvTé 0 Al pdvo, ki ot &Aoot 6Aor o1 Beoi To Epou.
Me Této1£¢ oKéWeLG To pvadd gov un oxotiles.

KéAAo otnv Hpa ) Baoidiooa va y’ eiyeg oteilel,
yie vee ipooevynBw Pabid, va Swoer avth

va emotpégel 0w 0 Xdpaog ue To oxapi Tov ado,
Kt euds kadwg ver evper. Tiow oA T° dAda éyer 0 Oedg:
navTa yadnvy akolovBei To TéAepa THG TpIKVUING.

Ag elmticovpe Aowmov otLétot Ba yiver: 6T dev Ba Eavadovpe dppata Bapid kat TEVOTAOUG GTPATIOTEG
va TOAEQOVY KL OTL HeTd TV Tpikupia Ba £pBet ) moAvmdBnTn yaAnvn.

To 4Tt 070 VoI TG HOVASIKNG Yl TNV TaykOOoLa oinom, Aoyotexvia kat Téxvr Zangovg, oTnv
e&ioov povadikn AéaPo, Stopyavwvetar pia ékBeorn pe Epya kaAArtexvav oxt Hovo and Tig Svo oxBeg
Tov Atyaiov adAd Kt and OAo TOV KOOWO, Katl HAALOTA 0TO apXovTiko Tov Xaliy Mrnén, eivar pia
vEpoxn, evyevis TpwtoPfovAia. Oco pikpn kL av gavtdder eivat pio StoAov apeAntéa Séoun ewTog
0€ £V KOO0 TIOV OAOEVA TIOAOPKELTAL ATO TO OKOTASL.

AMwoTe, 6, kat va ovpPei n Téxvn Oa peivel.
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“Life is short,

Art is long”
Omer Madra

2400 years ago our fellow Greek citizen Hippocrates, born on Kos Island (Istankdy) -with my clumsy
translation from another language- wrote in one of his famous aphorisms that...

Life is short,

And art long,

The crisis fleeting,
Experience perilous,
And decision difficult.

It was thought that Hippocrates “the father of modern medicine” was referring here to the craft
of medicine and its technique and not fine arts when he used the word ‘art’ It is possible that this
important philosopher may have looked at the world more universally than we assume. Also, this
quote was widely used throughout the ages; first by Latin thinkers, then by many artists, poets and
finally by the men of letters who reversed the order of lines to read “Art is long, life is short”

Thus we can deduce that our understanding of “Ars longa vita brevis” dominates the world of thought
as Seneca of Rome pointed out - not to say that “A” is capitalized. So, life is short, but art endures!

It might have been our “fellow citizen” Sappho of Lesvos who was possibly one of the first people to
illuminate this concept 200 years before Hippocrate’s aphorism, “Art is long”

Sappho was one of the first woman poets on record. Possibly the first. She wrote lyrical poetry
contrary to previous poets who wrote epic poetry, i.e, poems about heroes and heroism. Her poetry
was revolutionary. If we talk about Hippocrates™ use of the word “techné”; Sappho had it, too! - she
is well-endowed in the “craft” as well.

At the beginning of the A¢ik Radyo Sappho Programmes series, our musician colleague Vassiliki
Papageorgiou, who has studied and performed Sappho’s poetry for many years explains that Sappho
created a very distinctive meter; there are three lines and every line is made up of 11 syllables,
however within the stanza one line is made only of 5 syllables. This is called “sapphometron” i.e.,
“Sappho’s meter””

Aside from techné, Sappho’s main contribution to poetry is the revolution she created in content. As
Papageorgiou mentions again “What great courage it takes: A woman appears in ancient times and
speaks openly about her emotions! Extremely personal... in her own way... and tells of her personal
emotions and troubles with amazing simplicity and skill.”

Art was one of the primary concerns and interests of the prehistoric humans and has been regarded
as being both a skill and from the divine. From the beginning of sedentary civilizations -maybe even
before-. I think it can be said that we have seen art, this most basic need, in Australian aborigines’
works, also in Goébeklitepe, Catalhdyiik sites, and in the Lascaux, Dordogne and Altamira cave
paintings and sculptures.

The Ancient Greek philosopher Plato declared Sappho the 10" muse adding to the other 9. He
placed her in a “pantheon” after having studied the others as the sources of inspiration( musiki,
music, museum words have their source in this word, too) although he did not like her poetry so
much! Life is short but inspiration is eternal.
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In his novella “Franny and Zoey”, ].D. Salinger, one of the foremost contemporary novelists and
short story writers in the modern period, illustrates how art can serve as a bridge between antiquity
and modern times. Franny is a young university student and a talented aspiring actress with many
issues. She is depressed and has almost given up on life, but she still tries to cling to life becoming
imbued with the poetess’s unique inner music, utmost simplicity and braveness.

The lyrical poems of the poetess Sappho of Lesvos (Mytilene) however eventually became the victims
of a terrifying slaughter. The great Uruguayan writer Eduardo Galeano, whom we like to call “the
Conscience of the World”, in his inimitable book of Mirrors, masterfully describes this “slaughter”
with a few strokes of his pen in one of his typical laconic passages:

‘A woman’s preference for another women instead of being impressed by us is not pleasing for men.
In 1703 the patriarchy of the Catholic Church ordered all of Sappho’s books to be burned. Few of her
poems could be saved from this slaughter”

Nevertheless, some of the poems miraculously survived - though few of them intact. This innocent
poem saved from the fires, brings to light our current global situation which is full of violence and
blood, and is turning the world into a planet of orphans. For thousands of years these wonderful
stanzas have been shedding light both on the life of Sappho’s and her “poise’, as well as the readers’
own. We will give two examples (with Papageorgiou’s translation):

Cavalry

Some say thronging cavalry, some say foot soldiers,
others call a fleet, the most beautiful of

sights the dark earth offers, but I say it's what-
ever you love best.

[...]

Id rather see her lovely

step, her sparkling glance and her face than gaze on
all the troops in Lydia in their chariots and
glittering armor

Brothers

...But you're always chattering that Kharaxos
comes, his ship with fully stuffed hold. As to that,
Zeus and the gods only know, but these thoughts should
not be in your head.

Instead let me go, having been commanded

to offer many prayers to Hera the Queen,

that his undamaged ship should deliver up
Kharaxos to us

here, finding us safe and serene. And as for

the rest of it, to higher spirits leave it

now, for calm seas often follow after the
squalling of a storm...

Let us hope that it will not come to pass and that we will not see “thronging cavalry” or “the troops
in their chariots and glittering armor” fighting and slaughtering each other... Hopefully peace and
solitude will come after the storm.

I think it is a great idea to hold an exhibition at the still very much revered Halim Bey Mansion on
the home island of Sappho’s (the inimitable Sappho, a unique name in the world of poetry, art and
literature) with wonderful artists from all over the world and —not less significantly- from both sides
of the Aegean. The light this exhibition sheds may be a tiny ray of light, but nevertheless its impact
cannot be underestimated in our world currently swaying in a twilight zone.

Art is what endures, after all.
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Elgiz Koleksiyonu’ndan
Gecis Cizgileri

(in medias res)
Sergisi'ne

Basak Senova

1980 yilindan bu yana Sevda ve Can Elgiz sanat ve yasamda “cagdas” olana odaklanan Elgiz
Koleksiyonu’nu yapilandirmaktalar. Bu koleksiyon 2001 yilinda istanbulda kurulan Elgiz Miizesi’yle
birlikte kamunun erisimine agilmis. Ben, yillar sonra koleksiyon tiizerine ¢aligip, Midillide
gerceklesecek bir sergi i¢in segki olusturmak ve bu serginin kiiratorligiinii yapmak igin davet
edildim. 2016 yilinda koleksiyonu ¢alismaya bagladim. Bu projede beni cezbeden ilk sey, baglant:
kurma, bir araya getirme, ve paylasma eylemleri {izerinden bir koleksiyonu kesfetmek diisiincesiydi.

Elgiz Koleksiyonu tiizerine aragtirmami siirdiiriirken, kiiratoryel aragtirma ve dretim ¢izgimle
koleksiyonda iglenen bazi temalarin ortiistigiint farkettim. Sergi bu eslesmenin bir sonucu olarak
ortaya ¢ikti. Koleksiyonun i¢indeki iliskiler agini haritalandirirken, koleksiyona dair belirgin
ozellikler kesfettim.

Koleksiyonun ilk yillar1 daha ¢ok bicimsel ve soyut arayislar iizerinde duruyor. Yine de koleksiyonda
yapitlarin dretildigi zamana dair gelip gecici egilimleri ve yaklasimlari gozlemlemek miimkiin.
Ancak bazi temalar ve unsurlar yillar boyunca stirekli tekrar etmis. Bu tekrarlar1 koleksiyonun 6zgiin
“cizgisini ve baglantilarini” belirleyen koleksiyonerlerin “bilingli saplantilar1” olarak degerlendirmek
miimkiin. Koleksiyon siyaset, toplumsal cinsiyet ve kimlik gibi sosyal konulara deginirken, diger
yandan da psikolojik, biligsel ve bedensel unsurlari ve deneysel yaklasimlari, bireysel anlatilar
tizerinden ele aliyor. Kimlik {izerine yogunlasan sorgulamalarla birlikte, ‘bellegin insaas1 ve yeniden
ingaasr’ siirekli tekrar eden temalarindan biri olarak karsimiza ¢ikiyor.

Bu cercevede, Gegis Cizgileri (in medias res) sergisi, Elgiz Koleksiyonu'ndan segilen yapitlar
tizerinden birbirinden ayri yaklagimlar iceren, farkli yogunluktaki anlatilar, anilar ve ifadeler
arasindaki baglanti gesitliligini gostermeyi amaghiyor.

Gegis Cizgileri (in medias res)

Caelum non animum mutant qui trans mare currunt.
Denizi asan insanlar ruhlarini degil, iizerlerindeki gokyiiziinti degistirir.

Horatius'

Elgiz Koleksiyonu tizerinde ¢aligmak ve arastirma yapmak dinamik bir siirecti; serginin igerigi ve
izlenmesi gereken yollar zaman iginde ortaya ¢ikti. Bununla birlikte, serginin kiiratorii olarak, sergiyi
kurgulama siirecinin baglangi¢ noktasi, buglin Midilli Belediye Sanat Galerisi olarak kullanilan
Halim Bey Konagi oldu.

“Halim Bey Konag1” olarak bilinen galeri, adanin Osmanli mimari mirasinin bir drnegi. Sergi
baglaminda bu konagin en heyecan verici ve ilham verici 6zelligi ise duygusal igerigi: Can Elgiz'in
biiylik dedesi Halim Bey bu konakta dogmus ve biiylimiis. Bina ve sergi ka¢inilmaz olarak insani bir
bilesen tizerinden nesilleri birbirine baglamakta.

Gegis Cizgileri (in medias res) sergisi, koleksiyondan hareketle, bellek ve alg: tizerine bir takimyildiz
olusturmay: hedefliyor. Yapitlarin sergide yer alacagi mekanlar arasindaki ‘kargilagmalar)
onlar1 okumaya dair stirekli degisen bir dinamigi isaret ediyor. Sergi izleyicinin kisisel anlatilar,
farkindaliklar, psikolojik ve biligsel tanimlamalara dayali bu takimyildizina degisik a¢ilardan
bakmasini 6ngormekte.

! Commager, Steele (1962). The Odes of Horace: A Critical Study.
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Koleksiyonun temelini besleyen yapitlardaki anlatilarin kesitlerini kapsayan bu sergi, hem mekansal
kurgusuyla, hem de tarihi ve siyasi agirliklarla yiklii cografyalarla kurmaya galistigi diyaloglar
tizerinden farkli okuma yollar: 6nermekte.

Gegis Cizgileri (in medias res) sergisinde yer alan her bir yapit bir digerine, ¢izgisel olmayan
anlatilarinin ortasindan (in medias res) ya bi¢im ya da icerikleriyle kurduklari iligkilerle baglaniyor.
“In medias res” ya da “bir seylerin tam ortasina” terimi ilk kez Romal: sair ve elestirmen Horatius
tarafindan Ars poetica (Siir Sanat1) eserinde kullanilmis. “In medias res “ bir hikayenin ortasindan
baslayan anlati teknigini ifade etmekte. Horatiusun acikladig:i gibi, bu teknik “karakterlerin
geemisteki yollari ile gelecekteki kaderlerini” hakkinda merak yaratarak, izleyiciyi anlatinin igine
ceker.

Halim Bey Konagy, Elgiz Ailesine, atalarina ve Yunanistan ile Tiirkiye arasinda 1923te gerceklegen
miibadeleye tarihsel olarak baglidir. Sergi, konagin kendi anlatilar: iginde halihazirda varolan bu
baga, yeni gegcis cizgileri ve yollar eklemeyi amaclamakta.

Serginin Mekansal Tasarimi Uzerine

Serginin ¢ikig noktas1 Halim Bey Konag1 oldugu igin, serginin 6nceligi ve niyeti bir yasam alani olarak
konagin ‘kimligini’ korumakti. Konak 1994 yilinda bir “beyaz kiibe” (¢agdas sanat galeri alanina)
donigtiirailiip, Belediye Sanat Galerisi olarak kullanilmaya baglanmis. Serginin tasarim siirecinde,
beyaz kiip atmosferini kirmak ve konag1 ge¢misle bugiin arasinda bir gecis araci olarak kullanmak
i¢in, iki strateji tizerine ¢alistim: (i) yapitlari Kisilestirerek konaga yerlestirmek ve (ii) mekana ‘bazr’
mobilyalar eklemek. Buna gore, iki hol, yedi oda ve bir genis merdivene yayilan sergideki yapitlarin
sayisini sinirlandirdim —bu yapitlara sanki konakta yasayan karakterlermis gibi yaklagtim.

Elgiz Ailesi’yle birlikte bir siire arastirdiktan sonra, adanin en #inlii antikacist Dimitri Demerzisden
bir zamanlar bu konagn aile tarafindan kullanildig1 doneme ait olan bazi mobilyalar bulduk ve bu
pargalar konaga tagindi. Midilli Belediye Sanat Galerisinin “Tarihi Osmanli Sandiklar1” koleksiyonu
da sergide kullanild.

Sonugta konaktaki her odada ya da mimari bolmede —tema, anlati, bicim ve yap1 tizerinden
birbirine baglanan- en fazla iki ya da {i¢ sanat yapit1 yer aldi. Sergi siiresince konag ziyaret eden
izleyicinin Kkigisel hikayeleri ister istemez konakta yer alan yapitlarin sonu bagi belirsiz hikayelerine
karistyor. Izleyici, konagin bir misafiri olarak, sergideki hikayelerin ya da baglantilarin ortasindan
(in medias res) konaktaki konusmalarin ve gegis ¢izgilerinin birer katilimcisi haline geliyor.

2 Fairclough, H. and Rushton, H. (1926) Satires, Epistles and Ars poetica by Horace. W. Heinemann, London. Line: 148
3 The Norton Anthology of Theory and Criticism, ed. by Vincent B. Leitch et al. New York: W.W. Norton & Co., 2001, p. 121



Ané tn ouMoyn EAykig /

otnv £€kBeon Mpappég
Mepdopatog
(in medias res)

Mnaodax ZévoPa

H ZeBvta xan o T¢av EXykil Eekivioav va cuykpotolv pia cuAloyn téxvng to 1980 eatid{ovtag ot
‘ovyxpovn Staotaon’ Tng TEXVNG kat TG {wn¢ evw to 2001 katéotnoav tnv ovAloyr| mpooPdotun
yta o koo oto Movoeio EAyxi{ tng IIoAng. AkovlovBwg, to 2016, kKAfOnka va gpyaotd otn
ovAhoyn kal ovykekplpéva va emipeAnBw pia ékBeon mov Ba AdpPave xwpa oto vnoi g AéoPov,
omov Ba mapovotalotav pia emAoyr €pywv amo Tr GLVANOYT. AUTO TIOV [E CUVETIPE OE QUTH TNV
nipooKrAnon frav n Wéa pioag oLANoYNG Pactopévng oTig £vvoleg TG oUVEEONG, TNG CLYKEVTPWOTG
KOl TOV HOLPAGHATOG E TO KOLVO.

Kabwg epevvovoa tn guhhoyr evtonioa kdmolovg Bepatikods atpamovg mov cuvETLITAVY pe Tr Sk
OV OKOTILA €pevvag Kat Tapaywyng wg empeintpuag. Etol n éxBeon avtikatontpiler dpeca avtd
Ta kotvd ototxeia. IIpoonabwvtag va xaptoypagrow To SikTLO GXE0EWY OV TPOEKVTITE ATO TN
ovAloyn épaba oANG.

Ta mpwra xpovia TnG cLANOYNG eotialav TEPLOTOTEPO OE TIO APNPTUEVEG EVVOLEG TIOV APOPOLOAV
™ Hop@n, pe amOoTéNEopa Vo UTOPOVHE va akoAovOroovpe Kdmoleq oOYXpoveg TAOELS Kal
nipooeyyioelg péoa and tn ovAloyn. Iapola avtd, kamoteg Oepatikég kal TAEVPEG GUVIOTODV
avandomacTeg GLVEXELEG O OAN TNG TNV Topeia. Ba umopovoaye va Tig opicove wg ‘CuveldnTég
EUHOVES TWV CUAAEKTWYV OL OTIOLEG Kat 0pLoBETOVY e pia OUYKEKPLUEVN “Ypapur’ T GVANOYT| OTO
o0volo TnG. H ovlhoyn epmepiéxet yuXohoyikd, yVWOTIKA Kl CWUATIKA OTOLXEl KAl TELPAHATIKEG
TPOCEYYIOELS TNG KABE agrynomng, evaw Tavtdxpova StaxetpilovTal TNV TOALTIKE TOV VA0V Kat TNG
TawToTNTAG. H “KaTAOKELT KAl avaKATAOKELT TNG UVAHNG, avadetkvoeTat o€ pia anod TG otabepég
Oepatikég TG GVANOYTG.

Ze avta ta mAaiolan ékBeon mov opapatiotikape wg [pappég Mepdoparog (in medias res) thodogei
va Tapovotaocel pia oelpd and ovvOECELS HETAED a@nyNoEwY TNG UVIUNG, EKQPPATELS SLAPOPETIKIG
£VTAOT|G Kal TIPOOEYYIoELS LEow ETUAEYUEVY EPYWV aTO TN LoV oLAAOYT Tov Movaoeiov EAyki(
¢ [ToAng.

lpappég Nepaopatoc (in medias res)

Caelum non animum mutant qui trans mare currunt.
(O ovpavds aAdéler kau dx1 1 yuyn dowv Baxdaogomopoiv)

Opdriog!

H ¢pevva kat yevikd 1 epyacia pov yia tn cvAloyn EAyki{ virpée wa mpaypatikd cuvapnaoTikn
Sadikaoia. To mepiexopevo tng kat ot Stadopeg katevBivvoelg mov Ba ématpve émpemne va GLAANPOOLY
€&’ apxne. Ta péva wg empeAnTpla onpeio exkiviiong yia to oxedlaopd g ékbeong anotéleoe
To apyovtikd tov Xahip Mmén to omoio o Afjuog MuTidfjvng, oto eAAnvikd vnoi g AéoPov
xpnotpomotei wg Anpotikr mvakodnkn. H mvakobnkn, to mpwnv apxovtiké tov XaAip Mmén
anotehei Seiypa TG 00wHAVIKAG APXITEKTOVIKHG KANpovoudg Tov vnotov. Ouwg o mo evtagépwv
KO GUYKLVI|TIKOG TTAPAYOVTAG OTO KTHPLO agopd ia cuvatsdnuatikr cvvdeon: o mammoig tov Tlav
EAyki(, o Xahip Mmnéng yevviifnke kot peyddwoe 0to ktiiplo avtd. Avth n avBpwmivn mtuyn Tov
KTnpiov potpaia ovvSéet Tnv £kBeon Kat TO KTNPLO He TIEPLOCOTEPEG ATIO Widt YEVLIEG.

! Emotoléc, 1.11.27.
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‘Etot ot Ipappég Iepdopatog (in medias res) @avtalel oav aoteplopog 6mov amaptiletar amo
SLaQOPETIKEG TIOPELEG UVAUNG KAl aVTIANYNG. XT0 e0wTeptko NG ékBeong mbavd ovvanavtipata
petald Twv emAeYHEVWOV £pywV Kal TWV TOTIWV GLYKPOTOLV ia Suvapukn agvang allayng, n onoia
Baoiletal oe mpoowTikéG apnynoels kKaBg kot YUXOAOYIKEG Kol GUVELST|OLAKEG TAVTOTIOLOELG,.

H oxnvoypagia g ékBeong mpoBaliel pioa mAnBwpa Spopwv katavonong kat duvatdtnteg
Staddyov o€ piat LOTOPIKA KAt TIOALTIKA QOPTIOUEVT YEWYPAPiaL.

Ot Ipappég Iepdopatog (in medias res) tpégovtat and pia emAoyn €pywv GTOV MUPHVA TOVG,
ToL TepLEXOVV Sldpopa onpeia apnynuatikav ovykiicewv. Kabe épyo ovvdéetat pe to dAlo pe
UN-YPOUHIKEG agnyroetg ot Baon TG apXng Tov eykiPwtiopov (in medias) péoa amoé pia oetpd
oLVO£CEWY WG TIPOG TO TIEPLEXOLEVO 1] KAL TT| LOPPT).

Tov 6po «in medias res»,” 1} «GTO HéGO TNG TAOKNG» TpwWTOXPNOLHoTOiNsE 0 Pwpaiog montrg kat
KpLTIKOG OpdTiog oo épyo Tov Ars Poetica (TTointikr) Téxvn). H @pdon «In medias res» avagépetat
o€ pio a@nynuatikn Texvikn 0mov 1 totopia Eekivd and tn péon. Onwg e€nyei o Opdtiog, katt TéTOL0
TPOOoKAAEl TOV ATOSEKTN GTNV TAOKT| TTPOEEVWVTAG TOV TIEPLEPYELA YIA «TIG TIOPELEG TWV XAPAKTIPWV
070 Tape BV Kat yla T TL TOUG eMPUALOTEL TO PEAAOV».

Zto Pabud mov to apxovtikd tov Xahip Mmén ovvdéetar pe TV owoyéveia EAykil kar v
Avtallayn tov 1923 peta&d EAAadag kat Tovpkiag kat, €xel katowknOei kot emyapoytel pe Tig Sikég
Tov agnynoeig, n ékbeon ehodokei va tpooBéoet kat va Staypdet vEEG ypappés TEpACHATOG.

Xwpotalkog oxedlaopog tng ékBeong

Aappavovtag wg onueio ekkivinong to apxovtikod tov Xaip Mmnén d60nke mpotepatdtnTa 0TO Vat
StatnpnBei n TawTdHTHTA TOV KTNPLOL WG XWPOL KaToLKiag. To ApXOVTIKO LETATPATINKE O Evay AeVKO
kvPoeldn exBeotaxd xwpo, T Anpotikr Iivakobnkn MutiAfvng to 1994. TIpokelpévov va omdow
mv aiocBnon Tov Aevkov kvPov kat va avadeifw Tn Aettovpyia Tov XWPoOLv WG TOTOL peTAPAOTG
and 1o mapeAdov 6To MapodV Xpnoiponoinoa Svo oTpatnylkés: o) TomobiTnoa Ta épya e TETOLO
TpOTO WOTE va mpocwmnomotovvTal kat (B) eonyaya ‘opiopéva’ émmha oto xwpo. Etot anogdacioa
va neplopiow ta épya oe SV0 odAeg, enTA SWUATIA Kat Tr OKAAA — vITovowvTag OTL Ta iSla Ta épya
eivat £vowkot tov ktnpiov. IapdAAnAa, pe tnv kaBodnynon tng owoyévetag Exyki fprixape kamota
avBevTiKd EmmAa, MOV AVNKAV apXIKA OTO KTHPLO 000 KATOLKOVOE €KEl 1] OIKOYEVELQ, Ta OTola Kalt
ayopdoape amd Tov TAEOV YVWOTO avTikép TOL vijotov Anuntpn Aepept.

Me tov TpOTo v TO, KABe SwATIO KaL/T) XWPOTAEIKO TUM A TOV apXOVTIKOV SeV TIEPLEINE TTAPATIAVW
arnd SVo pe Tpia €pyaov ovvdEovtay LeTald TOVG —Héow BEapATIKWVY, APNYNUATIKOVY, LOPYONOYIKWDV
1 Sopkwv ototxeiwv. KabBwg eioépyetal ato xwpo o kabévag elodyel Tig SikéG TOL avaQopég Kat
LOTOpieg TOV/TNG, CLYXWVEVOVTAG TEG HE TOVG SLAAOYOUS TWV {N-YPOUUIKOY aAPnyRoewy TNng
éxBeon kat emiteAdvTag £ToL pia kateoxnv «in medias res» ovppeToXN.

2 Fairclough, H. and Rushton, H. (1926) Satires, Epistles and Ars poetica by Horace. W. Heinemann, London. Line: 148
* The Norton Anthology of Theory and Criticism, ed. by Vincent B. Leitch et al. New York: W.W. Norton & Co., 2001, p. 121



From

the Elgiz Collection to
the Lines of Passage
(in medias res)
Exhibition

Basak Senova

Sevda and Can Elgiz began amassing their art collection in 1980 by focusing on “the contemporary”
in art and life and in 2001 made the collection accessible to the public at the Elgiz Museum in
Istanbul. Many years later in 2016, I was invited to work with the collection and curate an exhibition
in Lesvos, which would present a selection from this collection. What intrigued me most about this
project was the idea of exploring collecting through the concepts of linking, gathering, and sharing.

While researching the Elgiz Collection, I detected some thematic paths that overlap with my
curatorial line of research and production. Thus, the exhibition is a product of these synchronisms.
I discovered several things as I endeavoured to map a network of relations within the collection.

The early years of the collection were more focused on form based and abstract explorations.
Nevertheless it is possible to observe some passing tendencies and approaches in the collection.
Some themes and aspects have continued to consistently repeat themselves through the years. One
may choose to consider or define them as the “conscious obsessions” of the collectors, which creates
a distinctive “line or connection” to the entire collection. The collection encompasses psychological,
cognitive and corporeal elements and experimental approaches towards individual narratives, while
tackling social issues like politics, gender and identity. Along with the inquiries of identity, ‘memory
construction and re-construction’ appears as one of the persistent themes of the collection.

In this vein, the exhibition envisioned as Lines of Passage (in medias res) endeavours to demonstrate
a variety of connections among narratives of memory and expressions of differing intensities and
approaches through the artworks selected from the permanent collection of the Elgiz Museum in
Istanbul.

Lines of Passage (in medias res)

Caelum non animum mutant qui trans mare currunt.
(They change their sky, not their soul, who rush across the sea.)

Horace!

Researching and working on the Elgiz Collection was a dynamic process; its content and various
pathways were yet to be conceived. Nonetheless, as the curator of the exhibition, my starting point
for designing the exhibition was the Halim Bey Mansion which today houses the Municipal Art
Gallery of Mytilene on the Greek Island of Lesvos. The gallery, formerly known as “the Halim
Bey Mansion”, is an example of the island’s architectural Ottoman heritage. Yet the most exciting
and inspiring characteristic of the building is its emotional content: Can Elgiz’s great grandfather,
Halim Bey was born and raised in this building. Both the building and the exhibition inevitably link
generations through a human component.

Accordingly, Lines of Passage (in medias res) forms a constellation reflecting on the trajectories of
memory and perception. Within the exhibition, potential encounters between the selected artworks
and spaces designate an ever-changing dynamic, based on personal narratives, psychological and
cognitive recognitions.

! Commager, Steele (1962). The Odes of Horace: A Critical Study.
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The exhibition suggests various pathways of understanding through its scenography and potential
dialogues of historically and politically charged geographies.

Lines of Passage (in medias res) is nurtured by a selection of core works encompassing a cross
section of narratives. Each work in the exhibition connects to another with non-linear narratives
employing the ‘in medias res’ either through content-based or form-based links.

The term “in medias res” or “into the middle of things” was first used by Horace, the Roman poet
and critic, in his work Ars poetica. “In medias res” refers to the narrative technique of starting the
story from its middle point. As Horace explains, this invites the audience into the plot by creating
curiosity about “the characters’ previous paths and their future destinies™.

The Halim Bey Mansion, is historically linked to the Elgiz Family, its ancestors and through the 1923
population exchange between Greece and Turkey. Thus it is already inhabited and inscribed with its
own narratives, and the exhibition aims to add and route other lines of passage.

On the Spatial Design of the Exhibition

Since the point of departure for the exhibition was the Halim Bey Mansion, the intention and priority
was to keep the ‘identity’ of the mansion as a living environment. The mansion was transformed into
a white cube (gallery space) in 1994 and became the Municipal Art Gallery of Mytilene. In order
to disrupt the aura of the white cube and to use the space as a transitional device between the past
and the present, I worked on two strategies: (i) to place the artworks by personifying them; and (ii)
to bring ‘some’ furniture to the space. Accordingly, I decided within the exhibition design, to limit
the number of artworks to be installed in the two halls, seven rooms and the staircase —and rather
treated them as if they were the residents of this mansion. Furthermore, during a consultation with
the Elgiz family,we discovered several pieces of Ottoman period furniture which had been used by
the Koulaxizoglou family while living in the mansion. In addition, these pieces had been purchased
from Lesvos’ most famous antique dealer, Dimitri Demerzis. The Municipal Art Gallery also owns an
extensive collection of ‘Ottoman storage chests’ which were also used in the setup of the exhibition.

As a result, each room and/or each spatial compartment in the mansion was limited to two or three
artworks, and they connected to each other —through theme-based, narration-based, form-based,
and structure-based links. Upon entering the mansion, the references and the personal stories
that one carries with him/herself merges with the conversations of the non-linear narratives of the
exhibition and thus spectators are invited to join these conversations ‘in medias res.

2 Fairclough, H. and Rushton, H. (1926) Satires, Epistles and Ars poetica by Horace. W. Heinemann, London. Line: 148
3 The Norton Anthology of Theory and Criticism, ed. by Vincent B. Leitch et al. New York: W.W. Norton & Co., 2001, p. 121
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Azade Koker
Prado Miizesinde/ Zto povoeio ITpavrto /At the Prado Museum, 2007

Fotograf/ ®wtoypagia / Photograph
95x73 cm
Koleksiyona Giris Tarihi / Huepounvia évta&ng otn ovAloyr) / Acquisition Date: 2007

Bu is, Prado Miizesinde bulunan Diego Veldzquez'in Infantin Margareta Teresa tablosu Oniinde,
tabloya bakan Kuzey Avrupali bir kadin1 resmetmektedir. Kii¢iik boyutta fotograflarin bir araya
gelmesinden olugan bu ¢aligma miizedeki bir anin ifadesidir. Bu an iki kadin figiiriin karg1 karsiya
gelisini gosterir.

To épyo anewovilel pia Bopelogvpwmnaia yovaika mov oTékeTal Ppootd and To £pyo tov Ntiéyo
Beldbkeb, Ivpavta Mapyapita n Avotpiakn, oto Movaoeio IIpdvto. AoteAolpevo amd KOG
UKPWV WTOYPAPLDV TO £PYO0 AMOTUTIWVEL £V OTLYHIOTUTIO antd TO HOVOEio, KaTd To omoio ot §vo
YUVAIKEG, £pXOVTAL AVTIHETWTIEG 1] fia pe TNV AAAn, wg Beatng kat éxBepa avtioTolya.

This work describes a North European woman looking at the Infantin Margareta Teresa painting of
Diego Velazquez at the Prado Museum. This artwork which is formed by small sized photos is an
expression of a moment at the museum. This moment shows two women’s confrontation.

Azade Koker’in (1949, Istanbul) erken dénem isleri genelde kimlik ve aidiyet konularini irdeler.
Geg donem iglerinde, insan miidahalelerinin izleriyle, yiizeyde tekrar eden Oriintiiler kullanarak,
yapibozumuna ugrattig1 dogal habitat goriintiileri yaratir. Berlin ve Istanbul'da yastyor ve caligtyor.
H Azade Koker (IToAn, 1949,) otnyv mpatur) tng mepiodo aoxohnOnke kupiwg pe Tig Oepatikés tng
TAVTOTNTAG KL TOV avijKeLy. Apyodtepa emkevTpwOnke on SnpLovpyia elkoOvwy Tng OONG pe ékdnia
onudada avBpwmivng mapépPfaocng, ta omoia amodopei emevdvovtag Ta pe emavolapBavopeva
potifa. Zet kot epyaletat 0to BepoAivo kat tnv TIOAN.

Azade Koker (1949, Istanbul) Her earlier works are largely concerned with identity and belonging.
In her later works, she creates images of nature inhabited by traces of human intervention, which
she then deconstructs through the use of a repeating pattern on the surface. She lives and works in
Berlin and Istanbul.




Bedri Baykam
[tiraf Zamani / H wpa tng eEopordynong / Confession Time, 2001

Fotograf/ ®wtoypagia / Photograph
95x73 cm
Koleksiyona Giris Tarihi / Huepounvia évta&ng otn ovAloyn / Acquisition Date: 2007

Itiraf Zaman1 kadini konu alan Disi Entrikalar serisinin bir parcasidir. Seri sanatginin multimedya
teknikler kadar ¢ok ¢esitli malzemeler kullanarak olusturdugu kolajlardan meydana gelir. Yaputta,
geng bir kadin Nice caddesinde poz vermektedir ve sakli bir Yunan heykeli yapittaki gizemin
derinligini arttirir.

H wpa tng egopordynong aviiket otn oepd épywv Kopitoiotikes Zvvwpooies pe Bépa tn yovaika,
TIOV OUYKPOTOUV KOAAL SLa@opeTikwy peéowv kal TEXVIKWV moAvpéowy. To épyo amewkovilel pua
KoTéAa mov moldper atoug Spopovg g Nikatag, evad €va ampoopeva TomoBetnuévo eAANviko
YAuTto evteivel Ty aicBnon pvotnpiov.

Confession Time is part of the Girlie Plots series that is about women. The series is made up of
collages in which the artist has used a great variety of materials as well as multi-media techniques.
In the work, a girl poses on the streets of Nice, and the hidden Greek sculpture enhances the depth
of the mystery.

Bedri Baykam (1957, Ankara) Tiirkiye'nin ilk neo-ekspresyonistlerinden biridir. Calismalar1 san-
at tarihi tizerine mizahi ve giiglii gozlemlerden kigkirtic1 politik ya da erotik multimedya islere
déniigmiistiir. Istanbulda yagtyor ve galigtyor.

O Bedri Baykam (Aykvpa, 1957) aviiket otnyv pawtn yevid Tovpkwv veo-eEnpeatoviotav. To épyo
Tov ekelixBnke otn Paon MOATIKA KAl EPWTIKA TTPOKANTIKWY Bepatikdv Kabwg Kat XLOVHOPLOTIKWV
OXOMWY OXETIKA e TV LOTOPLA TNG TEXVNG, EKTEAECUEVWV [E TEXVIKEG TONVpECWV. ZeL Kau epydleTau
otny IIoAn.

Bedri Baykam (1957, Ankara) is one of Turkey’s first generation Neo-expressionists. His work has
evolved into multi-media political or erotically provocative works, as well as humorous or insightful
observations on art history. He lives and works in Istanbul.
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Bengii Karaduman
Yeni Bir Beden I¢in Eskiz / Zmovdn yia éva véo owpa / Sketch for a New Body, 2012

T\nto-Pivreo Enel. 1/3+1 AP / Video sculpture, Edition 1/3+1 AP

2)57))

Koleksiyona Giris Tarihi / Hyepounvia évtagng otn cuAloyr| / Acquisition Date: 2012

Video heykelinin temsil ettigi beden, insan yapisi (demir - sandalye) ve dogal (6riimcek) olan
arasinda salinmay1 simgeliyor. Isin temas, sartlar degistikce bir bicimden digerine dontismek ve
melez bir beden olarak dengeyi bulmanin ¢abasi.

To yAvmto-Bivteo amotelel éva @avtaoTikd owpa ov Takavtedetal petafd texvntod (o18epévia
kapékha) kat guowkov (Bivteo-apdaxvn). Amotelei ékgpaon Tng Omapgng oe pio popr mov
petaAAdooetal og pia AAAN avaloya e TG TEPLOTAOELS, BpiokovTag looppoTia wg éva vBpdkd
OWA.

The video sculpture represents an imaginary body which oscillates between the man-made (iron-
chair) and the organic (video-spider). It is the act of being in one form and transforming to another
as circumstances change and then finding balance as a hybrid body.

Bengii Karaduman (1974, Hildesheim) diinyaya ait olan farkl gerceklikleri anlamlandirabilmek i¢in
bir kavrayisa dogru calisiyor. Bilgisayar animasyonu, video, desen ve heykel, medya enstelasyonlarini
kurmak i¢in kullandig; araglar.

Ayvalik ve Istanbul’ da yastyor ve ¢alisiyor.

To épyo tng Bengii Karaduman (Xilvteoyxaiy, 1974) anotelei pia mpoomdbeia katavonong twv
SLAPOPETIKWY TIPAYUATIKOTATWY IOV XapakTnpilovy tov koopo. Ztig ovvBéoelg tng xpnotpomoted
w¢ péoa computer animation, Bivreo kat {wypa@ukr, padi pe otoigeia yAnTIKAG. Zet kat epydletat
oto Aipali kat Tnv IToAN.

Bengii Karaduman (1974, Hildesheim) works towards an understanding of the different realities
of the world. The artist uses computer animation, video, drawing along with sculptural elements in
order to construct her media installations.

She lives and works in Ayvalik and Istanbul.
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Benji Boyadgian

Karsiya Ge¢mek / To ITépaopa / The Traverse, 2015

Video / Bivteo / Video

6'58”

Yapitin konsepti bir yolculuk seklinde giineyden kuzeye bir cizgi gizer . Bu giizergah Ikizburun'u
Koru¢am Burnu'na baglar ve Trodos Daglarr'ny, yesil ¢izgiyi ve Besparmak Daglarr’ni geger. Gegis

yolu rotas: farkli zaman dilimlerini kapsar ve yapay bir sekilde belirlenmis sinirlarin anlamini
sorgular. Ada tizerindeki yolculuk ¢izimlerle anlatilir.

H yevikn 18¢a tov épyov Baoiletat oe pia vontn ypappn and to Noto oto Bopd tng Kompov kat pia
avtiototyn odikn Stadpopr|. H Stadpopr| ovvdéel to Axpwtiipt Zevydpt pe to Akpwtript Koppaxitng
kat digpxetar Tov 6povg Tpododog, Tnv mpacvn ypapun Kat v opocelpd tov IMevtadaktvlov.
H Sadpopry Siépxetat Sla@opeTikd Xpovikd dpla auLoPnTaOVTag TNV eyKUpOTNTA TWV TEXVNTWV
opiwv. H agnynon tov ta&idiov and tn pia dkpn tov vnotod atnv aAn yivetat péow oxediov.

The concept of the work consists of drawing a line from south to north and traversing it in the
form of a road trip. This trajectory connects Cape Zevgari to Cape Kormakitis, and crosses the
Troodos Mountains, the green line and the Pentadaktylos Range. The route consists of traversing
different time zones and questioning the relevance of those boundaries which have been artificially
constructed. The journey across the island is documented through the sketches.

Benji Boyadgian (1983, Kudiis) Pariste ENSAPLV Mimarlik Fakiiltesinde okumustur ve sehir
sosyolojisi lizerine uzmanlik yapmustir. Boyadgian kalitim, arazi, peyzaj ve mimari izerine
odaklanan arastirma projelerinde ¢alisir. Kudiis'te yasiyor ve calistyor.

O Benji Boyadgian (Iepovoalrjy, 1983) omovSace apyttektovikr atn XxoAr) ENSAPLYV tov [Tapioiov,
pe eidikevon otnv aoTikn kotvwviohoyia. O Boyadgian epydletat oe epeuvnTIKA TPOYPALLHATA TTOV
apopoLV BelaTIKEG OYETIKEG UE TV KAT|POVOLLA, TNV TOTIKOTNTA , TO TOTHO KAl TNV APYLTEKTOVIKT).
O Boyadgian (et kat epydletat otnv Iepovoainp.

Benji Boyadgian (1983, Jerusalem) studied architecture at ENSAPLV School of Architecture, Paris
and specialized in urban sociology. Boyadgian works on research-based projects that explore
themes revolving around heritage, territory, landscape and architecture. Boyadgian lives and works
in Jerusalem.

Al 2dddadid el
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Burak Delier
Isimsiz (Kiigiik Adam) / Xwpig Titho (Mikpdg &vBpwmog) / Untitled (Small Man), 2005
Heykel / Thvnrtikry / Sculpture

3x5x10cm
Koleksiyona Giris Tarihi / Huepounvia évtagng otn ovAloyr / Acquisition Date: 2012

Burak Delier'in Kii¢iik Adam’1 devasa sisteme karsi agsagidan orgiitlenen bir meydan okumanin
temsilidir. Kigiik aktivist gruplarin ve kiigiik 6lcekli miicadelelerin de degisime katkisi olacaginin
ve biiytik siirprizler yaratabileceginin gostergesidir.

O Mikpés dvBpwmog Tov Burak Deliler amotelei deiypa avdyvwong evog xwpov opydvwong amod T
Bdon kat avtiotaong anévavtt oe éva kohoootaio ovotnua. Katadekvier tn Suvatdotnra pikpwv
OHAdWV aKTIBLOTWV KAl LIKPOV AyDdVWY VA ETUTEAEGOVY EVTUTIWOLAKEG AAANAYEG.

The Small Man of Burak Delier represents a bottom-up challenge against the huge system. It shows
us that small activist groups and small scaled struggles can also contribute to the change and create
big surprises.

Burak Delier (1977, Adapazar) gerilla taktikleri ve giindelik yasamdan 6diing aldig stratejilerle
absiird kesismeler yaratarak, sisteme miidahale etmeyi amaclar. Kendini ve sanati sorunsallastiran
bir yaklagimla arastirmalarini stirdiiren sanatci, halihazirdaki tiretim ve gii¢ iliskilerinin 6tesinde,
hayat1 daraltan baskin yasama kiiltiiriiniin karsisina konabilecek nefes alma alanlari yaratmaya
caligtyor. Istanbulda yasiyor ve galigtyor.

O Burak Delier (Avranalapi, 1977) Bétet wG 0TdX0 TOV TNV AVTIOCTAON AMEVAVTL OTO GUOTHUA
VIOOETWVTAG AVTAPTIKEG TAKTIKEG Kot OTpatnylkég mov Saveiletar amd tnv kabnpepvi {wn
TIPOKELEVOD va Snovpynoet arlokoteg kataotdoels. O kaAltéxvng exgpalet Tig avnovyieg Tov
péow piag kpttikig Bedpnong Tov eavTod TOL KAl TNG TEXVNG TOV, EVEATIOTWVTAG Vo Snpovpynoet
XWPOLG AvAoag O TEITHA EVOG KATATIETTIKOV TPOTOU {wr|g Kol TV KupiapXwy OXECEWY TAPAYWYT|G
kat e§ovoiag. Zet kat epydetar oty IToAn.

Burak Delier (1977, Adapazar1) explores the notions of freedom, spontaneity, improvisation and
creativity, believing that freedom is not the outcome of a pre-determined script, but is created from
incertitude, suspense and desire. Lives and works in Istanbul.
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Cindy Sherman
Isimsiz 117 / Xwpig Titho 117 / Untitled 117, 1983

Z0Cevkn xpwpatwv / Colour coupler
113 x85cm
Koleksiyona Girig Tarihi / Huepopnvia évtagng ot cuAhoyr / Acquisition Date: 2003

Isimsiz 117 gesitli toplumsal cinsiyet kodlartyla modanin kodlarini birlestiren sakli bir kadin
figiirtinii gosterir. Sherman kendisini kullanarak direkt olarak izleyicinin bakisiyla yiizlesir. Miimkiin
olan toplumsal cinsiyet ve kimlik akiskanlig1 okumalarinin hepsini gosteren, sabit olmayan ara bir
pozisyonu a¢iga vurarak ikili toplumsal cinsiyet rollerini sorgular.

To Xwpic TitAo 117 mapovotalet pio aSLlEVKPIVIOTN YUVALKELQ LOP@PT) TIOV AvapLy VOEL SLaQOPETIKOVG
EUPLAOVG POAOVG e TOVG KwOLKkes TNG Hodag. AvabBétovtag To poho otov eavtd TG n Sherman
épYeTal AuECA AVTIHETWTN e TN patid Tov Oeatr). Oétel Lo auPLoPrTnon Tovg poOAovg TwWV
@V WV w¢ dimolo, avadeikvbovTtag pia evoldpeon, aotadr KATACTAON TOV KATAPAPTUPEL OAEG TIG
duvatdtnTeg avayvwong s actadelag Tov QUAOV Kat TNG TAVTOTNTAG.

Untitled 117 displays an obscure female figure which combines diverse gender codes with the codes
of fashion. By casting herself, Sherman directly confronts the viewer’s gaze. She questions the binary
gender codes by revealing an in-between unstable position, which demonstrates all possible readings
of instability of gender and identity.

Cindy Sherman (1954, Glen Ridge, New Jersey) fotograf sanatcis: ve yonetmendir. Ustaca makyaji,
kostiimii, mekani ve durusuyla cesitli rollere girerek kendi fotograflarini geker. Calismalar: kadinin
toplumdaki, medyadaki temsiline ve sanat {iretiminin dogasina meydan okur. New York'ta yastyor
ve galistyor.

H Cindy Sherman (Tkhev Purg, Niov Tlépoei, 1954) eivar pwtoypdgog kat oknvobétng. ‘Exet
pwtoypagioet kat avabéoel otov €avtd NG Sagopovg polovg pe emdelia xprion pakiyldd,
KOVGTOVLL®Y, OKNVIKOU Kat oag, mov Soktpdlovv Ta dpla Twv poAwv Kat TV avanapaotdoewy
TWV YUVALKWY OTIV Kotvwvia onwg avtikatontpilovtat ota MME kat T @Oon TG KaAATEXVIKNG
Snpovpyiag. Zet kat epyaletat otn Néa Yopkr.

Cindy Sherman (1954, Glen Ridge, New Jersey) is a photographer and film director. She casts and
photographs herself in various roles through her masterful use of make-up, costume, setting and
pose. Her works challenge the role and representation of women in society, the media and the nature
of the creation of art. Lives and works in New York.

109



Ferhat Ozgiir
Sigra Serisinden / And tn oetpa Alpa / From the Jump Series, 2004

Fotograf pleksiglas / dwtoypagia oe plexiglass / Photograph Plexiglass
101 x77 cm
Koleksiyona Giris Tarihi / Huepounvia évta&ng otn ovAhoyr| / Acquisition Date: 2005

“Sigra” adli fotograf serisi Istanbul Topkapi Sarayi ve Edirnekapr Surlarr’nda sanatgi tarafindan
gerceklestirilen performanslardir. Serideki fotograflarin her biri viicut, mimari ve tarih algimiz1
degistiren ideolojik turizm konsepti arasindaki metaforik iligkileri sorgular.

H gwtoypagwkn oepd «Adpa» eival mpoidov mapaotaong tov idlov tov kaAAtéxvn oe Sidpopa
onpeia Tov makatod tov Tomkami kat Ti¢ moAepiotpeg G ITOANG ™G Adpravovntodews otnv
TI6An. Kdbe pwtoypagio TG oelpds StampaypateveTal Tn LETAQOpPIKT ovoxéTiorn petald owpatog,
APYLTEKTOVIKNG Kot 1OE0NOYIKWV OTOLXElWV 0TI TovpLoTikeg adieg mov modnyetoby v avtiAnyn
Hag yia TV totopia.

The “Jump” photographic series was performed by the artist in various locations of both Istanbul’s
Topkap: Palace and Edirnekapr’s Ramparts. Each of the photographs negotiates the metaphorical
correlation between the body, architecture and the ideological concepts of tourism which manipulate
our perceptions of the historical elements.

Ferhat Ozgiir (1965, Ankara) farkl kiiltiirlerin ve dinlerin bir arada oldugu Tiirkiyenin tarihsel
degerleri ve etnik olarak ayrismis eritme potasindan ortaya cikan igler yaratir. Genelde ¢alismalar:
karmagik arastirmalar gerektirir ve igin arkasindaki anlami ortaya ¢ikarmak amaciyla izleyicinin
ipuglarini aramasini ister. Sanatini geleneksel ve modern olanin arasindaki gerilimde konumlandirir.
Istanbulda yagtyor ve galigtyor.

To ¢pyo Tov Ferhat Ozgiir’s (Aykvpa, 1965) npokimtel o€ peydlo Pabpo and 1o loTopiké onpavtikd
XOVELTHpL TG Tatpidag TOv, OMOvV CLVAVTOUVTAL SLAPOPETIKEG KOVATOVpES Kat Bpnokeieg
SnuLovpyVTAG TNV avaykn yla moAvmhokeg avalitioelg yua ta ixvn tovs. TomoBetel tr SovAetd
TOV 07O peTaiypLo peTadd Tapddoong Kat veoTeptkdTTag. Zet kat epyaletat otny IIoAn.

Ferhat Ozgiir (1965, Ankara) creates works, many of which emerge from the historically significant
and ethnically diverse melting pot of Turkey, where different cultures and religions converge.
His works often require complex investigations and ask the viewer to search for clues in order to
uncover the meaning behind the work. He positions his art in tension between the traditional and
the modern. Lives and works in Istanbul.
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Gilbert & George

Giinesin Battig1 Diinya / O k6opog tov nhiofactiépatog / Sun Down World, 1989
Fotograf pleksiglas / dwtoypagia oe plexiglass / Photograph Plexiglass

247 x 180 cm

Koleksiyona Giris Tarihi / Huepounvia évta&ng otn ovAoyr| / Acquisition Date: 1992

Bu yapit Gilbert & George'un “Kartpostal Resimleri” serisinin bir pargasi. Sanatcilar kartpostallar
topladiktan sonra kartpostallar arasindan foto-parcalari olustururlar. Bir arag olarak kartpostallarin
tercihi sanatgilarin ticari amagla iiretilmis ve glinliik hayatta karsilagilan goriintiilere olan ilgilerini
gosterir. Ayni1 zamanda yapit Gilbert & George’'un “olagandist olmak” olarak tanimladiklari iletisimin
bir formudur.

To ¢pyo eivan deiypa amd ) dovAewd twv Gilbert & George pe titAo «Eikoveg — KapT TOOTAMN.
Ot kal\itéyveg eival GVANEKTEG KAPT TOOTAN TIG OTIOLEG EVTAOOOLY 0 PWTOYPAPIKEG oVLVOETELG.
H emhoyr| Twv Kapt TOOTAA WG HECOL €ival EKPPAcT TOL EVOLAPEPOVTOG TOVG Yl ELKOVEG TNG
KaBnpepvotnTag mov éxovv mapaxdei palikd kat cLYXPOVWS ATOTEAODY AVTO TIOL Ot KAANITEXVEG
TEPLYPAPOVY WG «EEALPETIKON.

This work is a part of Gilbert & George’s ‘Postcard Pictures’ series. The artists collected postcards and
then constructed photo-pieces out of postcard assemblages. The choice of postcards as a medium
reflects their interest in the commercially produced images encountered in everyday life. The work
at the same time is a form of communication Gilbert & George describe as being ‘extraordinary’

Gilbert & George (1943, San Martin de Tor ve 1942, Plymouth) ayr1 kisilerdir ama tek bir
sanatgidirlar. 1960’larin sonunda St Martins Sanat Okulu'nda tanigtilar ve 6liim, yasam, umut,
korku, seks, para, irk ve din gibi biiyiik evrensel konular iizerine sanatsal iiretimlerine bagladilar.
Londrada yagiyor ve ¢alisiyor.

O1 Gilbert & George (San Martin de Tor, 1943 kot Plymouth 1942) eivat dvo mpécwna miow amnod
évav kaAlitéxvn. Ot Spopol Tovg cvvavtnOnkav otn Xxohn Kadwv Texvav tov St Martins ota téln
g dekaetiog Tov '60 6moL &ekivioay va dnpovpyody Téxvn oxXeTikd pe TG kaboAikég Evvoleg Tng
avBpwmvng vrapéng: to Bavaro, tn (wn, TV eAnida, To oo, To o€, To Xpripa, TN UAN Kal TN
Bpnoxkeia.

Gilbert & George (1943, San Martin de Tor and 1942, Plymouth) are separate people but one artist.
They met at St Martins School of Art in the late 1960s and began creating art concerned with our
great universals: death, life, hope, fear, sex, money, race, and religion. Live and work in London.
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Giilsiin Karamustafa

Merdiven / ZkaAa / Stairways, 2001

Video / Bivteo / Video

4)11))

Koleksiyona Giris Tarihi / Hyepounvia évtagng otn cuAloyr| / Acquisition Date: 2003

Galisma Istanbul Karakdy'deki Kamondo merdivenlerinde Dogu Avrupadan gé¢miis olan, sokak
galgicist bir grup ¢ingene ¢ocugu anlatir. Merdivenler 19. yyda yasamis olan Fransiz Yahudisi
Kamondo Ailesinin anisina 1850’lerde insaa edilmistir.

To épyo amewoviler pia mapéa moudwwv Popd petavactwv and v Avatohwr Evpwnn kabwg
naifovv povowkn ota Zkalondtia Tov Kapdvto ato Kapdkioi Tng evpwnaikng mhevpdg tng [IOANG.
Ta oxalomdtia xtiotnkav yopw ota 1850 otn pvrun g faAloePpaikng owoyéveiag Camondo.

The work documents a group of migrant gypsy children from Eastern Europe, who perform as street
musicians on the Camondo Stairs in the old European quarter of Karakdy, Istanbul. The stairs were
built in the 1850s in memory of the 19th century French Jewish Camondo family.

Giilsiin Karamustafa (1946, Ankara) yagliboya, yerlestirme, hazir yapit, fotograf ve video gibi
farkli teknikler, araglar ve yontemler kullanarak sosyopolitik meseleleri isler. Istanbul'da yasiyor ve
caligiyor.

H Gillsiin Karamustafa (Ayxvpa, 1946) mpaypatedeTal KOVOVIKOTOALTIKA OEpata xpnoLlomoLdvTag
Sapopa péoa, texvikeg kal peBodovs: {wypa@ikr), YALTITIKY, TPOKATACKEVEG, YWTOYPAPIEG Ka
Bivteo. Zet kat epydletar oty ITOAN.

Giilsiin Karamustafa (1946, Ankara) processes socio-political issues by using a variety of different
mediums, using varied techniques and methods: painting, installation, ready-mades, photographs
and video. Lives and works in Istanbul.
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Hale Tenger

Kirik Plak, Otoportre / Xahaopévog diokog, Avtonpocwnoypagia /

Broken Record Self-portrait, 2005

Atdgopa péoa / Mixed media

71x25x4 cm

Koleksiyona Girig Tarihi / Huepounvia évta€ng otn ouA\oyr| / Acquisition Date: 2005

Soldaki fotograf Istanbulda Topkapi mahallesindeki Kirik Plak adli bir eskici ditkkanini belgeler.
Sagdaki plak siirekli doner. Plagin etiketinde Perpetual Motion/Keep on Dancing (Devridaim/
Dansa Devam ) yazar.

H gwtoypagia ota apiotepa amewovilet éva payali petaxeptopéveoy diokwv otn yertovid Tonkarm
g IIOAnG, pe v enwvopia «Znacpévog Aiokogr. O diokog ota aplotepd yvpvd atéppova. H
eTIKETA TTAVW 0TO OioKo Ypdpet: «Aévan kivion/Xopeve, Un oTapatag».

The photograph on the left documents a second hand shop in Istanbul’s Topkap: district, the name of
which is Broken Record. The record on the right continuously spins. The label on the record reads:
Perpetual Motion/Keep on Dancing.

Hale Tenger’in (1946) calismalar1 her zaman farkl tarihi, sosyopolitik, psikososyal ve kiiltiirel
referanslardan ilham alir. Miizik araglarini hikaye ya da arsiv kayit diizenlemesi olarak kullanir.
Istanbulda yastyor ve galigtyor.

H éunvevon ya ta épya tng Hale Tenger’s (Zpdpvn, 1946) ovxva mpokdntel amo pia oelpd amd
LOTOPLKEG, KOLVWVIKOTIOAITIKEG, YUXOAOYIKEG Kal TOMTIOHIKEG TipoohapBavovoes. Xpnotlomolel
HOVOLKA OTOLKEIX WG HEGO TNG APHYNONG KAl APXELAKEG XOYPAPTTELG WG KOUPATL TwV ocvvOéoewy
™G. Zet kat gpyaletat otnyv TIOAN.

Hale Tenger’s (1946, Izmir) work is often inspired by diverse historical, socio-political, psychosocial
and cultural references. She uses musical elements either as a narrative or as an arrangement of
archival recordings. Lives and works in Istanbul.

117



Hera Biiyiiktasciyan

Deniz onlara verdi ve deniz verdiklerini geri ald1 /
Ooa tovg ¢8woe n Bdacoa Tovg Ta Taipvet miow/
The sea gives them and the sea takes them back, 2008
Heykel / Thvntikry / Sculpture

33x17x172cm

Is gecmisin kiillerinden ¢ikip simdiki zamanda kendisini goriiniir kilan yasayan bir organizma ve
bir nevi ge¢misin hatirlaticis niteliginde.1922'de yasanan Kiigitk Asya felaketine isaret eden yapit,
Ayvaliktaki yola ¢ikan bir mimari 6genin kayip zaman ve mekanin izinde Lesvosa yolculugununun
hikayesidir ve bir nevi bu cografyalarda giiniimiizde de tarihin kendisini yeniden ancak farkli
aktorlerle tekerriir ettigini isaret etmektedir.

To ¢pyo amotelei pia evBOUNoN Kat TavTOXpova éva {wvtavo opyaviopo mov €xet Eemndnoet anod Tig
oTdyTeG TO MapeABOVTOG yLa va eppavioTel 0To Tapov. TIpOKeLTAL YA TV LOTOPIA EVOG APXITEKTOVIKOD
ototxeiov and to Aifali (AiPalik) mov ta&ideye miow ot AéoPo yla va avakalOyet T xapévn
LoTopia evog XapEvVou XpOvov kal TOTIOV, oL TavtifovTal pe To 1922 kat TNV KATaoTpoPr) Tov
enépepe oty EANGSa kat tnv Tovpkia. H otopia emavalappavetal onjpepa otny idla yewypagia
e SLaQopeTIKOVG OpWG TPAYIKOVS TIPWTAYWVLIOTEG.

The work stands as both a reminder and as a living organism from the ashes of the past. It makes
itself visible today in contemporary times. It is the story of an architectural element from Aivali
(Ayvalik) which travels back to Lesvos to find the hidden history of a lost time and place. It relates to
the 1922 Asia Minor disaster between Greece and Turkey and demonstrates how history can repeat
itself in the same geographical area in present day yet with different actors.

Hera Biiyiiktagciyan (1984, Istanbul) genellikle enstelasyon, resim ve video gibi tekniklerle, kimlik,
hafiza, zaman ve mekan ile hayali bir bag kurmak amaciyla “6teki” olma durumunu yokluk ve
goriinmezlik kavramlaryla bir araya getirerek vurgular. Istanbulda yastyor ve calisiyor.

H Hera Biiyiiktagciyan (IToAn, 1984) Snuovpyei otn féon evog vontod Seopod petagd tavtoTnrag,
UVIHNG, XPOVov Kkat TOmov, Sivovtag £u@actn oty Katdotaon tng aAloTpiwong péow Tng
ATOCLWTINOTG, XPTOLOTIOLWVTAG WG HETa TIG YAUTITIKEG ouVOETeLs, Tn {wypagikn kau To Pivteo. Zet
Kkat epyddetar ot IIoAn.

Hera Biiyiiktasciyan (1984, Istanbul) forms an imaginary bond between identity, memory, time and

space while emphasizing the state of “otherness” in the context of the concept of invisibility through
installations, drawings and video. Lives and works in Istanbul.
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ihsan Oturmak
Teklesme / Amodidvpomoinon / Degeminition, 2011

Tuval tizerine yagliboya / EXatoypagia o€ povoapd / Oil on canvas
165 x 104 cm
Koleksiyona Giris Tarihi / Huepounvia évta&ng otn ovAoyr| / Acquisition Date: 2012

Bu triptik benligin (tekligin) herhangi bir olayla yok edilmesini isler. Devrim, degisim, inkilap, ihtilal,
baski, ceza ya da terbiyenin benligi hangi bi¢imsel ya da duygusal tehditlerle yok edilebilecegini,
zedelenebilecegi, hatta hangi alakasiz durumlarla harmanlanabilecegi ile ilgili bazi sorgulamalarin
driinidir.

To TpinTv)0 MpaAypateveTal TNV AKDPWOT TOVL EYW KAl TNG ATOUKOTNTAG OTWG edpevel oW Amod
omnolodnmote yeyovog. Amotelel mpoiov TPoPANUATIOUOD OXETIKA e eKELVEG TIG LOPPONOYIKEG T
ovvaleBnpatikég anellég péow Twv omoiwv 1 enavaotaoc, n aAkayn, n e&éyepon, n avtiotaon,
1 KATAOTOAT), 1 TIHWPIa, Kal 0 KOUPOPOHOG ShvavTal va Tpavpaticovy 1 v Katapynoovy Tny
ATOWKOTNTA, 0€ GUVOVAOHO e AAAEG PALVOUEVIKA ATVVOETEG KATAOTATELG.

The artwork concerns the destruction of this triptych individuality ( individuity). It is the production
of some investigations relating to how revolution, change, reform, repression, punishment or
education can destruct or injure the self with formal and emotional threats.

Calismalarinda teklik ve biriciklik, militarizm, egitim, ceza, inkilap ve ihtilal gibi konular
iizerine egilen Thsan Oturmak (Diyarbakir,1987) bu kavramlar1 agabilmek igin Tiirkiyenin cesitli
bolgelerindeki koy okullari, camiler ve cezaevlerinde arastirmalar yaparak belge niteligi tasiyan
materyaller topluyor. Istanbulda yasiyor ve ¢alisiyor

Ta é¢pya Tov Thsan Oturmak (1987, Ntiyldpprmakip) optoBetovvtat amd £vvoleg OTwg n aTopkoOTnTa,
N HOVadIKOTNTA, 0 WATaplopos, n maudeio, 0 CWPPOVIOUOE, N avtiotaon kat 1 e&éyepon.
ITpokeévov va Slagpwtioet TIG £vvoleg avTég 0 kadtexvrg éxet Siefayet épevveg kat cuAAEEeL
VAIKO Tekpnpiwong and enapxlakd oxoAeia, Tlaptd kot guAakég o SlaPopeg TEPLOXES TNG XWPOIG.
Zekau epyaletat otny IIOAN.

Thsan Oturmak (1987, Diyarbakir) who processes the oneness, militarism, education, punishment,

reform and revolution collects materials as documents by doing research in village schools, mosques
and prisons in different regions of Turkey. Lives and works in Istanbul.
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Kendell Geers

Kutsal Bakire / Sainte Vierge H evhoynpévn ITapOévog / Holy Virgin, 2004

ik peAdvn oe xapti / Indian ink on paper

207 x 149 cm

Koleksiyona Giris Tarihi / Huepopnvia évta&ng otn ovAoyn / Acquisition Date: 2006

Bu resim dizisinde Picabianin 1920 tarihli meshur eseri La Sainte Viergeden esinlenilmistir. Geers
kagit tizerine kara miirekkep teknigi izderinden erotik bir kutsal bakire sunuyor ve maskiilenligi
cevreleyen kliseleri kesfediyor.

H oepa oxediwv avthei épmvevon and to Siaonpo mivaka, H evdoyyuévy mapBévos mov oxediooce
0 Ppavoig Iikapmd to 1920. Xpnowpwonotwvtag tvdikr peddvn oe xapti o Geers anelkovilel pia
evloynuévn mapBévo pe TpoTo epwTIKd oxoAAfoVTag KALOE avTIANYELS Tiept avSpLapov.

This drawing series is inspired by the famous drawing of Picabia La Sainte Vierge from 1920. With
Indian ink on paper, Geers is presenting an erotic holy virgin by exploring clichés surrounding
masculinity.

Kendell Geers (1968, Johannesburg)’in uygulamas: hosgoriilebilirligin sinirlarini kesfeden ve en te-
mel kimlik, gii¢ ve dil konseptlerini sorgulayan etik, manevi ve estetik sorularla doludur. Briikselde
yastyor ve ¢alisiyor.

H mpaxtixn) tov Kendell Geers (Tioxaveopmovpyk, 1968) yapaktnpiletat and nohvenineda ndwd,
TIVEDHATIKG Kot atoOnTIKd epwTrpata, mov Stepeuvoly Ta OpLa TOV ETUTPENTOD Kat apLoPntovv
TIG TAEOV PACIKEG EVVOLEG TNG TAVTOTNTAS, TNG eEovaiag Kat TG Y\wooag. Zel kat epydletat oTig
BpuEéhec.

Kendell Geers’ (1968, Johannesburg) practice is layered with ethical, spiritual, and aesthetic ques-
tions, exploring the boundaries of what is permissible and questioning the most basic concepts of
identity, power, and language. Lives and works in Brussels.

123



Komet
Komet, 97 1997

Tuval tizerine yagliboya / Eatoypagia o€ povoapd / Oil on canvas
70x90 cm
Koleksiyona Giris Tarihi / Huepopnvia évta&ng otn ovAhoyn / Acquisition Date: 2000

Komet, iginde birden fazla anlati barindiran, hayal ile gercek arasinda salinan bir diinya kurguluyor.
Bu diinya izleyeniyle tamamlaniyor: izleyici, kendine odaklanan, gizlenen ve izleyen, izleyeni
izleyen, izleyene aldirmayan karakterlerin birden fazla yerde, bi¢cimde, halde, durumda, hep birlikte
varoldugu bir ana “izleyerek” dahil oluyor.

O Kopét dnpovpyel évav koo ToAamA@v a@nyoewy o TAAAVTEVETAL LETAED TIPAYHATIKOTNTAG
Kat oveipov. O KOOHOG auTOG OAOKANpWVETAL péda amd avutolg mov Tov atevilovv: o Beatr|g
OVUPETEXEL TIAPATNPWVTAS Hict GTLYUR TIOV TIPWTAYWVIOTOVY XAPAKTHPEG ECWOTPEPELG, KPLPOI Kall
ekioov mapatnprrikoi 1 adiagopot anévavti 6Tov i81o, o€ TOANATIAG Hépn, HOPPES, KATAOTATELG KAt
QaoELG.

Komet, builds a world with more than one narrative which sways between imagination and reality.
This world is completed with its audience: all of these characters; the audience, the one who focuses
on him/herself, the one who hides and watches, the one who watches the audience, the one who
doesn’t mind the audience get involved in a moment which they exist all together in more than one
place, manner and situation through watching.

Komet (1941, Corum) [lk genglik yillarinda benimsedigi takma ismi “Komet” adiyla taninan Giirkan
Coskun, ozellikle figiiratif resimleriyle sadece Tiirkiyede degil, Avrupada da ¢ok iyi taninmaktadur.
Resimlerinin yani sira performanstan yerlestirmeye, videodan fotografa kadar farkli bir gok mecrada
sanat iiretimi yapmayu siirdiirmektedir. Istanbul ve Paris’te yasiyor ve galisiyor.

IvwoTog pe to kaAltexviko yevdwvopo Komet (Toopovy, 1941) to onoio vioBétnoe amd vwpig, o
Tkiovpkav TCookovv eivaw idtaitepa yvwaotog oty Tovpkio kat tny Evpdmnn ylo Tovg anetkoviotikovg
Tov mivakes. H kahAitexvikny Tov Snuiovpyla ekTeivetal mépa amd TovG PWTOYPAPIKOVG TVAKEG
oe pio mAewdda péowy, amd TNV avamapdotacn otny tomobétnon kat amd Tto Pivieo péxpt T
pwTtoypagia. Zet kot epyaletat otny II6An kot to Tapiot.

Komet (1941, Corum) Giirkan Coskun who is known with his pseudonym “Komet” that he adopted
in his youth is well-acknowledged with especially his figurative paintings not just in Turkey but also
in Europe. He continues producing art in many different fields from performance to instalment,
video to photography as well as painting. Lives and works in Paris and Istanbul.
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Mateo Maté

Evecil Milliyetgilik (Sahneler) / Owkeiog eBvikiopodg (otrypotona) /

Domestic Nationalism (Screenshots), 2005-2007

Video / Bivteo / Video 6°

Koleksiyona Giris Tarihi / Huepounvia évta&ng otn ovAloyr| / Acquisition Date: 2011

Bu yapitta, goriintiiler, manzaralar ve savag meydaninin formlar: ev ile yan yana siralandi. Aile
kutlamasinin hareketlerini ve davranisini savasin hazirliklar: ve ilerlemesiyle birlestirdi. Her gériintii
devam eden goriintilyii hepsi ayni siddet geriliminin biitiinii olana kadar kirletiyor.

210 épyo auTO T OTOLXEi, TOTA Kol HOPPEG evOg mediov pdyxng avautyvbovtat He ovtd gvog
VotkokLptov. O KaAMTEXVNG OUVOVALEL XELPOVOLLIEG KAl GUUTIEPLPOPEG VALY VWPIOLHES WG KOUUATL
€VOG OLKOYEVELAKOV E0PTATOV e TIG TTpoeTolpacieg kat eEEMEN piag péxng. Ot oknvég Stadéxovtat
1 pia v &AAn og alAemaAAnlo Stadoyo péxpig 6Tov va yivouv koppdtia tng idag Piatag mieong.

In this work the images, landscapes and forms of a military battlefield are juxtaposed with those of
the household. He combines the gestures and behaviour of a family celebration with those of the
preparations and development of a battle. Each image contaminates the proceding image until they
are all part of the same violent stress.

Mateo Maté (1964, Madrid) giindelik nesneleri kullanip genellikle ge¢ modernitede yer tuttugumuz
mekanlarin nasil 6zel ve toplumsal, politik ve varolusqu, bireysel ve kolektifin birlestigi ve i¢ ice
gectigi gerilim ve siddetle telkin edildigini kesfetmek i¢in giinliik ev isleriyle iligki kuruyor.

O Mateo Maté (Madpitn, 1964) xpnotomotel kabnuepva avtikeipeva, cuxva anod tnyv kabnuepvi
TOV POUTIVA GTO OTITL Yo VaL EEPEVVITEL TO TG OL XWPOL KATOLKIOG TTG VOTEPNG VEOTEPIKOTNTAG
eivar Samotiopévol e evtdoel kat Bia, ot omoieg StaoTavp@vovTaL KAt CUYXWVEDOVTAL TO
TPOCWTIKO KAl TO KOWVWVIKO, TO TIOALTIKO Kat TO LTapElako, To atopko Kat To GUANOYIKO.

Mateo Maté (Madrid, 1964) uses everyday objects, often related to his daily household routines to
explore how the spaces we inhabit in late modernity are imbued with tensions and violence in which
the private and the social, the political and the existential, the individual and the collective, merge
and intertwine.
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Nan Goldin

Penceremden Kizil Gokyiizii, New York Sehri/ Koxkivog ovpavog anéd to mapdbvpod
pov, Néa Yopkn/ Red Sky From My Window, New York City, 2000

Elatoypagia og povoapd / Cibachrome print

76 x 102cm

Koleksiyona Giris Tarihi / Huepounvia évta&ng otn ovAoyr| / Acquisition Date: 2003

Penceremden Kizil Gokyiizii/ New York Sehri fotografi sanat¢inin “Elementler” serisindendir. Bu
seride manzara goriintiisii travma durumuyla iist tistedir. Goldin kirmizi bir gokyiiziiniin endiistriyel
ufuk cizgisi ile bulugtugu alan: seyreder.

H gwrtoypagia Kéxkivos ovpavis amé 1o mapdBupd pov, Néa Yopkn anotehel KOUHATL TNG Oelpdg
«Ztolxelar. H ewovoypagia Tov TOMOUL QVTIOTOLEL OTNV TPAVHATIKY] KATAOTAON TNV Omoia
npaypatedetat oAokAnpn n oetpd. H Goldin cuA\oyiletal mdvw a1o xwpo 6Tov 0 KOKKIVOG 0Vpavog
ovvavtd T Blopnxavikr ypappn tov opitovra.

The photograph Red Sky From My Window, New York City is from her series “Elements”. The
landscape imagery overlaps with the state of trauma throughout this series. The artist contemplates
the space where a red sky meets the industrial skyline.

Nan Goldin (1953, Washington, D.C.)’in kadin kiligindaki erkek perfromanscilarin (drag queens)
siyah beyaz goriintiilerinden olusan erken dénem isleri kendisinin de ait oldugu alt kiiltiirel yasam
tarzinin kutlamalaridir. O fotografi psikolojik durumlar kaydetmek i¢in kullanir. New York, Berlin
ve Paris’te yasar ve ¢alismalarini siirdiiriir.

Ta pwipa épya g Nan Goldin (Ovdotyktov, 1953) —kupiwg aompopavpes pwtoypapies tpaBeoti-
anaBavati{av TNy VTIOKOVATOVpA Kat TOV TPOTIo {Wwr|§ TNG KOWVOTNTAG 0TNY oTtoia Kat 1) idla avrke.
XpnotoToLel T pwToypapia WG HECW KATAYPAPTS WUXOAOYIKWY KATAOTACEWY. Zel Kat epydleta
ot Néa Yopkn, to Bepohivo kat to Iapiot

Nan Goldin (1953, Washington, D.C.) earliest works, black-and-white images of drag queens,
were celebrations of the subcultural lifestyle of the community to which she belonged. She uses
photography as a means of recording psychological states. Lives and works in New York City, Berlin,
and Paris.
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Nilbar Giires

Yakalamak / ITidoe / Catch, 2010

Avapewctn texvikn oe xapti / Mixed technique on paper

113x 156 cm

Koleksiyona Girig Tarihi / Huepopnvia évtagng ot cuAhoyr / Acquisition Date: 2012

Nilbar Giires'in gelistirdigi post-feminist dil yogun bicimde mizahtan beslenmekte ve 6zellikle islami
toplumlara ya da Ortadogu cografyasina 6zgii cinsellik ve cinsiyet mecazlarini elegtirel bigimde
ele almaktadir. Kamusal alanda gergeklestirilen performanslar iizerine kurulmus olan Bilinmeyen
Sporlar baglikli seri (2010) dinsel ve feminist sdylemler arasindaki gergin karsilasmalara deginmekte.
Yakalamak baglikli kolaj/¢izim de hem bu serinin bir parcasidir.

H peta-@epviotikn ontikr tng Nilbar Giires pémet mpog To XloOpOp Kal TNV KPLTIKT LOAAUKOV 1)
peoavatolikwv nBwv yia to o kau t oefovalkdnTa. H oeipd Ayvwota Znop (2010) Eexivnoe
wg dnuodola avamapdotaon pe Oéua v avtmapddeon petald OpnoKeVTIKOY KAl QEUVIOTIKOV
yAwoooxpnowwv (discourses). To épyo ITidoe, eivar €vag mivakag kKOAGL and Tn oepd auTr).

Nilbar Giireg’s post-feminist slant veers toward humour and toward a critique on specifically Islamic
or Middle Eastern tropes about sex and sexuality. Her Unknown Sports series (2010) began as a
public performance about the confrontation between religious and feminist discourses. Catch is a
collage/drawing from this series.

Nilbar Giires (Istanbul, 1977) yapitlarinda farkli ifade bi¢imlerini, farkli malzemeleri kullanmaktadir.
Sanatgl, performanstan videoya, ¢izimden, kolajdan fotografa kadar uzanan genis bir ifade ¢esitliligi
icinde daha gok erkeklere ait bir diinyada kadin olmay1 konu edinen fikirler tiretmekte ve bu fikirleri
diziler halinde islemektedir. Viyanada yasiyor ve ¢alistyor.

H Nilbar Giires (II0An, 1977) Sovlelel pe oA Sta@opeTikd péoa. ATO TNV avanapdoTacn Kal T0
Bivteo péxpt T yAvmtikn), T {wypagikr, To KOAAL kat TN pwtoypagia, enkevTpwveTal o€ Oepotiké
7oV 0XedOV TTAVTA APOPOLY TO va eioal yuvaika o€ ‘TAACHEVO Yia &vTpeg, cuviiBws oTa TAaiowa
OELPWV TIOV EUTIEPLEXOVV XPNOT) OAWV AUTWV TwV HEcwV. Zet Kat epydletat otn Biévn.

Nilbar Giires (1977, Istanbul) works in many mediums. From perfomance and video to sculpture,
drawing, collage and photography, she works with ideas almost always pertinent to being a woman
in a ‘man’s world” and she often works within a series that includes this array of mediums. Lives and
works in Vienna.

T

131



Ola Kolehmainen
H Ayia Zogia to £tog 537 XX /Ayasofya yil 537 XX/Hagia Sofia year 537 XX, 2014

Fotograf / ®wtoypagia / Photograph
Tpintvxo / Triptych 130 x 300 cm

Ayasofya yil 537 XX Borusan Contemporary, Istanbul tarafindan yaptirilmistir ve Osmanli mimari
Mimar Sinan (1489-1588), Sinan gelenegi, konstriiksiyonu ve onun mirasi iizerinedir. Ayasofya,
Mimar Sinan igin biiyiik bir esin ve ilim kaynagidir.

H Ayia Yogia To é10¢ 537 XX XpnuatodotrOnke anéd 1o Borusan Contemporary, Istanbul wg pépog
aglepwpartog atov OBwpavo apyrréktova Mipdp Zivav (1489-1588): tnv mapadoon, Ta épya kat TV
kAnpovopid tov. H Ayia Zogia amotédece pia KiP@TO yvwong Kat EUmVEVONG Yia TOV ApXITEKTOVAL.

The Hagia Sophia year 537 XX was commissioned by Borusan Contemporary, Istanbul and the project
was on the Ottoman Architect Mimar Sinan (1489-1588): the tradition of Sinan, his constructions
and legacy. Hagia Sophia was the great source of knowledge and inspiration for the Architect.

Ola Kolehmainen (Helsinki, 1964) biiyiik 6l¢ekli fotograflarla 151k, mekan ve renk ile ¢alistyor. Bu
unsurlart tarihi dini yapilardan modern ve ¢agdas mimari 6rneklerine kadar bir¢ok binada bulur.
Berlinde yasiyor ve galisiyor.

O Ola Kolehmainen (EAoivki, 1964) acxoleital pe T0 ¢we, To XWPO KAl TO XPWHA UE [ECO TN
pwtoypagia peydAng kAipakag. Evrtomifel ta tpia avtd otoiyeia oe 10Topikd kat Bpnokevtikd
pvnueia aAld kat o oOyxpova apyttektovipata. Zet kat epyaletat oto Bepohivo kat tafidevel oe
O\o ToV KOOO.

Ola Kolehmainen (Helsinki, 1964) works with light, space and color in the medium of large
scale photography. He finds these three elements in historical religious edifices, modern and
contemporary architecture. Lives and works in Berlin and travels the world.
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Oleg Dou

Domuz-Yavrular Serisinden / Tovpovvi-Ané tn Zetpd Kovtafia /

Pig-from the Cubs Series, 2010

Xpwpoyevikn ektOTwon pe akpvhiko / C-Print mounted with acrylic

130 x 89 cm emek. [ ed. 1/9

Koleksiyona Giris Tarihi / Huepounvia évta&ng otn ovAhoyr| / Acquisition Date: 2013
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Oleg Dou

Kegi-Yavrular Serisinden / Katoiki-Ano ) Zetpa KovtaPia /

Goat-from the Cubs Series, 2009

Xpwpoyevikn ektonwon pe akpvAko / C-Print mounted with acrylic

130 x 89 cm enek. [ ed. 1/9

Koleksiyona Giris Tarihi / Huepounvia évtang otn ovAoyr| / Acquisition Date: 2013

Domuz ve Kegi Oleg Dounun “Yavrular” serisinden alinmig iki isidir. Sanatgi, insan yiizlerinin
fotografik gorsellerini doniistiriir. Bilgisayar {izerindeki bir yazilim programiyla airbrush ile
boyanmus ciltler ve bicimlendirilmis fiziksel 6zellikler yaratir.

Ta épya Tovpovvi kau Katoikt mpoépyovtal amo T oepd tov Oleg Dou, «Kovtafiar. O kallitéxvng
HETAHOPPWVEL EIKOVEG avBpw TV Tpocwniwy. Tig enegepydletat pe Aettovpykd H/Y mpoodidovtag
TOUG OTVALAPLOPEVA XAPAKTIPLOTIKA KAl EMIOTPWOT] AEPOYPAPOV.

Pig and Goat are two works that are extracted from the “Cubs” Series of Oleg Dou. The artist
transforms photographic images of human faces. He manipulates them with computer software to
produce stylized features and airbrushed skin.

Cizim ve fotograf arasindaki sinir Oleg Dounun (1983, Moskova) yapitinda gézden kayboluyor.
Cansiz porselenlere benzeyen yaratiklar: sergiliyor. Dijital olarak oynanmis her portre izleyiciyi
modellerin parlatilmig ciltlerinin Gtesine bakmaya zorlayan hermetizme ulastiriyor. Japon
minimalizminin bir takipgisi olarak, Dou yiiksek gorsel gerilimli bir atmosfer olugturuyor.
Moskovada yastyor ve ¢alisiyor.

Ta opra petald {wypagikng kat gwTtoypagiag teivouv va egagaviotovv oto €pyo tov Oleg Dou
(1983, Mooxa). Iapovoialet 6vta mov mpocopoldlovy oe vekpr mopoehavn. Kabe yneuaka
eneEepPyaopévo TOPTPETO EKTEUTIEL EVaY EPUNTIONO TV wBel Tov Beatn va kortdel Mépa amd ™
yvohiopévn emipdaveta Twv povtéhwv. Emnpeacuévog anod tov tamwvikd pvigaliopéd o Dou mapdyet
KATAOTAOELG VYNNG OTITIKNG évTaong. Zet kat epydletatl ot Mooxa.

The border between drawing and photography disappears in Oleg Dou’s (Moscow, 1983) work. He
presents creatures that look like lifeless porcelain. Every digitally retouched portrait transmits an
hermeticism that forces the viewer to look beyond the polished skin of the models. As a follower
of Japanese minimalism, Dou generates atmospheres of high visual tensién. Lives and works in
Moscow.
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Ozlem Giinyol

Isimsiz / Xwpig titho / Untitled, 2002

Fotograf / ®wtoypagia / Photograph

70x 46 cm

Koleksiyona Giris Tarihi / Huepounvia évta&ng otn ovAloyr) / Acquisition Date: 2007

Bu diinyadaki her sey bir takim kodlar tizerinden kusursuz olarak tanimlanmis, siniflandirilmis ve
tespit edilmistir. Bu yapitta, [simsiz, Giinyol kendini bedenine numara yerlestirerek giydirmistir. Bu
yolla, bizi ¢evreleyen sistem icerisinde uygulanan 6zdeslesme tistiinde duruyor.

Ta mpdypata yopw pog kabopilovtal enakpipwg, KATyoplomolodvTal Kot TAUTOTOLo0VTaL LETa
amno fa oelpd anod kwdikes. 210 ¢pyo avto 1 Giinyol evévetal évav aplBpo, otaumaplopévo oTo idto
™G To owpa, BEAovTag va oXOALAoEL ELPATIKA TOVG UNXAVIOHOVG TAVTOTOINONG TOV GUOTHUATOG
oV pag mepLPaAAet.

Everything in this world is precisely defined, classified and identified through a series of codes.
In the work, Untitled, Glinyol dresses herself by stamping a number on her body. In this way, she
emphasizes the identification practices within the system surrounding us.

Ozlem Giinyol (1977, Ankara) elestirel olarak giincel toplumsal olaylara ¢ceviri, kodlagtirma, yap1
¢oziim, siiflandirma, yan yana ve {ist liste koyma gibi cesitli yontemleri kullanarak ifade ediyor.
Frankfurt'ta yagamakta ve ¢aligmalarina orada devam etmektedir.

H Ozlem Giinyol (Aykvpa, 1977) mpooeyyilet KpiTiké ohyXpova KOWWVIKE epwTnpata péoa and
pio oetpd peBoOSwv 6MwG TN HETAPPAOT), TNV KWSIKOTIOINOT), TNV amodOun o, TNV KaTNyopLonoinorn,
v avTidlaoTolr| kau Ty viépBeon. Zet kal epydletan otn Ppavkeovptn.

Ozlem Giinyol (1977, Ankara) critically reflects on current societal issues by using several methods

such as translation, codification, deconstruction, classification, juxtaposition and superimposition.
She lives and works in Frankfurt.
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Pinar Yolacan
Isimsiz / Xwpig titAo / Untitled, 2004

Amo ) oelpd Avalwotpa / From the Perishables Series

Dwroypagia / C-Print
104 x 85 cm
Koleksiyona Girig Tarihi / Huepopnvia évtagng otn cvAloyr / Acquisition Date: 2009

2001-2004 yillar1 arasinda New YorK'ta ve Londrada ¢ekilen Faniler, kismen hayvan pargalarindan
yapilmis ve Viktoryen donemden esinlenilmis elbiseleri giyen belli yaslardaki Beyaz Anglo Sakson
Protestan kadnlarin gekildigi 16 fotograftan olugan bir seridir.

H oepd «Avalaoipo» amoteheitan and 16 potoypagies papnypéves otn Néa Yopkn kat to Aovdivo
v mepiodo 2001-2004. ITpoxertan yia moptpaita WASP yuvaikwv mov opovv Piktwplavod Thmov
pobxa, uépn Twv onoiwv TpogpxovTat and {wa.

Shot between 2001-2004 in NY and London, Perishables is a series of sixteen photographs, which
consists of portraits of WASP women of a certain age, dressed in Victorian inspired garments,
partially made out of animal parts.

Pinar Yolagan (Ankara, 1981), yapitlar1 sanat tarihi, antropoloji ve moda {izerinden kadin bedeni
ve kadin giizelligi ile yakindan ilgi kuran bir multi medya sanatgisidir. New York ve Sao Pauloda
yasamaktadir.

H Pinar Yolacan (Aykvpa, 1981) eivat kaAAitéxvng TOAVHECWY EVD TO £PYO TNG ETUKEVIPDVEL GTO
YUVAIKEIO OWHa KAt TG IOAVIKEG ATIEIKOVIOELG TNG YUVALKELAG OHOpPLAG 0T SLapKeLa TNG LoTopiag
™G TéXVNG, TNV avBpwroloyia kat Tr poda. Zet kat epydletar ot Néa Yopxn kat 1o Zéo ITdoMo.

Pinar Yolagan (Ankara, 1981) is a multi media artist whose work engages with the female body and
the ideals of feminine beauty through art history, anthropology and fashion. Yolagan lives and York
and Sao Paulo.
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Rebecca Horn

Semerkant / Zapapkdvdn / Samarkant, 2001

Aadopmnoyid oe pwtoypagia / Oil on photograph

82x60 cm

Koleksiyona Giris Tarihi / Huepounvia évta&ng otn ovAloyr| / Acquisition Date: 2003

Rebecca Horn Islam diinyasina ait gehirlerdeki ziyaretlerinde gordiigii herseyi kaydeder ve gosterir.
2001 ‘in yazinda altin dagin eteklerine kurulmus Samarkand ¢ekti, fotograflarini {ist {iste pozladi ve
Avrupaya dondiikten sonra goriintiileri boyadu.

Eekwvwvtag T Oekaetia tov *70, 1 Rebecca Horn (Mixehotavt, 1944) éxel ovykpotnoet €va
ouveXws avEavopevo MOPTEONO amd TAPACTACELS, PINY, YAUTTA, ouvBéoelg xwpov, oxédia kat
pwTtoypagies. H ovaoia ng etkovomotiag tng Paciletal otnv efatpeTikn akpifeta G QLOIKAG Kat
TEXVITTNG AELTOVPYIKOTITAG TIOV XPT|OLLOTIOLEL OTAY TIAPOVGLALEL Ta £PYa TNG OE EVOV CUYKEKPLHEVO
Xwpo. Zet kau epyaletan otn Feppavia.

Rebecca Horn registers and reflects on everything she saw in her visits to the cities of the Islamic
world. She photographed “Samarkand” that is built on a mountain of gold, during the summer of
2001, turned her photographs into double exposures, and painted over the images after returning
to Europe.

1970’lerden bu yana, Rebecca Horn (1944, Michelstadt) siirekli gelisen performanslar, filmler,
heykeller, mekansal enstalasyonlar, gizimler ve fotograflardan olusan bir yapit hazirliyor. Imgelerin
ozl islerini her seferinde belli bir mekan igerisinde sergilerken kullandig1 fiziksel ve teknik
islevselligin biiyiik hassasiyetinden ortaya ¢ikiyor. Almanyada yasiyor ve calisiyor.

H Rebecca Horn eyypdget kot avTikatontpilel oTidNmote cuvavtd oTIG EMOKEYELS TNG GTOV
ohapiko koopo. To kahokaipt Tov 2001 wtoypdnoe TN «Zapapkdvon», XTIOUEVN og éva Povvo
anod xpuoo, enefepydoTnke TIG QwTOYpaPies pe endAANAN éxBeon kat KATOTILY PETA TNV ETOTPOPT
g otnv Evpwnn {wypaeioe mavw tovg.

Since the 1970s, Rebecca Horn (1944, Michelstadt) has been creating an oeuvre which constitutes
an ever-growing flow of performances, films, sculptures, spatial installations, drawings and
photographs. The essence of their imagery comes out of the tremendous precision of the physical
and technical functionality she uses to stage her works each time within a particular space. Lives
and works in Germany.
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Tomur Atagdok
Efes’li Artemis / E@éola Aptepug / Artemis of Ephesus, 1997

Aldgopa péoa mavw oe pétado / Mixed media on metal
200 x 100 cm
Koleksiyona Giris Tarihi / Huepounvia évta&ng otn ovAoyr| / Acquisition Date: 1998

Resim gergekligi ve metal yiizeydeki bosluk, ¢oklu 6znel ve materyalist gercekliklerin yani sira
sanat¢inin toplum algisina isaret ediyor. Efesli Artemis insanligin koruyucusu. Makyaji ve savas
silahlarryla tanriganin modern 6rnegi.

H ameikovioTIKr TpaypaTkOTNTo Kat 0 XWPOoG TNG HETAAAIKNG EMPAVELAG EUTEPLEXEL TA IXVN TNG
avTiAnyng NG kowvwviag and tov kaAAtéyvn, kabwg kat pia oelpd amd TOANATAEG VTTOKEIUEVIKES
Kat VAwég mpaypatikotntes. H E@éola Aptepig eivaur mpootatida tng avBpomotntag. Eivar n
ovyxpovn ekdoxn TG apxaiag Oedg, eEomhiopévn pe paxylad kal Ta Opyava Tov TOAEQOV.

The pictorial reality and the space on the metallic surface hints at the artist’s perception of society
as well as toward multiple subjective and materialistic realities. Artemis of Ephesus is the protector
of mankind. She is a modern version of the Goddess with both her make-up and weapons of war.

Tomur Atagdk (1939, Istanbul) Yapitlar1 biiyiik 6lgiide sosyal meselelere, kadinlarin kargilagtigt
siddete ve doganin yikimina deginiyor; mekan ve hareket algisiyla ¢evre yansimalari olarak metal
yiizeylere uygulaniyor. Atagok ayrica kuru dal, kemikler, yapraklar, 6li kelebekler, arilar ve bocekler
gibi balmumuyla beraber dogadan unsurlarla galistyor. Istanbulda yasiyor ve calistyor.

H Tomur Atagok (IToAn, 1939) aoxoleital kupiwg oTa épya Tov pe kotvavikd Bépata kat Wdiaitepa
™ Bia mov avtipetwnilovv ot yuvaikeg kat T QLo kKataotpo@r. Ot mivakég TG, ouxvd o€
HeTAAALKES ETILPAVELEG, AVTIKATOTITPIOVY TO TiepIPAANOV (e pia aioBnon Tov xbpov Kal TG Kivnong.
Tavtdxpova xpnowponotei otoiyeia and tn gvon Onwg anofnpapéva khadid, kokaka, @OANa, vekpég
neTalovOeg, péNlooeg kat évtopa padi pe kepl. Zet kat epyaletar otny ITIOAn.

Tomur Atagok (Istanbul, 1939) Her works largely address the social issues and violence facing women
and the destruction of Nature and are done on metal surfaces as reflections of the environment with
a sense of space and movement. Atagok also works with elements from nature such as dry branches,
bones, leaves, dead butterflies, bees and insects together with wax. Lives and works in Istanbul.

-y I
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Tracey Emin
Bazen / Eviote / Sometimes, 2004

Fotograf / dwtoypagia / Photograph
123x 100 cm
Koleksiyona Giris Tarihi / Huepopnvia évta&ng otn ovAhoyn / Acquisition Date: 2004

Bu fotografta, sanatci gelin olarak giyinmis ve Kibris'ta ¢oliin ortasinda kosmakta. Agliyor ve para,
sahte altin zincirler ve miicevherler takili geleneksel Kibris gelinligi giymis. Bu kadin figiir tam
anlamiyla kaybolmus ve yerini kaybetmis goziikiiyor. Bu yapit “Bazen Elbise Paradan Daha Cok
Para Eder” video ¢alismasiyla senkronize bir sekilde ¢ekilmis.

Tpapnypévn otnv Kompo pali pe to Bivreo «Eviote To popepa a&iler mo ToAN& Ae@Td amod ta Ae@tar,
n pwtoypagia mapovotalel Tnv Tracey Emin wg vogn mov tpéxet kAaiyovtag oTn HéoT| Hiag EprHov.
2t gwtoypagia @opd éva mapadootaké Kvmpiakd vugikd mov mavw Tov €Xouv Kap@rrowbel
Xpripata, YevTikeg xpuoég avoideg kat kooprpata. H yvvaikeia poper avtalet tekeing yapévn
Kal EKTOG TOTIOL.

In this photographic work the artist, dressed as a bride is on the run in the middle of the Cyprian
desert. She is crying and wearing a traditional Cypriot wedding dress pinned with money, fake gold
chains and jewellery. This female figure looks totally lost and dislocated. This work was shot in synch
with the video work, “Sometimes The Dress Is Worth More Money Than The Money”

Tracey Emin (1963, Londra) kendi hayatindan olaylar1 resim, ¢izim, video ve enstalasyondan
fotograf, igne isi ve heykele cesitlilik gosteren ¢alismalar: i¢in ilham kaynag: olarak kullaniyor.
Emin’in islerinin aciliyeti ve genellikle tiim yapitlarinda bulunan cinsel olarak kigkirtici bir tarafi
vardir ve yapitlar: politik ve kisisel feminist ilkelerle yanki bulmustur. Londrada yastyor ve ¢alistyor.
H Tracey Emin (Aovdivo, 1963, London) xprowonotei yeyovota and tn {wi Tng wg tnyn EUmvevong
yia épya omwg oxédia, Lwypagiés, Bivteo, ouvBéoelg oTo Xwpo, pwToypapia, TAEEHO Kt YAUTTTIKT.
To ¢pyo ¢ Epiv xapaktnpiletat ano apecotnta kat ouvrbwg pia oefovakika mpokAntikr Bewpnon
Twv Tpaypdtwv mov tonmobetel otabepd To evphTEPO €pyo KABWG amnyel QepVIOTIKA OTOLXELQL,
TPOOWTILKA Kot TTOMTIKA. Zet kau epydletal oo Aovdivo.

Tracey Emin (1963, London) uses her life events as inspiration for works ranging from painting,
drawing, video, and installation, to photography, needlework, and sculpture.

Emin’s work has an immediacy and often sexually provocative attitude that firmly locates her oeuvre
and her work resonates with the feminist tenets of the personal as political. Lives and works in
London.
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Veljko Zejak

Ozgiirliik, Esitlik, Kardeglik / Exevbepia, Iootng, ASegotng /

Liberté, Egalité, Fraternité, 2010

Extonwon og Ao / printmaking in clay

23 x60 cm

Koleksiyona Giris Tarihi / Huepounvia évtaéng otn ovloyr| / Acquisition Date: 2013

Bu yapit Bobigny 93, Paris banliyolerindeki gingene kamplarinda diizenlenen atélyeler esnasinda
yapildi. Basim siiresi boyunca, katilimcilar gercek pozisyonlariyla celiski igerisindeki Fransiz
Devrimi ile alakali meshur sloganlar1 ve Fransiz pulu ile bagdastirilmasi icin konulmus Fransiz
Devrimi canlandirmast yarattilar. Bu ¢ingene grubu birka¢ ay sonra Dogu Avrupaya siirgiin edildi.

To épyo oxedidotnke ota mhaiola epyactnpiwv mov dopyavwbnkav oe katavAiopovs Poud ota
npodoTia Tov Iapioiov, Bobigny 93. Méow Tng eKTOMWONG OL CUUUETEXOVTEG ElyaV TNV gvkatpia
va GLOYXETIOTOVV pe TNV effg ewdva: éva YaANKO ypappatoonuo pe Staonua ocvvOnuoata g
TaA\kr|g Emavaotaong, oe mAnpn avtiSlaotolr| pe Ty katdotaon otnv omoia Ppiokovtav ot idiot.
O mAnBvoudg avtog twv Popd aneddOnke otnv Avatohkr] Evpdmn peptkovg unveg apyodtepa.

This work was made during workshops organized in a gypsy camp in the suburbs of Paris, Bobigny
93. On clay and using French Revolution era stamps as their reference, the participants created
simulated stamps emboldened with the famous slogan from French Revolution, which was in direct
contradiction with their real position. This group of gypsies was deported to Eastern Europe just
few months after.

Veljko Zejak (1980, Postojna)’in isleri toplumsal gerilim ve sosyal sorumluluk arasindaki iliskiyi
degerlendiriyor. Heykelleri ¢esitli materyalleri ve bask: resim, video ve kil iizerine baskinin da dahil
oldugu teknikleri kapsiyor. Zejak, Ljubljana ve Belgradda yasiyor ve calistyor.

Ta ¢pya tov Veljko Zejak’s (1980) emetepydlovtar 1 oxéon petald KOWWVIKOV EVTATEWY Kat
KovwViknG evBvvng. Xpnotpomotei Stdpopa VALK kat TEXVIKEG oTa YALTITA Tov kKabwg Kkat dAAa
péoa OTWG eKTLTIWOELG, Pivieo katl fxo. Avantvooel pia Saitepn Texvikn mulotumiag. Zet Kat
epydletat otn Alovpmhiava kat o Behtypadt.

Veljko Zejak’s (1980) work considers the relation between social tensions and social responsibility.
His sculptures incorporate various materials and techniques including printmaking, video and
printing on clay. He lives and works in Ljubljana and Belgrade.
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ELGIZ

Elgiz Miizesi, 2001 yilinda Tiirkiye'nin ilk ¢cagdas sanat miizesi olarak koleksiyoner Sevda ve Can Elgiz tarafindan
kuruldu. Cagdas veya giincel sanat iizerine devlet ve vakif miizelerinin olmadig1 dénemde, iilkenin eksigini
gidermek ve ¢agdas sanatin gelismesini saglamak misyonuyla hareket eden kurum, kar amaci giitmeyen,
uluslararasi kimligi ile 2000 m? alanda halka agilmustir.

Eski adiyla Proje4L olarak taninan 6zel miizede, ¢ok sayida geng sanatgi ve kiiratoriin projesine yer verilmis
ve ¢agdas sanatin gelisimi uluslararasi platforma taginmigtir. Miize misyonuna devam ederek, siirekli Elgiz
Koleksiyonu sergisinin yaninda dinamizmi ve giincelligi yakalamak tizere gesitli siireli sergiler, egitim ve sosyal
programlarina yer vermektedir.

Maslak is kuleleri arasinda, “6zel koleksiyon miizesi” siireli agik hava terasinda heykel sanat¢ilarina sergilerine
ve land art projelerine ev sahipligi yapiyor. Tripadvisor'un “sakli hazine” olarak adlandirdig1 miize, Sali-Cuma
10-17:00, Cumartesi 10-16:00 aras: ziyarete aciktir.

2013 yilinda Elgiz Koleksiyonuna IFEMA Amigos de ARCO Madrid tarafindan Uluslararas: Koleksiyonerlik
Odiilii verilmis; 2014 yilinda ise Elgiz Miizesi, CAGSAV Cagdas Sanatlar Vakfrndan heykel sanat¢ist Mehmet
Aksoy’un imzasmi tagtyan Onur Odiilitne layik goriilmiistiir. 2015 yili itibariyle Global Private Museum
Network’un kurucu iiyesi ve Uluslararasi Miizeler Konseyi (ICOM) iiyesidir.

To Movoeio EAykil, 18pvBnke 1o 2001 and tovg ovAléktes Zefvta kat Tlav EAykil, kot anotéleoe 1o mpwto
povoeio ovyxpovng Téxvng. Ze pia mepiodo mov N xwpa oTEPOLVTAY OEOIKA 1) KPATIKA HOVOEia LOVTEPVAG
Kat o0yXpovng TéXVNG, To povoeio avéraPe, wg 1BlwTiké un kepdookomiko idpvua Siebvovg aktivoPoliag, Tnv
TpowONON TNG GUYXPOVNG TEXVNG avOlyovTag TG TOPTES EVOG XWpoL 2000 m? 6T0 KOvO.

IMaAdtepa yvwotog wg Proje4l, o Xxwpog TOU 8wTIKOD avTod povoeiov Aertodpynoe wg MAATQOpHA
mpowOnong g SovAelag ovyxpovwy vEwv kaAlitexvav. Zvvexifovtag pe v iSta anootoln kat mapaAinia
pe T poviun ovAhoyn EAykil, to povaeio Stopyavavel aelpd ano ekBEoels, pyactrpla Kat KOwVIKEG SpaoeLg
anookonwvtag otnv avddeln Suvapukdy kat pllooTAcTIKWY KOANTEXVDV.

H «pévipn buwtikn ¢xBeonp @hoeveitar otovg mhpyovs Tov Maokdk e meptodikeég exBéoelg ywntav kat
¢pya land art otnv avoiyt Tapatoa tov ktnpiov. To Tripadvisor éxet xapaktnpioet To povoeio wg éva “kpuPo
Swapavty”.

«H ovyypovn téxvn ek@palet T ocdlevEn g molTiopKnG Tapaywyng Tov mapeA@OvTog e TV QWTIoHEVN
atévion Tov péAovtog»— Can Elgiz

The Elgiz Museum was founded by collectors Sevda and Can Elgiz as the first contemporary art museum
in Turkey in 2001. As public contemporary art museums and/or foundations did not exist, this privately-
owned, non-profit institution took on the mission to support the development of contemporary art with an
international identity in a 2000 m? space open to the public.

Formerly known as Proje4L, the space functioned as an experimental platform for young, up-and-coming
artists and curators. Continuing this mission, the Elgiz Museum houses the family’s collection and hosts
dynamic, avantgarde, temporary exhibitions, and educational programmes.

This “private collection museum” is situated amongst the highrise buildings of Istanbul’s business district
Maslak, within which its open-air terrace provides an exhibition platform for sculptors and land-art projects.
Tripadvisor has referred to the museum as a “hidden gem”

“Contemporary art presents the hopeful prospect of a society at peace with its cultural heritage” - Can Elgiz
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Gecis Cizgileri nil! 1y Elgiz Koleksiyonu
|

(in medias res) = .
lpappég Nepaopatog SRS, TuMoyh EAYKIC
N . _
Lines of Passage Elgiz Collection

30 Eylil - 11 Kasim 2016

Halim Bey Konagi, Midilli, Yunanistan

30 ZentepPpiou - 11 NoepPpiou 2016
Anpotkn MivakoBAkn MutiAfivng

Apxovtuké tou XaAip Mnén, MutAivn, AéoBog

September 30 - November 11, 2016
Municipality of Mytilene Art Gallery
Halim Bey Mansion, Lesvos, Greece

Sergi
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