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AVM

rilyalarindan
hamile
gezintilere:

From shopping mall dreams to
pregnant strolls:

Elif Uras’in sanatinda modernligin
goriinimleri ve yeni kadinlar*
Appearances of modernity in Elif Uras’ art and
the new women*

Ahu Antmen

“Her yerde, her ulusal/kiiltiirel ortamda “[E]verywhere, at every
modernligin bir degil, national/cultural site,
bir¢cok goriiniimii var; modernity is not one but
modernlik aslinda yeni degil, many; modernity is not
eski ve tanidik; new but old and familiar;
modernlik heniiz tamamlanmamig bir durum, modernity is incomplete and
ister istemez Oyle.” necessarily so.”
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ELIF URAS, GOKKUSAGI, 2016, TUVAL UZERI YAGLIBOYA, 30 X 30 CM, FOTOGRAF: CHROMA ‘RAINBOW’, 2016, OIL ON CANVAS, 30 X 30 CM, PHOTO: CHROMA

Elif Uras, yeni sergisi Hayal Meyal’de Tirkiyenin son
yirmi yillik degisimine ayna tutuyor. Tiirkiye’de sinif
ve cinsiyet temelinde yasanan hareketlilik, aynaya yan-
styan temel goriintiiler arasinda; dolayisiyla giindelik
yasamda karsilastigimiz yeni bir kadin imgesi, bu resim-
lerin ana izlegini olusturuyor. “Yeni kadin” derken: 19.
ytzyildan giiniimiize, belirgin kiiltiirel doniigiim siirec-
lerinde giindeme gelen “yeni kadin” imgelerinden s6z
ediyorum. Tanzimat’tan Mesrutiyet’e uzanan dénemin
getirdigi gérece ozgiirliiklerle yeni bir ¢ehre kazanan da
Cumbhuriyetinilanindan sonralaik, modern bireyin sim-
gesel unsuru haline gelen de hep “yeni” olarak tahayyiil
edilen kadindir. Ibrahim Call’'nin resimlerinde modern
kiyafetleriyle yaninda eslik¢i olmadan kir gezintile-
rine ¢ikar; sonra deniz hamamlarinda ve dansli eglen-
celerde goriiliir. 19. Yiizyil Fransiz resminin yaygin sab-
lonlarindan biri olan “jeune fille” (geng kiz/geng kadin)
temsillerini andiran bu resimler, Osmanlr’nin “zamane-
lesmesi’nin basglica ipuglari arasindadir. Kadin imgesi,
Cumbhuriyet’in ilanindan sonraki resimlerde, bir misyon
iistlenmeye baslar. Ornegin Call'nin resimlerindeki
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“yeni kadin”larla Seref Akdik’in 1930’lara tarihlenen
resimlerindeki “yeni kadin”lar1 karsilagtirmak ilgingtir:
Koyu renk dopiyesli kadinlar bagértiilii, salvarli kadin-
lara okuma Ogretirken, artik resimlerdekiler, yavag
yavas acilan bir toplumda gérece 6zgiirlesen kadinlar
degildir. Kentsel/kirsal kéken gibi ayrimlar iizerin-
den Cumbhuriyet ideolojisinin ideal bireyinin inga siire-
cinde 6greten/6grenen, ilerleyen/ilerleten bir eylemlilik
halinde g6sterilen/giidiimlenen kadinlardir.

Bu perspektiften baktigimizda Elif Uras, Hayal
Meyal sergisindeki resimlerle, modern Tiirk resminin
kadin imgesi silsilesine kendi yasadigi dénemin goz-
lemleriyle katiliyor. Giiniimiizde siyasetten popiiler
kiltiire belirgin bir kiltiirel yonelimi ifade eden Yeni
Osmanlic1 zihniyetin bagat simgesi sayilabilecek renkli,
goz alici, “marka” esarplara dikkat cekerek, yeni(den)
bir kadin imgesinin, nasil olugsmakta oldugunu irdeli-
yor. 1990’lardan giiniimiize tiirbanin siyasal Islam’in
bayragi olmaktan ¢ikarak zenginlesen muhafazakér bir
orta sinifin simgesi haline gelisini giindeme getiriyor.
Dolayisiyla bu resimler, yasadigimiz toplumda kadin
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ve imgesinin, cogu zaman kendi disindaki siyasi-kiiltii-
rel etkenlerle nasil yenilenip durdugunun da gostergesi.
Yillik yaklasik 40 milyon dolar ile tesettiir giyim harca-
masinda son derece iddiali olan giinlimiiz Tiirkiyesinde,
dergilerde, defilelerde, billboardlarda 6ncelikle gengligi
ve guizelligiyle dikkat ¢eken esarplilar1 Uras, baslarin-
daki esarplar kadar rengarenk atmosferler icinde, seyir-
lik nesneler olarak temsil ediyor. Zaman zaman sagirtici
espriler iceren mizahi bir tavir illiistratif yonii agir basan
resimlerinin belirgin bir 6zelligi. Uras, bu mizahi tavri,
soyut resimlerinde de stirdiiriyor. Marka esarplarin
motiflerinden esinlenerek gerceklestirdigi soyutlamalar,
figiir cagrisimlar: ve alaca bulaca renk etkileriyle say-
kodelik ve pop bir hale sokulmus esarp desenlerinden
baska bir sey degil. Dekoratif duvar karolarini andiran
bu resimlerde kadin bedeni kivrimlari goriir gibi olmak,
hem seyreden hem seyredilen agisindan ortityle teshir
arasindaki psikolojik sinirlar1 da akla getiriyor.

Hayal Meyal sergisi, bir yoniiyle, “melez desenleri’yle
Tiirkiye’nin giincel durumunun gorsel bir yorumu.
“Melez desen”, sosyolog Niliifer Géle’nin yakin zamanin
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ELIF URAS, VENUS NIS; 2016, SIRALTI BOYA,SERAMIK , 179 X 29,5 X 59 CM, FOTOGRAF: RIDVAN BAYRAKOGLU , VENUS NICHE’, 2016, UNDERGLAZE PAINTED STONEPASTE, 179 X 29,5 X 59 CM, PHOTO: RIDVAN BAYRAKOGLU

Tiurkiyesini tarif etmek icin kullandig: bir kavram.
Cumbhuriyet modernlesmesinin orta ve kentli sinif-
lara niifuz ederken bir dizi degisimi beraberinde getir-
digine isaret eden Gole’ye goére, muhafazakarlarla
modernler, karma desenler olusturacak sekilde melez-
lenmektedir. 20. yiizy1l boyunca ve giiniimiizde Islam
ve modernite arasindaki iligkinin gesitli yénlerini irde-
leyen Gole, kadinlarin bu iligki iizerindeki etkisine
ozellikle vurgu yapar. Elif Uras’in sergisinde de desen,
aslinda benzer bir metaforik islev gériiyor. Resimlere,
duvarlara, yerlere, nesnelere sirayet eden ve 6ziinde ser-
ginin bitiiniine hdkim olan desenler, gelenekle iligkili
ama giincellenmis motifler, sabit bir modernlik tani-
munt degil, stirekli olusum halinde bir modernlesme
algisini akla getiriyor. Bu siirecin daha goriiniir olma-
sin1 saglayan baglica unsur, kadinlar.

Tiurkiyenin giincel  ekonomi politiginin ideal
imgesi olan kadinin nasil bir kadin oldugunu sorgula-
yan Uras, resimlerinde bu kimlige dair yiizeysel kod-
lar1 desifre ediyor. Kadinlarin yalnizca kilik kiyafetleri
tizerinden modern ya da muhafazakér olarak damga-
laniglarinin yuzeyselligine dair ironik ipuglar1 veri-
yor. Uras’in sanatinda yerel ortamdaki yiizeysel kodla-
malarin 6tesinde, Bat1 ve Dogu arasindaki kliselesmis
bakis trafigini de izlemek miimkiin. Bedenlesmis vazo-
larda, hamam ¢agrisimli mekanlarda Oryantalist fan-
teziler hem dile geliyor, hem ironiyle tersyiiz ediliyor.
Dogu’ya ve Batrya 6zgii motifleri melezleyerek, neye
Dogulu, neye Batili, neye muhafazakar neye modern
dedigimiz lzerine diisiinmeye ¢agiran goriintiiler ve
nesneler, vazoyla heykel, ¢cini motifleriyle soyut sekiller
arasindaki gelgitler tizerinden, bugiin kiiltiirler arasi
cizgilerin gérsel anlamda ne kadar belirsiz oldugunu
gozler Oniine seriyor.

Kiresel ekonominin ve kitle kiiltiiriiniin giinde-
lik hayatlara yansiyan yonii, yerel ile kiiresel arasin-
daki iligki, bunlarin iiretim ve titkketim bigimlerine
yansimasi, Hayal Meyal sergisinde 6ncelikle deginilen
konular. Turk sanatinin ¢agdaslasmas: siirecinde bir
kirilma noktasi olusturan 80 kusaginin bir mensubu

olarak Elif Uras, tanik oldugu toplumsal celiskile-
rin ve catismalarin farkindaligini yansitirken, yine
kendi kusaginin bir 6zelligi olarak, sinif ve toplumsal
cinsiyet gibi olgulara yonelimi, politik bir durus tagi-
maktan ¢ok, sosyolojik bir merak barindiriyor. Uras,
sermaye, emek, bedelsiz ev emegi, ¢calisma kosullari,
kiiresellesme gibi konulara deginirken, bunlarin top-
lumsal olarak nasil deneyimlendigi, kimlikleri, 6znel-
likleri nasil sekillendirdigiyle daha ¢ok ilgileniyor.
Sergide bu konulara cinsiyetli bir perspektiften bakan
pek cok resim, kadinlar: cinsellikleri ve dogurganlik-
lar1 tizerinden “tiiketici” olarak kimliklendiren kapi-
talist modernlesme ile muhafazakar zihniyet ara-
sindaki fikir birligini konu aliyor. Sergideki biiyiik
boyutlu resimlerden AVM Riiyas: (2016) bu fikir bir-
ligine dair ¢arpici bir gérsel yorum. Tiirkiye’de neo-li-
beralist ideolojinin baglica gostergelerinden AVM’nin
her kesimden kitleleri kucaklayisina goéndermeler
iceren bu resim, ¢ok renkliligi ve zengin Oriintiile-
riyle uzun bir seyir deneyimini hak ediyor. Fonda
bir kosu halinde yiizlerce kadin gériintiisii, izleyiciye
bakan yiizlerce gz ve hatta resmin biitiiniine hakim
olan bir baykus formu, belli ki 6n planda resmedilen
kadin portrelerinin arkasindaki diizeni diginmeye
gagiriyor. Bilindigi gibi baykus, karanlikta gorebilme-
nin, farkindaligin simgesi ve sanki bu resimde diinyevi
zevklere kendini fazlasiyla kaptirmis bir kitlenin hayat
bi¢imlerini sorguluyor. Yine bilyiik boyutlu bir resim
olan Hamile Gezinti (2016) ise, erkek egemen siyasetin
kiirtaja, cocuk sayisina, hatta sokakta hamile gezmeye
dair tutumuyla kadinlar tizerinde bask: uyguladig: bir
tilkede, acik ya da kapali ama hepsi hamile kadinlarin
el ele, gobek gobege sokagy, kenti ele gecirdikleri renkli
bir iitopya niteliginde. Bu resim sergiye feminist bir
damar da kazandiriyor.

Yari gergek, yar1 hayali atmosfer kurgusu i¢inde his-
sedilen mizahi yaklagim Uras’in sanatinin belirgin bir
ozelligi ve onu, Tirk resminin sira dis1 figiirlerinden
biri sayabilecegimiz Cihat Burak’la ruh akrabasi yapi-
yor. Burak, Tiirk resminde “pentiir gelenegi” olarak

adlandirilan bi¢ime odakli, anlatidan uzak moder-
nist yaklagimin tiimiiyle disinda bir figiir olarak Tirk
sanatinda farkli bir soluktu. Tirkiye’nin degisim dina-
miklerine odakli bir ressam olarak 1970’lerden 80’lere
gecis stireci belki de en keskin ifadesini onun resimle-
rinde buldu: Tiirkiye’nin modernlesme siirecinde yeni
zenginligin yarattigi sonradang6rmeligi, kic gorselligi,
ici bosaltilmisg kiiltiirel degerleri yorumlarken en giiclii
yonii resimsel becerisi degil, keskin zekasini digavuran
gorsel yaraticilig ve kendine 6zgii bir imge diinyasi
kurabilmesiydi. Tirkiyenin sanat tarihinde Urasin
resmine bir yer arayacaksak, Burak’in resmi bir kiilti-
rel girizgah niteliginde sayilabilir; hatta bu sergideki
baziresimlerde Uras, Burak’in resimlerini kendine mal
ederek, buruh akrabaliginiteyitediyor. Burak’in Sultan
Sofras: (1984) 1980’lerin Ozal Tiirkiyesi'ni resmederek
bir Tirkiye portresi ¢izer, Uras'in Sultan Sofras’nda
(2016) belli bir iktidar odag: gozle goriinmese de son
derece klostrofobik bir mutfakta envai gesit yemek
hazirlayan kadinlar iizerinden, iktidar1 goriir gibi olu-
yoruz. Burak’in en ilging resimlerinden biri olan ve
bir tiir Istanbul portresi sayilabilecek Kesik E/ (1984)
ise, Elif Urasin Hayal Havuzu (2016) resminde, beton
yiginina déniismiis bir Istanbul’u karsimiza getiriyor.
Burak’in resmindeki garip kara 6riimcek, Uras’in res-
minde ag oren bag1 o6rtilii disi bir ériimcek goriinii-
miinde ki bu 6genin, tarih boyunca mizojiniye maruz
kalarak “dciilestirilen” kadin imgesine bir gdnderme
oldugu dustiniilebilir. Cemal Tollu’dan Cevat Dereli’ye
ve Cihat Burak’a, adeta Batili degerlerin klise bir sim-
gesi gibi olan balerin imgesini ise, Uras da Burak gibi,
esprili bir bicimde kullaniyor. Gergekle hayalin, far-
kindalikla bilin¢altinin i¢ i¢e gectigi bu resimlerde Elif
Uras’in gergekiistiicii ifade bigimine ilgi duydugu acik;
simgelerden besleniyor, ama o simgeleri ayn1 zamanda
altiist ediyor, kisisellestiriyor, giincel gézlemlerden
beslenen ve toplumsal mesajlar veren resimlerinde yine
de hayali bir alem kuruyor.

Hayal Meyal sergisinde resimlerinin yani sira bir
anlamda imzasi haline gelen Iznik iiretimli yeni



seramik heykellere, resimli tabaklara ve bu nesnele-
rin yerlestigi mekan diizenlemelerine de yer veren Elif
Uras’in zengin bir sanatsal deneyim sunabilmesinin,
farkli gorsel ifade bigimlerine yonelik arayislariyla
ilgili oldugu sdylenebilir. Uras, toplumsal hassasiyet-
lerinin, sanatsal hassasiyetlerin 6niine ge¢mesine izin
vermiyor, sanat yapmakla ilgileniyor. Gorselligi fikir-
leri illistre etmek i¢in kullanmuyor, illiistrasyon, deko-
rasyon, siisleme, bunlar, simgesel birer dil ve gorsel
kod olarak Elif Uras’in sanatinin anlam katmanlarina
ekleniyor. El emegi de Gyle: Boyayla dokunurcasina
emek yogun bir siirecte gerceklestirdigi biiyiik ebath
resimleri ve heykelleri, sanat ve zanaat arasindaki ilig-
kiyi hem iceren, hem diigiindiiren bir boyuta sahip.
Geleneksel sanatlar semsiyesi altinda diisiinebilecegi-
miz tretim bi¢imlerinin yalnizca turistikleserek var-
ligin1 siirdiirmeye mahkum olmadigini disiindiiren
yapitlarinda ¢ini ig¢iligiyle graffitiyi, ince firgayla pis-
toleyi bir araya getiren sanatgl, giindelik olanla sanat-
sal olan, ya da sanat ve tasarim arasindaki kultiirel
ayrimlarin sorgulanmasina dair pencereler de agiyor.
Pek ¢ok yapitini Iznik Vakfrnda galisarak gerceklesti-
ren Uras’in bedensel bicimler verdigi heykelleri ayrica,
kendi deyimiyle, “bir gelenegi alt etmesinin, sekiiler-
lestirmesinin kendine has bir yolu.” Uras, Iznik vazo-
larini, hem bi¢imsel olarak hem yiizeydeki siisleme
itibariyla cinsiyete ve cinsellige biiriindiiriiyor, soyut
bir dili tersyiiz ediyor, yeni anlamlara kavugmasini
sagliyor. Goriiniimlerinin 6tesinde, iiretim siireciyle
de Iznik’te bugiin bir gelenegi canlandirmaya gali-
san atdlyelerde geleneksel cinsiyet rollerinin degiserek
cogunlukla kadin emeginin istihdam edilmekte olu-
suna dikkat ¢ekiyor olmalar1 da bu yapitlarin 6nemli
bir 6zelligi.

Elif Urasin yedi yillik uzun bir aradan sonra
Istanbul’da agtig1 Hayal Meyal sergisi, bir kez daha,
kendi kiiltiirel verilerine merakla ve yaraticilikla
bakan bir sanat¢inin birikimini bir araya getiriyor.
Hem ¢ok net goriinen, hem daha bilingaltina itilmis
insanlik hallerine yer veren renkli, esprili ama ayni

zamanda diisiindiiriicii bir imge diinyasi, zengin bir
sanatsal deneyim olanagi sunuyor.

1. Dilip Paramemeshvar Gaonkar, Alternative Modernities (Durham&Londra:
Duke University Press, 2001): 23.

2. Niliifer Gole, Melez Desenler-Islam ve Modernlik Uzerine (istanbul: Metis
Yayinlari, 2000).

3. Elif Uras ve Amy Smith-Stewart, “Elif Uras: Nicaea” (sergi brosiirii) (The
Aldrich Contemporary Art Museum, Ridgefield, Connecticut).

Bu yazi Galerist tarafindan Elif Urasin Hayal Meyal sergi katalogunda

yayimlanmistur.

Elif Uras, in her new exhibition Hayal Meyal, holds a
mirror to the changes that have taken place in Turkey
over the last twenty years. The fluctuations experi-
enced around social class and gender in Turkey are
among the primary images reflected in this mirror;
therefore, the image of a new woman we encounter in
everyday life forms the main theme of these paintings.
This “new woman” refers to the images of the “new
woman” that has emerged on the national agenda from
the 19 century to the present day, at distinct periods
of cultural transformation. It was always the woman
imagined as “new” who acquired a new face with the
relative freedoms introduced by the period extending
from Tanzimat (Reorganization, 1839) to Mesrutiyet
(the First Constitution, 1876), and became a symbolic
constituent of the secular, modern individual after the
declaration of the Republic (1923). In Ibrahim Callr’s
paintings, this new woman, in modern attire, takes
walks in the country without a companion, and is then
seen bathing at sea and dancing at parties. These paint-
ings resemble representations of the “jeune fille” (young
girl/young woman) a popular stereotype in 19+ cen-
tury French painting and are among the leading clues
of Ottoman “contemporization”. In paintings made
after the declaration of the Republic, the female image
was charged with a mission. For instance, it is inter-
esting to compare the “new women” in Callr’s paint-
ings and the “new women” in Seref Akdik’s paintings
from the 1930s: As women in dark-coloured two-piece
suits teach women wearing headscarves and salwars
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how to read and write, the figures in the paintings are
no longer the relatively emancipated women in a soci-
ety slowly opening up. Via distinctions such as urban/
rural origins, they are women shown/manipulated in
a teaching/learning, progressing/leading condition of
agency, during the construction process of the ideal
individual of Republican ideology.

When seen from this viewpoint, Elif Uras, with her
paintings in the exhibition Hayal Meyal, contributes to
the genealogy of female images in modern painting in
Turkey with observations of the period she lives in. By
drawing attention to colorful, eye-catching, “designer”
scarves that could be perceived as the dominant symbol
of the Neo-Ottomanist mind-set that today represents
a distinct cultural orientation from politics to popu-
lar culture, she investigates how a new female image is
(once again) taking shape; and reveals the transforma-
tion, from the 1990s to the present day, of the head-
scarf from the banner of political Islam to a symbol
of the increasingly wealthy conservative middle class.
Therefore, these paintings are also an indicator of
how the image of women is also renewed in the soci-
ety we live in--not only due to political-cultural factors
that go beyond it. In present-day Turkey, the conser-
vative clothing industry has reached a highly-impres-
sive annual turnover of around 40 million dollars, and
Uras depicts women wearing headscarves, who stand
out, first and foremost, with their youth and beauty
in magazines, at fashion shows and on billboards, in
environments as colorful as the headscarves they wear,
and as objects to be looked at. A humorous attitude
that at times contains surprising quips is an outstand-
ing feature of the predominantly figurative paintings.
Uras sustains this humor in her abstract paintings as
well. Abstractions she creates with inspiration from
the motifs of designer headscarves are in fact noth-
ing but scarf patterns rendered pop and psychedelic
with multi-colored treatment and allusions to figures.
Imagining that one can discern the curves of a female
body in these paintings that resemble decorative wall
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tiles also recalls the psychological boundaries between covering and revealing both for
the viewer and the viewed.

With its “hybrid patterns”, the exhibition Hayal Meyal is, in one aspect, a visual inter-
pretation of the current situation of Turkey. “Hybrid pattern” is a concept sociologist
Niliifer Gole has used to describe Turkey’s condition in recent times. Géle points out
that Republican modernization, as it pervaded the middle and urban classes, brought
along a series of changes, and that in this process, conservative and modern sections of
society hybridised to form mixed, hybrid patterns. Investigating various aspects of the
relationship between Islam and modernity throughout the 20" century and today, Gole
specifically underlines the influence of women on this relationship. In Elif Uras’ exhibi-
tion, pattern serves a similar metaphorical function. Patterns that permeate the paint-
ings, walls, floors and objects, and in essence, dominate the entire exhibition, motifs
that are related to tradition but are presented in a contemporized manner, bring to mind
not a fixed definition of modernity, but a perception of modernization in a state of per-
petual becoming. The primary element that renders this process visible is women.

Uras examines the nature of the woman that has become the ideal image of the cur-
rent political economy of Turkey, and in her paintings deciphers the surface codes of
this identity. She provides ironic clues regarding the superficiality of branding women
as modern or conservative merely on the basis of their dress code. In Uras’ art, beyond
surface codes in the local environment, it is also possible to track the traffic of clichéd
gazes between the West and the East. In anthropomorphised vases, and spaces that
evoke hammams, Orientalist fantasies are both expressed and reversed through irony.
By hybridizing motifs unique to the East and the West, these images and objects invite
us to reconsider what we choose to call Eastern or Western, and conservative or modern.
They reveal how visually ambiguous borders between cultures are today through an
ebb-and-flow between vase and sculpture, tile motifs and abstract forms,

The aspect of global economy and mass culture that reflects upon everyday lives, the
relationship between the local and the global, and the impact of such issues upon forms
of production and consumption constitute the outstanding subject matter of Hayal
Meyal. As a member of the ’80s generation that experienced a breaking point in the
contemporization process of art in Turkey, Elif Uras, reflects her awareness of the social
contradictions and conflicts she has witnessed, and again displaying a characteristic
of her generation, acts with sociological curiosity rather than a political stance in her
orientation towards phenomena such as class and gender. In focusing on issues such
as capital, labour, unpaid domestic work, working conditions and globalisation, she is
more interested in how they are socially experienced, and how they shape identities and
subjectivities. Many paintings in the exhibition that treat these issues from a gendered
perspective focus on the unity of vision between capitalist modernization, that identi-
fies women as “consumers” on the basis of their sexuality and fertility, and the conser-
vative mind-set. AV M Riiyast/Shopping Center Dream (2016), a large-scale painting in the
exhibition, is a striking visual comment on this unity of vision. This painting features
references to the manner in which the ubiquitous Shopping Mall, a primary indicator of
neo-liberal ideology in Turkey, embraces masses from all social sections, and deserves
an extended experience of observation for its use of a wide spectrum of colours and rich
patterns. In the background is an image of hundreds of women running, hundreds of
eyes looking at the viewer, and the shape of an owl that dominates the entire surface
of the painting clearly invites the viewer to contemplate the system behind the female
figure and the mannequins in the foreground. The owl, a symbol of the ability to see in
the dark, or of awareness, appears to be questioning the life styles of a mass of people
that have lost themselves in worldly pleasures. In a country where patriarchal politics
oppresses women with its stance on abortion, the number of children, and even going
out into the street when pregnant, another large-scale painting, Pregnant Stroll (2016)
appears as a colorful utopia where pregnant women, wearing headscarves or not, take
over the city hand in hand, belly to belly.

Her humorous approach, perceived within the semi-real, semi-fantastic atmosphere
she creates, is a distinct characteristic of Uras’ art, and suggests a spiritual kinship
between her and Cihat Burak, who we could consider an extraordinary figure of paint-
ing in Turkey. Burak had brought a different lease of life to art in Turkey, as a figure
completely outside the modernist approach in painting in Turkey, who focused on form.
This was alien to the existing narrative then, and was referred to as “the peinture tradi-
tion”. As a painter focused on the dynamics of change in Turkey, the transition pro-
cess from the 1970s to the 80s perhaps found the sharpest expression in his paintings:
In interpreting the upstart attitude created by new money during the modernization
process of Turkey, its kitsch visuality, and its emptied cultural values, his most power-
ful aspect was not his painterly ability but his visual creativity that revealed his acute
intelligence, and his success in constructing a unique world of images. If we are to seek
a place for Uras’ painting in the art history of Turkey, Burak’s painting could be consid-
ered a cultural prologue; and in fact, in some paintings in this exhibition, Uras appro-
priates Burak’s paintings to confirm this spiritual kinship. Burak’s Sultan Sofrasi/The
Sultan’s Table (1984) depicts Turkey in the 1980s during the term of Prime Minister
Ozal, offering a portrait of Turkey; while Uras’ Sultan Sofrasi/The Sultan’s Table (2016)
we seem to discern the powers that be by women preparing myriad dishes in a claus-
trophobic kitchen, although a centre of power is not represented. Kesik El/The Severed
Hand (1984), one of Burak’s most interesting paintings that could be considered a por-
trait of Istanbul, on the other hand, could be juxtaposed with an Istanbul that has been
transformed into a pile of concrete in Elif Uras’ Hayal Havuzu/ Fantasy Fountain (2016).
This element, a bizarre black spider in Burak’s painting, and a female spider, wearing a
headscarf and spinning a web in Uras’ painting, could be considered a reference to the
image of the “demonized” woman who has been subjected to misogyny throughout his-
tory. From Cemal Tollu to Cevat Dereli and Cihat Burak, the image of the ballerina has
been treated almost as a cliché symbol of Western values, and here, Uras, like Burak,
appropriates the image in a humorous manner. In these paintings where fantasy and
reality, awareness and the subconscious merge, it is clear that Elif Uras is attracted to

surrealistic expression; she is inspired by symbols, but she also overturns and person-
alizes them, and nevertheless succeeds in constructing an imaginary universe in her
paintings that draw from contemporary observations and convey social messages.

In her exhibition titled Hayal Meyal, Elif Uras presents, in addition to her paintings,
also her new ceramic sculptures produced in Iznik, which have become her signature
works, painted plates and installations featuring these objects. One could suggest that
Uras is able to present a rich artistic experience because she conducts experiments in
different means of visual expression. Uras does not allow her social sensitivities to over-
take her artistic sensitivities; she is interested in making art. She does not use visuality
to illustrate ideas. Illustration, decoration and ornamentation are all articulated to the
layers of meaning in Elif Uras’ art as symbolic languages and visual codes. The same
goes for manual labour: Her large-scale paintings and sculptures realized in a labour-in-
tensive process, both contain, and invite the viewer to consider the relationship between
art and craft. Her works suggest that forms of production often considered under the
umbrella of traditional arts are not sentenced to continue their existence only by pro-
ducing objects for touristic consumption. She brings together the fine brush and the
paint gun, and opens windows for a questioning of the cultural distinctions between
the everyday and the artistic, or art and design. Uras produced many of her works at
the Iznik Foundation, and her sculptures given anthropomorphic forms are also, in
her own words, “her way of subverting or secularizing this tradition”. Uras reverses
an abstract language and lends new meanings to it. Another important aspect of these
works, beyond their appearances, is the fact that they draw attention to the widespread
employment of female labour in workshops striving today to reinvigorate a tradition in
Iznik, displaying a reversal in traditional gender roles in the production process.

After along, seven-year gap, Elif Uras’ new exhibition in Istanbul, Hayal Meyal, once
again brings together the accumulated work of an artist that views her own cultural
heritage with curiosity and creativity. A colorful, humorous yet also thought-provoking
world of images, featuring diverse human conditions — some that appear crystal clear,
others cast to the depths of the subconscious — offers the opportunity of a rich artistic

experience.
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