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Kil bizim unuttugumuzu hatirlar. Ellerin dokunusunu, bedenin izini,
zamanin yukdnd tasir. Elif Uras’in Ellerinde Toprak sergisinde, seramik ylizey
hem arsiv hem de kehanete donusur. Kadinlarin kusaklar boyunca sirmis, glindelik
ama asli emegi goérinmez kalmaz; altinla yeniden viicut bulur, vazolara, tabaklara,
sikkelere islenir ve bakimin, direnisin, direncin mitolojisine dénusir. Osmanl’dan
bu yana Tiirk ciniciliginin tarihi merkezi olan iznik’te dékiim teknigiyle Urettigi
formlar, New York atolyesinde tornada cektigi ve elle bicimlendirdigi bedenlerle
bir araya gelir. Bu ikilik yalnizca cografi degil, ayni zamanda kavramsaldir;
geleneksel zanaat ile cagdas elestirinin, domestik ile politigin, heykelsi
olanla toplumsal olanin birlikteligi.

Sergi, kronolojik bir dizim degil, bir gecit toreni gibi acilir. Her oda,
spekiilatif bir kozmolojinin bir bolimudir: anaerkil ekonomiler, atesle bicimlenen
direnigler, meclislere dénliisen hamamlar, fircanin bir hareketiyle yaldizlanan
bedenler. Uras’in diinyasinda, kap pasif bir nesne olmaktan 6te; hafiza, ses
ve Ozneyle donatilmig yasayan bir varliktir. Stisleme dekorasyon degil veridir;
sir bir dile donusdr; altin zenginlik yerine adaktir.

Altin, yapitlarin arasinda dolasir ve kadin bedenlerini kapitalist bir gosteri
olarak degil, adanmigliklarinin simgesi olarak donatir. Anadolu’da uzunca zamandir
altinla calisan; taki yapan, altin gtinlerine katilan kadinlar, glivene dayali bir hediye
ekonomisinin pargasi olurlar. Elif Uras’in ellerinde ise altin, gériinmeyeni
ylceltmek, siradan olani kutsamak i¢in feminist bir taktige donisur.

1. Perde: Diinyalari Tasiyan Bedenler

“Kadin yalnizca evin diregi degil, ayni zamanda dinyanin da diregidir.”
— Fatma Aliye'

Sergi, her biri donlsiim ve direnise koklerini salmis G¢ dinyayi sirtinda
tasiyan Ug kaide ile acilir. Her biri emegin tapinaginda nobet duran bekgiler
gibi ylUkselir, domestik simyanin bir merkezini isaret eder.

ilk eser, Zanaat Sarayi, emegin sessiz dansini sunar: (it(i yapan, sagini
kurutan, kumas dokuyan, seramik yapan, yemek pisiren kadinlar edilgen kadin
arketipi degil, yaldizli ve rolyefli etken bedenlerdir. Glinliik emegin yinelenen,
kusurlu ama asli hareketlerini tasirlar. Elif Uras onlari evin yerinden kaldirip
kaidelere yerlestirir, glindelik eylemlerini mite donusturr.

1 1862-1936 yillari arasinda yasamis olan Fatma Aliye'ye atfedilir; 19. ylzyilin sonlarinda kadin egitiminin ve
kamusal alanda kadinlarin varlik géstermesinin dncilerinden, ilk Osmanli kadin romancilarindandir.
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A Choreography of Resistance in Three Acts
Speculative Cosmology of Labor in the Work of Elif Uras

Prologue

Clay remembers what we forget. It holds the print of the hand, the trace
of the body, the pressure of time. In Elif Uras’s Earth on Their Hands, the ceramic
surface becomes both archive and prophecy: a space where the invisible labor of
women, daily, generational, elemental, is reimagined in gold, marked into vessels,
plates, and coins, and elevated to a mythology of care, protest, and persistence.
Uras brings together slip-cast forms from Iznik (the historic center of Turkish
pottery since the Ottoman era) and wheel-thrown, hand-carved bodies from her
New York studio. The duality is not simply geographic, it is conceptual, spanning
traditional craft and contemporary critique, the domestic and the political, the
sculptural and the social.

The exhibition unfolds not as a linear survey but as a procession. Each
room opens a chapter in a speculative cosmology: of matriarchal economies,
of resistance shaped by fire, of hammams transformed into councils, of bodies
gilded by gesture. Uras’s world is one where the vessel is not passive but alive,
imbued with memory, voice, and agency. Here, ornament is not decoration,
but data. Glaze becomes language. Gold is not wealth, but tribute.

Gold flows throughout this body of work, marking the women figures,
not as a capitalist spectacle, but as an intimate act of devotion. In Anatolia,
women have long worked with gold, as makers of jewelry, as participants in
the altin glinG (gold day), as givers in a gift economy built on trust. In Uras’s
hands, gold luster becomes a feminist tactic: to gild the unnoticed, to sanctify
the mundane.’

Act 1: Bodies That Carry the World

“Woman is not only the pillar of the home, but also of the world.”
— Fatma Aliye?

The exhibition opens with three pedestals that hold three worlds,
each rooted in gesture, transformation, and defense. They rise like sentinels
in a temple of labor, each marking a station of domestic alchemy.

The first work, titled Craft Palace, presents a quiet labor dance: women
ironing, drying their hair, weaving textiles, making ceramics, sweeping, cooking.

1 Altin guna (literally “gold day”) is a rotating savings and mutual aid circle among women in Turkey,
where participants gather to contribute monetary gifts, often gold, to one member at a time. It blends financial
support with social connection, especially among women excluded from formal labor markets. See Bagak Bilecen,
“Altin GUn( as an Informal Social Protection Mechanism among Turkish Women in Germany,” Comparative
Migration Studies 7, no. 1(2019).

2 Attributed to Fatma Aliye (1862-1936), one of the first Ottoman women novelists and an early advocate
for women’s education and public agency in the late 19th century.



Bu jestler, seramik yapimi ve dokumanin gecim ve hayatta kalma
pratigi oldugu tarihéncesi Anadolu geleneklerini hatirlatir. Sanatcinin
yorumlarinda slptirge asa olur, it bir kutsal emanet, beden ise ustaligin
aracl. Uras'in hatirlattigi gibi, comlekeiligin tarihi tarima dayanir: erken déonem
seramikler yiyecekleri saklamak ve korumak icin Gretilmistir. Stsleme, islevi
takip etmis, zamanla kaplar ritliel ve estetik nesnelere evrilmistir. Bilinen en
eski seramiklerden biri, tarim dncesi doneme ait, hatta ilk ¢gomleklerden daha
eski olan, hayat veren, sembolik kadin figlrinidir. Uras da arkaikle cagdasi
birbirine katarken, zanaatin sanattan
hic ayri olmadigina, emedin her zaman bir emekgisi olduguna dikkat ceker.

ikinci eser, Ellerinde Ateg, kavramsal olarak alev alir. Yemek pisirme ile
seramik Uretimini birbirine baglayan iki simyasal ritiiel yan yana gelir. ikisi de
ates ister; ikisi de sezgi, zaman ve incelik gerektirir; ikisi de tarihsel olarak
kadinla iliskilendirilmis, ev icine kodlanmis, sistematik olarak degersizlestirilmistir.
Bu yapitta ates, bir donisim metaforuna donlsur. Kadinlar nasil yiyecegi
comleklerde sakliyorsa, Uras da bellegi seramigin ylizeyine isler. Her sir
bir hikaye tasir. Her kap, besleyici ve direnis dolu bir hazinedir.

Son yapit, Ana Direnig, bir protestoyu betimler. Agaclara sarilmig
kadinlarin ylzleri rizgara doniktir. Bu sahne, ormanlik alanlarin madencilik
ugruna yok edilmesine karsi verilen micadelelere bir saygi durusudur.
Zeytin yetistiricisi ve koyli pek cok kadin, kepceler ile agaclarin arasina
girerek topraklarini, gegimlerini ve ekosistemlerini savunurlar. Miicadele
yalnizca arazide degil, tarim ve ortak milkiyeti tehdit eden yasal
dizenlemelerle de siirmektedir.

Bu figlrler kurban degil savascidir. Kirsal, anaerkil, gozi pek;
bedenleri ne kirilgan ne de idealize. Dogal ve yalin olan bu figirler topraga
glcli baglariyla, duruslaryla, bigimleriyle kdk salmiglardir. Kil onlari hatirlar.
Altin onlari stislemek icin degil, onurlandirmak icin vardir. Uras’in ellerinde
altin, ataerkil iktidarin simgesi olmaktan c¢ikar; kadinlarin karsiliksiz,
kaydedilmemis emegdine bir saygi nisanina dénusdr. Bir sefkat sikkesi
veya sUreklilik mitolojisi.

2. Perde: Kadinlar Meclisi

“Mutfaklarimiz, yatak odalarimiz, arka bahgelerimiz direnisin
topraklariydi.”
— Audre Lorde, Sister Outsider (1984)?

Masasiz bir yuvarlak masa. Hi¢ bitmeyen bir bulusmanin yankilari
gibi, duvarlara sagilmis tabaklarda kadinlar dans eder, kestirir, dedikodu
yapar, direnir, mazik ¢alar, birbirine bakar. Kimi terlikleriyle, kimi agaclara
sarilmig halde.

Bunlar portre degil; kolektif bellegin mitik jestleridir. Elif Uras,
resmi otoritenin erisemedigi alanlarda gelisen kadinlar meclisi geleneginden
ve gayriresmi dayanigsma aglarindan beslenir. 18. ylzyil baslarinda, Lady
Mary Wortley Montagu’nun Osmanli hamamlarini anlatirken betimledigi
gibi; bedensel bakimin ve politik sohbetlerin yapildigi, kadinlarin kendi
ozerkliklerini yasadigi mekanlardir bunlar. Ama burada, oryantalist
imgelerdeki gibi disaridan bakan bir goz yoktur. Bu mekanlar birer
dayanisma diyagramidir.

Tabak yalnizca bir kap degildir; ayni zamanda igindeki bosluktur.
Bir paylasim mekani ve hatirasi. Bos tabak ya a¢hdi ya da ikrami cagristirir;
yoklugu ya da bollugu. Uras onu bir bulugsma ylizeyine dontsturdr. Bazi
tabaklarda, ekonomik ve simgesel degis tokus sistemlerini cagristiran
sikkeler vardir. Digerleri optik desenlerle dalgalanir ya da basinda
toplanmak icin kurulan sofralarini andirir. Hepsi birlikte, kadinlarin
bir arada diinyalari defalarca yeniden insa ettigi, toplumsal dayanikliliga
dair kurgusal bir arsiv olusturur.

3. Perde: Anitlagsan Bedenler

Bu oda, genis kalcali, ince boyunlu, derin karinl seramik formlara ev sahipligi
yapar. Cok katmanli bir platformda sergilenen bu figtrler, hem yukselisi hem
de kolektif bir tirmanisi sembolize eder. Her biri kendi durusunu korur; ama
birlikte, emegin bedensellesmis, tekrar ve bicim araciligiyla kutsallastiriimig
hali olarak bir gecit téreni ortaya koyarlar.

Bu bolim ile artik kap bir metafor olmaktan ¢ikar; beden olur, anitsallasir.
ileriye dogru bir hareket vardir: yukariya bir adim, gelisme ve yenilenmeye
dogru bir jest.

Ellerinde Toprak, kaybolmus geleneklere bir agit degil; form, istikrarl
hareket ve bir aradaligin kutlamasidir. Sanatgi nostalji degil, dontsiim sunar.
Yizeyleri kimi zaman ham, kimi zaman sirli; kimi oyulmus, kimi cilalanmis;
kimi ise ellerin ve aletlerin ritimlerini izleyen altin yaldizla bezenmistir. Burada
slirecin kendisi gortndr olur: yari yumusak kilin kazinmasi, Gizerine dogrudan
¢izim yapilmasi, astar ve sirlarla, ¢coklu pisirimlerle katman katman islenmesi
gibi. Bu kaplar yalnizca anlati tagsimakla kalmaz; bizzat emegin kendisini tasir:
yapmanin, tutmanin, hayatta kalmanin emegini.

Sonsoz: Bagka Bir Tarih

“GuUcumizl geri kazanmak icin, hafizamizi geri kazanmamiz gerekir.”
— Sylvia Federici, Re-enchanting the World (2019)3

Son oda bir sarmal olarak dizilmis iki ylize yakin seramik sikke sunar;
miuizedeki tarihi eserler gibi sergilenen bu parcalarin her biri tanrica benzeri
figurler ve emek imgeleri tasir. Bu yerlestirme, Anadolu ve Mezopotamya
cografyalarinda mitolojileri kesisen ve kaynasan Kibele, Artemis, istar gibi
eski tanrigalardan ilham alir. Anaerkil gii¢, dogurganlik ve téren

2 Lorde, Audre. “Learning from the 60s.” In Sister Outsider: Essays and Speeches, 134-144. Freedom,
CA: Crossing Press, 1984.
3 Federici, Sylvia. Re-enchanting the World: Feminism and the Politics of the Commons. Oakland:

PM Press, 2019, p. 69.

These figures are not passive archetypes of womanhood, but active
bodies, pressed into clay, gilded, and in relief. They bear the repetitive,
imperfect, essential gestures of labor. Elif Uras lifts them from the floors
of the home and places them atop pedestals, where their daily acts are
transfigured into myth.

These gestures echo prehistoric Anatolian traditions, in which
ceramic-making and weaving were acts of sustenance and survival. In
the artist’s rendering, the broom becomes a staff, the iron a relic, the
body a vessel of skill. As Uras reminds us, the history of pottery is rooted
in agriculture: early ceramics were created to store and preserve food.
Decoration followed utility, and over time, vessels evolved into objects
of ritual and aesthetic contemplation. One of the earliest known ceramic
artifacts is a fired clay figurine of a woman, life-giving, symbolic, foundational,
predating even the first agricultural pots. Here, Uras folds the archaic and
the contemporary into one another, showing how craft was never outside
of art, how labor has always been a form of authorship.

The second work, Fire in Their Hands burns, not literally,
but conceptually. It holds a work that draws a parallel between two
transformative, alchemical rituals: cooking and ceramics. Both demand
fire. Both require precision, intuition, and time. And both have long
been historically coded as feminine, assigned to the domestic sphere
and systematically devalued. In this work, fire becomes a metaphor
for transformation. Just as women preserve food in ceramic jars,

Uras preserves memory on ceramic skin. Each glaze holds a story.
Each vessel is a container of both nourishment and resistance.

The final work, Matriarchal Resistance depicts a protest. Women
stand with arms wrapped around trees; their faces turned to the wind.
This scene pays homage to the ongoing resistance to protect forest lands,
where rural women have been at the forefront of protests against plans
to destroy the trees for mining. These women, many of them olive growers
and villagers, have physically stood between bulldozers and the trees,
defending their lands, livelihoods, and ecosystems. The struggle continues,
not only on the ground, but through national legislation that increasingly
threatens communal and agricultural lands with mineral and energy
extraction projects.

These figures are not martyrs; they are warriors. Rural, matriarchal,
fierce. Their bodies are neither fragile nor idealized. They are grounded,
elemental, of the earth: rooted in stance and form. Clay remembers them.
Gold adorns them, not to embellish, but to honor. In Uras’s hands, gold
ceases to be a patriarchal symbol of power. Instead, it becomes a tribute
to women’s unpaid, unrecorded labor. A coin of care. A mythology of
maintenance.

Act 2: The Women'’s Council

“Our kitchens and bedrooms and backyards were our territories
of resistance.”
— Audre Lorde, Sister Outsider (1984)3

A round table, without a table. Plates float across the wall like echoes
of a gathering that never ended. Women dance, nap, gossip, resist, play music,
and care for one another. Some wear house shoes, others cradle trees.

These are not portraits; they are collective memories, gestures
made mythic. Elif Uras draws from the tradition of kadinlar meclisi (women'’s
councils) and informal networks of mutual aid that flourished beyond the
reach of official power. She evokes Lady Mary Wortley Montagu'’s early 18th-
century accounts of the Ottoman bathhouse, which were intimate spaces
of bodily care, political conversation, and women’s autonomy. But here,
unlike orientalist visions, these are not spaces for the voyeur. They are
diagrams of solidarity.

The plate is a vessel, yes, but also a void. A site of gathering and a trace
of what'’s been shared. An empty plate has always implied either hunger or
offering, absence or abundance. Uras uses it as a surface of convergence.
Some plates hold coins, echoing systems of exchange both economic and
symbolic. Others ripple with optical patterns or resemble tables set for
assembly. Together, they form a speculative archive of communal resilience,
of women making worlds together, again and again

Act 3: Bodies Becoming Monument

This space holds ceramic forms with wide hips, narrow necks,
and deep bellies. Placed on a multi-level platform, they suggest both
elevation and collective ascent. Each figure maintains its own posture,
yet together they form a procession, an embodiment of bodily labor
made sacred through repetition and form.

In this room, the vessel is no longer a metaphor. It becomes body.
It becomes monument. There is movement forward: an upward step,

a gesture toward progress and renewal.

Earth on Their Hands is not an elegy for lost traditions, but a
celebration of the persistence of form, gesture, and communal gathering.
Elif Uras offers not nostalgia, but transformation. Her surfaces, alternating
between raw and glazed, carved and burnished, are marked with gold
inlays that follow the rhythms of hands and tools. This is where her process
becomes most visible: a choreography of carving into semi-soft clay, of
drawing directly onto the form, and of layering slips and glazes through
multiple firings. These vessels do not simply contain narrative; they carry
labour itself: the labor of making, of holding, of surviving.

3 Lorde, Audre. “Learning from the 60s.” In Sister Outsider: Essays and Speeches, 134-144. Freedom,
CA: Crossing Press, 1984.

Ellerinde Ates, 2025, Seramik, siralti boya, sir, altin yaldiz, terra sigillata, 70 x 28 x 28 cm Anaerkil Direnis, 2025, Seramik, siralti boya, sir, altin yaldiz, terra sigillata, 65 x 45 x 45 cm
Fire in Their Hands, 2025, Terra sigillata, underglaze, glaze, gold lustre on stoneware, 70 x 28 x 28 cm Matriarchal Resistance, 2025, Terra sigillata, underglaze, glaze, gold lustre on stoneware, 65 x 45 x 45 cm
Zanaat Sarayi, 2025, Seramik, siralti boya, sir, altin yaldiz, terra sigillata, 68 x 25 x 25 cm Ellerinde Toprak, 2025, iznik ¢ini, siralti boya, sir, altin yaldiz, terra sigillata, triptik, 40 x 90 cm
Craft Palace, 2025, Terra sigillata, underglaze, glaze, gold lustre on stoneware, 68 x 25 x 25 cm 3 Earth on Their Hands, 2025, Terra sigillata, underglaze, glaze, gold lustre on quartz tile, triptych, 40 x 90 cm



Cok sayida seramik tablet ve tabak, 2023-2025, Degisken olgller
Multiple stoneware and stonepaste plates and tablets, 2023-2025, Dimensions variable

Ellerinde Toprak, 2025, iznik cinisi, siralti boya, sir, altin yaldiz, terra sigillata, triptik, 40 x 90 cm
Earth on Their Hands, 2025, Terra sigillata, underglaze, glaze, gold lustre on quartz tile, triptych, 40 x 90 cm

Biyiik Ana, 2025, Seramik, siralti boya, 76 x 45,5 x 25,5 cm
The Great Mother, 2025, Underglaze on stonepaste, 76 x 45,5 x 25,5 cm

Gorkemli Zarafet, 2025, Seramik, siralti boya, sir, altin yaldiz, 70 x 35,5 x 35,5 cm
Majestic Grace, 2025, Underglaze, glaze, gold lustre on stonepaste, 70 x 35,5 x 35,5 cm

Dokumacilar, 2025, Seramik, siralti boya, sir, altin yaldiz, 75 x 37 x 37 cm
The Weavers, 2025, Underglaze, glaze, gold lustre on stonepaste, 75 x 37 x 37 cm

Oturan Ay Isigi, 2025, Seramik, siralti boya, sir, altin yaldiz, 53 x 60 x 32 cm
Seated Moonlight, 2025, Underglaze, glaze, gold lustre on stonepaste, 53 x 60 x 32 cm

Cizgili Kalp, 2025, Seramik, siralti boya, sir, altin yaldiz, 52,8 x 31,7 x 31,7 cm
Stripe Heart, 2025, Underglaze, glaze, gold lustre on stonepaste, 52,8 x 31,7 x 31,7 cm

Tilsim Gébek, 2025, Seramik, siralti boya, 65 x 30 x 30 cm
Tilsim Belly, 2025, Underglaze on stonepaste, 65 x 30 x 30 cm

Sarmal Totem, 2025, Seramik, siralti boya, sir, altin yaldiz, 77 x 30 x 16 cm
Totem of Spirals, 2025, Underglaze, glaze, gold lustre on stonepaste, 77 x 30 x 16 cm

Elmas Torso, 2025, Seramik, siralti boya, sir, altin yaldiz, 46 x 23 x 23 cm
Diamond Torso, 2025, Underglaze, glaze, gold lustre on stonepaste, 46 x 23 x 23 cm




Cleo, 2025, Seramik, siralti boya, sir, altin yaldiz, 52 x 24 cm
Cleo, 2025, Underglaze, glaze, gold lustre on stoneware, 52 x 24 cm

Damlaya Damlaya, 2025, Seramik, siralti boya, sir, altin yaldiz, 31,5 cm
Drop by Drop, 2025, Underglaze, glaze, gold lustre on stoneware, @ 31,5 cm

Hayir!, 2025, Seramik, siralti boya, sir, altin yaldiz, 20 x 43 cm
No!, 2025, Underglaze, glaze, gold lustre on stoneware, 20 x 43 cm

Gu¢ Pozu (Kirmizi), 2023, Seramik, siralti boya, sir, altin yaldiz, @ 20,5 x 11 cm
Power Pose (Red), 2023, Underglaze, glaze, gold lustre on stoneware, @ 20,5 x 11 cm

Dengede Kalan, 2025, Seramik, siralti boya, sir, altin yaldiz, 36 x 23 cm
Held in Balance, 2025, Underglaze, glaze, gold lustre on stoneware, 36 x 23 cm

Pembe Toros, 2025, Seramik, siralti boya, sir, altin yaldiz, 50 x 40 x 37 cm
Pink Taurus, 2025, Underglaze, glaze, gold lustre on stonepaste, 50 x 40 x 37 cm

Hayalet Para / Hayalet Emek, 2025, Mekana 6zgl yerlestirme; seramik, siralti boya, sir, altin yaldiz, degisken olgiler
Ghost Money / Ghost Labour, 2025, Site-specific installation with underglaze, glaze, gold lustre on stoneware, dimensions variable
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bagdini animsatir. Sarmal genisledikce sikkeler blyr, tabaklara dontsur;
kadinlarin yemek pisirdigi, temizlik yaptigi, dans ettigi, altin gliniinde
bulustugu, agaclara sarildigi sahneler resmedilir. Her form, emegin
degerini 6lcen hayali bir para birimi, ataerkil sisteme kargi 6nerilen

bir alternatif ekonomidir.

Bu isler coklu simgesel geleneklere de selam verir. Bir yandan
kadinlar arasinda hediyelesme ve dayanigsmanin yaygin simgesi olan
cumhuriyet altinini cagristirir, bir yandan da Dogu Asya'daki cehennem
parasi ritlellerini; 6lilerin 6te diinyada refaha ulagsmasi icin yakilan kagit
paralari. Ama burada sunu ne imparatorlara ne de ataerkil figtrlere yapilir.
Bu sikkeler, taninmayan, az licret alan, mitlere sigdirilan; imparatorluklari
insa etmis ama kendi adlarina imparatorluk kuramamis kadinlara adanir.

Elif Uras bu spekilatif ekonomiyi somut bir tarihi nesneye de
dayandirir: 1971'de Turkiye'de basilan 50 kurus, cumhuriyet tarihinde
lzerinde kadin figlrG bulunan ilk ve tek madeni paradir. Bagortili olarak
tasvir edilen bu figur, “Anadolu Gelini” adini alir. Ne bir milliyetci ikon,
ne de ilahi bir idealdir; halktan bir figlr olarak kirsal kadinhgin sembolik
bir temsilidir. Sanatci bu distinceyi devralir ve genigletir: Ekonomilerimiz
fetih tzerine degil de sureklilik izerine kurulsa; ataerkil iktidar degil,
anaerkil karsiliklilik Gzerine temellense nasil olurdu?

Sarmal, tarihdncesi resimlerden gelen glicli bir simge olarak sergide
sik sik tekrar eder: donglisel zaman, yeniden dogus, feminen zamansallik.
Kendi kuyrugunu yiyen yilan, ouroboros, bu kozmolojiye gizlice islenmistir;
yenilenmeyi simgeler. Yaninda hilal ve giines belirir; menstriiel dongdtilerin,
dikim ve hasat mevsimlerinin, sermayenin otesinde kozmik ritimlerin zaman
tutuculari. Uras bambaska bir ekonomik diizen onerir: bedensel, gezegensel,
gecmis kusaklarla uyumlu bir diizen.

Bu yalnizca bir anma degil; ayni zamanda bir karsi-tarihtir. Elif Uras,
anitsallastirmayi 6lcek ve gosteris Gzerinden degil, bakimin kiiclk birimleri
lzerinden gerceklestirir; bir sikke, bir tabak, bir stiplrge, yaldizlanmis bir
jest. Bunlar, onun direnis araglaridir; bu formlarla, emegin onurlandinidigi,
dayanismanin somutlastidi, tarihin kadinlarin elinde tutulur oldugu yeni bir
arsiv insa eder.

Naz Cuguoglu

Sanatci Hakkinda

Elif Uras (d. Ankara), Brown Universitesi ve Columbia Hukuk Fakiiltesi'nde
okuduktan sonra Columbia Sanat Fakultesi'nden MFA (Glizel Sanatlar
Yiksek Lisans) ve School of Visual Arts'tan BFA (Glizel Sanatlar Lisans)
dereceleri aldi. Sanat pratigi seramik, resim ve deseni kapsayan Uras,
eserlerinde kadinin temsili, cinsiyet ve sinif yapilari Gzerine dislnr.
Tarih &ncesi sanat, antik cag, islam geometrisi ve Bati modernizmi gibi
kaynaklardan esinlendigi eserlerinin ylizeylerinde yogun iscilikli desenlere
yer verir. Uras’in caligmalari ayni zamanda gelenek, stisleme ve 6zellikle de
kadina atanan emek konulariyla ilgilenir.

Yiizyillar &nce Osmanli imparatorlugu’nun en meshur gini ve seramiklerinin
uretildigi iznik’te galisan Uras’in heykelleri, bélgenin nonfigiiratif gorsel sdz
dagarcigini kadin bedeni ile birlestirir. Geleneksel formlari bozarak, karmasgik
geometrik ve naturalist desenleri; gelenegin hala glicli oldugu fakat hizla
modernlesen bir toplumda kadinhga dair imgeleri ima eden formlara isler.
Eserleri; Metropolitan Miizesi, MOMA PS1, Salon 94 New York, 9. Sanghay
Bienali ve Pera Miizesi’'nde sergilenmistir; ayni zamanda Metropolitan Mizesi
(New York), Victoria & Albert Miizesi (Londra) ve istanbul Modern’in daimi
koleksiyonlarina dahil olmustur. Sanatgi, 2020-2021 yillari arasinda Sanat
ve Tasarim Muzesi’'nin (New York) misafir sanatci programinda yer almistir.

Elif Uras, New York, istanbul ve iznik'te yasiyor ve iiretiyor.
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Epilogue: An Alternative History

“To recover our power, we must recover our memory.”
— Sylvia Federici, Re-enchanting the World (2019)*

The last room presents a spiral of coins: nearly 200 ceramic pieces
arranged like museum artifacts, each bearing goddess-like figures and
gestures of labor. This installation is inspired by ancient goddesses such
as Kybele, Artemis, and Ishtar, whose mythologies crossed and fused
across the geographies of Anatolia and Mesopotamia, evoking a lineage
of matriarchal strength, fertility, and ritual. As the spiral expands, the coins
gradually enlarge, transforming into plates that depict communal scenes,
featuring women cooking, cleaning, dancing, gathering for altin giind, and
embracing trees. Each form is a speculative currency of care, an imagined
alternative to patriarchal economies.

The works nods to multiple symbolic traditions. It echoes the Turkish
Republic gold coin, a ubiquitous token of social and economic exchange, often
gifted in acts of celebration among women. It also evokes the solemnity of East
Asian ghost money traditions, in which paper bills are burned to accompany
the dead into the afterlife. But here, the offering is not made to emperors or
patriarchs. These coins are dedicated to the unrecognized, the underpaid, the
mythologized, those whose labor shaped empires and yet rarely minted one.

Uras grounds this speculative economy in a real historical artifact: a 50
kurus coin issued in Turkey in 1971, the first and only coin of the Republic to feature
a woman. The figure, depicted in a traditional headscarf, is widely understood as
the “Anatolian Bride,” a symbolic representation of rural womanhood. She is neither
a nationalist icon nor a divine ideal, but a woman of the people. Uras reclaims and
expands this lineage: What if our economies were built not on conquest, but
on continuity? Not on patriarchal power, but on matriarchal reciprocity?

Spirals recur throughout the exhibition, drawn from prehistoric design
and loaded with symbolism: cyclical time, rebirth, feminine temporality. The
ouroboros, the snake that eats itself, is quietly embedded in this cosmology,
signaling regeneration. Alongside it, the crescent moon and sun appear,
timekeepers of menstrual cycles, planting seasons, and cosmic rhythms
beyond the reach of capital. Uras proposes a different economic order,
one aligned with bodily, planetary, and ancestral time.

This is not merely a commemorative gesture. It is a counter-history.
Elif Uras does not monumentalize through scale or spectacle, but through the
smallest units of care; a coin, a plate, a broom, a gold-laced gesture. These
are her tools of resistance. With them, she builds a new kind of archive, one
where labor is honored, solidarity is materialized, and history is held, literally
and symbolically, in women'’s hands.

Naz Cuguoglu

About the Artist
Elif Uras (b. Ankara) attended Brown University and Columbia Law School
before receiving a BFA from the School of Visual Arts and an MFA from
Columbia School of the Arts. Her practice spans ceramics, drawing and
painting. In her works, Uras explores ideas of gender and class related to the
representation of women across different geographies and time. She often
employs labour-intensive intricate patterns on her surfaces inspired by
diverse art historic sources, including Prehistoric art, antiquity, Islamic
geometry, Iznik tiles and Western modernism. Her work also engages with
questions of tradition, ornament and labour, especially feminised labour.
Often working on location in Iznik (Nicaea), where the most renowned
tiles and ceramics of the Ottoman Empire were produced centuries ago, Uras
produces works in ceramics that incorporate the non-figurative visual
vocabulary of Iznik with the female body. Subverting tradition, the intricate
geometric and naturalistic patterns are employed to paint and draw on
vessels whose forms allude to the ideas of femininity in a rapidly modernising
yet traditional society. Her works have also been exhibited at Metropolitan
Museum, MoMA PS1, Salon 94, New York, 9th Shanghai Biennale and Pera
Museum. Uras’s works are included in the collections of The Istanbul Modern,
Metropolitan Museum of Art, and Victoria & Albert Museum. Uras was an
Artist-in-Residence at the Museum of Arts and Design, New York in 2020-2021.
Elif Uras lives and works between New York, Istanbul and Iznik.

4 Federici, Sylvia. Re-enchanting the World: Feminism and the Politics of the Commons. Oakland: PM
Press, 2019, p. 69.

Elif Uras bu sergiye
destek olan kisi ve
kurumlara tesekkur eder.

Lukas Ali Lang, Ignacio Gonzéalez-Lang, Nuran Uras

Berfu Adali, Selin Akin, Efsa Aktar, Yunus Aras, Miige Cubukgu, Gokhan Kelkit, Ecem Umitli
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