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Onur Hamilton Karaoglu

YIRMI BES YIL ONCE, YIRMI BES YIL SONRA

1. Sergiyi Yapma Fikri

Hara'nin Tarihin Neresindeyiz? isimli ikinci grup sergisinin
dayandigi uzun bir siire¢ var. Bu siire¢ soyle bagliyor:

Aralik 1999 yilinda Borusan Sanat Galerisi'nde otuz ii¢
sanat¢inin drettigi 6zgiin taki tasarimlarinin yer aldigt Ruh ve
Beden I¢in Cogaltmalar sergisi aciliyor. Sanatcilar tarafindan
tasarlanan ve Ela Cindoruk ve Nazan Pak’in tirettigi
takilardan olusan bu serginin sanatgilardan biri de Canan
Bozbag.

Ben Canan’la 2022 yilinin Eyliiliinde, Hara'daki ilk etkinlik
olan Giines Terkol sergisi agildiktan kisa bir siire sonra
tanigtim. {1k bulusmamizda bana Hara icin planlarindan
bahsederken, bir taki sergisi yapmay1 diisindiigiinti de laf
arasinda soylemisti. Bir ka¢ ay sonra, Subat 2023'te Hara'da
Canan’la calismaya bagladigimda siklikla hatirladigimiz
gelecek projelerden biri su oldu: Taki iiretimi yapmayan
sanatcilarin tasarladig: takilarin oldugu bir sergi planlamak.
Canan, Hara'y1 baslatmak icin mimari proje de dahil her tiirla
siirecin i¢inde olmus ve on yildan fazla bir zaman boyunca
Hara diye bir yeri agama agsama hayal etmisti. Ve sanki bu
hayallerin i¢inde en net duran proje, bir taki sergisi yapma

fikriydi hep.

Hara'da caligtigim iki sene boyunca da 1999'daki o sergiden,
aralarinda Erdag Aksel, Alev Ebuzziya, Nevzat Sayin ve
Canan Tolon'un oldugu sanatgilarla Hara'nin yakin dostlari
olarak tanigtim, karsilastim. Sonunda, 2024 yilinin bagina
geldigimizde, Canan’in onerisi ile Hara’'da daha 6nce iglerini
sunmus sanatcilardan olusan bir grubun mekanin gelecek
programlarini belirledigi bir sistem bagladi. Bu grubun ilk
gorevi de, Hara'da sanatcilarin tirettigi takilardan yola ¢ikan
bir sergi i¢in ortak kararla isimler belirlemek oldu. Sanki
yirmi bes y1l 6nce baglayan dostluklarin hala strdtigi bir
mekana doniigen Hara'da, farkinda olmadan bagka bir nesil,
gelecekte yeni iligkilere ve is birliklerine yol acacak bir stireci
baslatiyordu.

2. Tarihin Neresindeyiz?

1999'da acilan Ruh ve Beden I¢in Cogaltmalar sergisi yeni bin
yila giren diinyanin iyimserligini tagiyor ve insan ruhunun
zenginligini bedene taktig1 nesnelerle disa vurmasinin 6ntint
acarak, bedeni siisleme ¢abasini konu ediniyordu.'

2023’te Hara’da Canan'la ¢caligmaya basladigimiz ilk glintin
ertesinde 6 Subat Depremi oldu. Bir stire Hara'nin nasil bir
programla ilerlemesi gerektigini anlamaya calistiktan sonra,
glvenli alan temasindan yola ¢ikan mekandaki ilk grup
sergisi Bir Yer Var't olugturduk. Bu serginin acildig1 7 Ekim
2023 tarihi de Gazze'deki soykirim siirecinin bagladig: gline
denk gelmisti. Bir Yer Var sergisinde yer alan sanatgilarin
olusturdugu ekiple Hara'nin gelecek programlarindan olan

! Ruh ve Beden I¢in Gogaltmalar sergisi basin biilteninden.

Tarihin Neresindeyiz? sergisine katilacak sanatgilara karar
verirken, bu serginin kavramsal cercevesini de konusmaya
basladik. iginde bulundugumuz kosullar diinya ve gelecek
icin iyimser bir tablo ¢izmiyordu. Fakat her seye ragmen bu
sergi, umuda dair bir bakis agis1 ile birlikte bunu aragtirmak
icin bir yontem 6nermeliydi. Bu da bizi elimizde var olan en
temel noktadan hareket etmeye yonlendirdi: ortak bir gelecek
tahayyuliint arastirirken kolektif ¢abayi siirece hakim kilmak.

Bunu yapabilmek icin de su soruyu kullanmaya karar verdik:

Takinin gelecekte bizim hakkimizda soyleyecegi seyi biz
simdi soyleyebilir miyiz?

Taki tasariminin sergiye kuracagi zemin, yasadigimiz zamana
dair 6zgtin bakig agilari kurgulama ihtimalini diiginmekle
baslayacakti. Takiyi, kronolojik olarak insanlik tarihini
siniflandirmak ve anlamak icin kullanilan sanatsal bir

form olarak gérmek mimkiin. Takilar bu yiizden daima ait
olduklar: kiltiir ve uygarligin bilgisini derinlikli sekilde tasir
ve pek cok tarih ve sanat miizesinin envanterlerinde yer alir.
Bu formun sahip oldugu gelecege dair diiglinme potansiyelini
kullanmak, en basindan itibaren tiim ekibe heyecan verici
gelmisgti.

TWENTY-FIVE YEARS AGO, TWENTY-FIVE YEARS LATER

1. The Idea of Doing the Exhibition

Where in History Are We?, Hara's second group exhibition,
arose from a long-lasting process. That process started as
follows:

In December 1999, the exhibition Multiples for the Body and
Soul, featuring original jewellery designs by thirty-three
artists, opened at Borusan Art Gallery. Canan Bozbag was one
of the artists whose works were included in this exhibition,
which consisted of pieces of jewellery designed by the
participating artists and produced by Ela Cindoruk and
Nazan Pak.

I met Canan shortly after the opening of the first event held at
Hara, the Glineg Terkol exhibition, in September 2022. During
our first encounter, while telling me of her plans for Hara, she
mentioned, in passing, her intention of holding a jewellery
exhibition. When I began working with Canan at Hara a few
months later, in February 2023, that intention - i.e. conceiving
an exhibition of jewellery pieces designed by artists who do
not produce such objects themselves - formed one of the
future projects we often reminded ourselves of. Canan had
been involved in every single step of initiating Hara, including
its architectural project, as she had gradually dreamed up

a place that held this name for more than ten years. And it
always seemed as though the project that stood as the crispest
among those dreams was the idea of holding a jewellery
exhibition.

Over the two years I worked at Hara, [ got to meet and cross
paths with several of the artists - as close friends of Hara’s

- who had taken part in that exhibition in 1999, including
Erdag Aksel, Alev Ebuzziya, Nevzat Sayin, and Canan Tolon.
Eventually, towards the beginning of 2024, upon Canan’s
suggestion, a system started to come into effect whereby

a group of artists made up of those who had previously
presented their works at Hara decided on its future artistic
programmes. The first task this group tackled was to decide
on the names of the individuals who would take part in an
exhibition at Hara focusing on jewellery produced by artists.
It was as if in Hara, a place where friendships that were made
twenty-five years ago still endured, a different generation was
now unknowingly launching a new process, one that would
lead in turn to the formation of new relationships and future
collaborations.

! Quoting from the press release of the exhibition Multiples for the Body and Soul.

2. Where in History Are We?

In addressing the effort to adorn the body, as a way of
enabling the human soul to manifest its complexity through
objects physically worn, the exhibition Multiples for the Body
and Soul, which opened in 1999, conveyed the optimism of a
world only just stepping into the new millennium.'

Just one day after Canan and I began working at Hara in 2023,
the February 6 earthquake occurred. After a period spent
trying to work out what sort of a programme Hara should
proceed with in the upcoming months, we chose the theme

of a safe space as our bottom line and conceived the first
group exhibition to be held in the venue, There is a Place. It

so happened that the date of the opening of this exhibition,
October 7 2023, coincided with the day that marked the
beginning of the genocide in Gaza. While deciding on who
was to take part in Where in History Are We? together with

the group of artists involved in There is a Place, we began
discussing the conceptual framework of the upcoming
exhibition as well. The conditions we faced then did not allow
for much optimism for the world and the future at large. Yet,
despite all, this exhibition had a duty to propose a vision of
hope as well as a method to investigate it. This responsibility
led us to choose the most basic resource at our disposal as our
guiding principle and place collective effort at the forefront of
our process of exploring the dreams of a common future.

In order to achieve this, we chose to employ the following
question as our guide:

Would it be possible for us to speak now of what jewellery
ought to reveal about us in the future?

The ground that jewellery design was to lay for the exhibition
began to take shape the moment we started to reflect on the
possibility of envisioning fresh perspectives as to the times
we live in. Jewellery may be considered an art form that can
serve to classify and provide a better understanding of the
chronological unfolding of human history. Such is the reason
why pieces of jewellery, forever embedded with the wisdom
of the culture and civilisation they belong to, form part of
the inventories of practically every history and art museum
worldwide. From the very onset, the idea of tapping into the
potential held by this art form for reflecting on the future
thrilled the entire team.



Haziran 2024’te Tarihin Neresindeyiz? sergisinin sanatcilari
ilk toplant1 i¢in bulustular. Yirmiden fazla sanat¢1 giinesli
bir yaz gilintinde bu sergi icin olasi1 ¢ikis noktalar1 tizerine
konugmaya basladilar. Bu diyaloglar, sergi evrenini asama
asama kurmanin yolunu da agtyordu. ilk toplantidan Mart
2025’e kadar gecen siirede, her ayin ilk Cumartesi giini
gerceklesen on bulugma yaptik. Bu bulugmalara katilan
sanatcilar, iretimleri konusunda birbirlerine aktarimda
bulunuyor, ihtiya¢ duyduklar: teknik ve kavramsal meseleleri
konusuyorlard:.

Toplantilarda, olusumuna asama asama tanik oldugumuz

isler ortaya ¢ikti. Ayni zamanda pek ¢ok iiretim fikri zamanla
degiserek yerini bagka ¢aligmalara birakt1. flk toplantida
bahsettigi isi iireten sanatgilar olsa da bu siireci ortak bir
diyaloga dontstiirmek, cogunlukla herkesi islerini ¢ogaltmaya,
baska tasarimlari sergiye dahil etmeye motive ediyordu.
Aralik 2024’e geldigimizde islerin vardigi asama artik serginin
anlatisi i¢in de bir izlek 6neriyordu. Kolektif bir yontemi
paylasarak gecirdigimiz zaman, sergiyi “Zanaat, Doniigiim,
Ritiiel” temalari ile onlar arasinda olusan kesigim kiimelerinin
olusturdugu hatta yerlestirmemize olanak sagliyordu.

Bu kavramlar arasinda dolagmaya, sergiyi mekanda bu
perspektifleri kullanarak kurmaya basladik.

3. Zanaat, Doniisiim ve Ritiiel

Taki tasariminin olusturdugu mikro boyutlu evren, farkls
bi¢imlerde okunabilecek bilgiyi, sembolik, kiiltiirel ve sosyal
ifadeyi tagimaya miisait. Tarihin farkli donemlerinde tiretilen
takilarla gelisen ustalik ve deneyim birikimi, bugiin hala
cesitli yontemler olarak kullanimda.

Tak: tasarimi yapmayan sanatgilarin bu yontemleri diisiinmesi
ve aragtirmasi siirecin en basindan beri beklentilerimiz
arasindaydi. Her sanatg1 kendine ait 6zgiin metodolojiyi,

iliski kurdugu konulara cevap vermek i¢in nasil kullanacagini
cesitli yollarla bulmay: dener. Tarihin Neresindeyiz? sergisi
konu edindigi gelecegin arkeolojisi gorevini, sanatcilarin

1 ﬁl—r'——-

kendi metodlarint bir tiir zanaat pratigine dontistiirme
cabasiyla baglatiyor. Kendine ait tiretim yolunu kullanirken
sanatcilarin, bir zanaatkarin kargilastigi sorulari kendilerine
sormaya bagladigi ilk yer ise, iretilen isin bir izleyicisinin
degil de kullanicisinin oldugunu hayal etmesiyle basliyor.

Bu sergide yer alan takilar: kim kullaniyor, nerede ve nasil bir
diinyada onlari tagiyacaklar? Bu temel karar aslinda takinin ya
da sanat¢inin sergide yerlesecegi yeri anlamamiza da yardimci
oluyor.

Bu ylizden sergideki Zanaat bolimi, agirlikli olarak tiretim
temelli yollar1 arayan sanatgilarin iglerinin oldugu yer.
Dontisiim bolimi, takinin bir madde ya da fikri yeniden
tanimladig1 islere alan aciyor. Ritiiel bolimiindeki islerse,
taki i¢in bugiine ait torensel gorevler bulmay1 amagliyor.
Fakat isleri gruplarken pek cok taki tasariminin birden ¢ok
boéliime ait olmasi gerektiginin de farkindaydik. Rittiel-
Doniisiim, Zanaat-Dontisiim, Ritliel-Zanaat kategorileri de
sergideki isleri tanimlayan diger gruplar ve bu geciskenlik
ait oldugumuz zamanin 6nerdigi bir kapsayicilik olarak da
gorilebilir. Bu ylizden tasarimlarin ait oldugu kategoriyi
bulmanin sergiyi gezen izleyiciler i¢in performatif bir gorev
olmasini da istiyoruz.

Sanatgilarin giigli bir sekilde pesinden gittikleri etkinin
izdiigimleri, serginin kazi alanini andiran tasarimi i¢inde
ilerlememizi sagliyor. Sergide yiizden fazla taki tasarimi yer
aliyor. Bu tasarimlar arasinda ait olduklar: performatif alan,
zaman ve baglam agisindan siirekliligi kesilmeyen bir iliski
var. [zleyicilerin, bu devamliligin pargasi olduklari 6zgiir
hareket alanlarini bulmalarini 6nemsiyoruz. Bu yiizden isler
arasinda dolagmanin farkl: patikalarini, zemin planlarini
kurmak istedik. Sergideki isler istenen her turli sirayla
gezilebilir. Clinki tarihin bir dogru tizerinde gitmeyen bir
olasiligin varligini da diisiinebiliriz. Gelecegin rotas: herkes
icin haritada baska goziikecektir! Bu yiizden tarihin neresinde
oldugumuzun tek bir cevabini bulmak aslinda miimkiin
degildir.

i
|
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In June 2024, the artists who would take part in the exhibition
Where in History Are We? gathered for their first meeting. On
a sunny summer day, over twenty artists began discussing
possible stepping stones for this exhibition. These dialogues
paved the way for the gradual construction of the exhibition’s
universe. Over the period that stretched from that first
reunion until March 2025, we held a total of ten meetings

on the first Saturday of each month, allowing the artists

who took part in those encounters to exchange information
regarding their respective productions and discuss technical
and conceptual ideas.

Throughout those meetings, we witnessed the gradual
conceptualisation and creation of many works. Ideas for
several other pieces evolved over time or gave way to other
works. Although some artists did end up producing the same
works they had planned to since the inaugural meeting,
transforming this process into a collaborative dialogue
galvanised everyone into multiplying their productions and
including other designs into the scope of the exhibition.

By December 2024, the stage of development which the
works had reached was enough to suggest a narrative for

the exhibition. The time we all spent sharing in collective
thinking led us to align the exhibition along the axis of Craft,
Transformation, and Ritual, as well as the intersections of
these three themes. Thus, we began thinking about these
concepts and started conceiving the exhibition guided by
these perspectives.

3. Craft, Transformation, and Ritual

The microcosmic universe created by jewellery design

can transfer information and carry symbolic, cultural and
social expressions open to interpretation in many different
ways. The skill and wisdom generated by jewelcrafters over
centuries is still being put into practice today in the context of
various techniques.

One of our biggest expectations from the very inception of
this entire process was for artists who did not otherwise
produce jewellery to ponder and explore methods of
jewelcrafting. Every artist seeks to find out how best to
employ their unique methodology to address the issues
they relate to. The exhibition Where in History Are We?
assumes responsibility over its subject matter - namely, the
archaeology of the future - through the artists” endeavour

to transform their artistic process into a sort of artisanal
practice. The moment when artists, while following their
unique mode of production, truly begin to think and question
like a craftsperson is when they start envisioning the works
vis-a-vis a wearer rather than an audience. Who are the
wearers of the pieces of jewellery displayed in this exhibition,
and where, and in what sort of a world will they wear them?
This fundamental decision truly helps us understand where
each piece of jewellery, or the artist who made them, stands in
the exhibition.

Accordingly, the Craft section of the exhibition displays the
works of artists who chiefly pursue production-oriented
paths. The section devoted to Transformation, on the other
hand, accommodates works through which jewellery redefines
a material or an idea. As for the works that form part of the
Ritual section, they seek to find contemporary ceremonial
purposes for jewellery. Even as we grouped the works,
however, we were aware of the fact that many of the jewellery
designs had to be regarded as belonging to more than just

one heading. Hybrid categories like Ritual-Transformation,
Craft-Transformation, and Ritual-Craft help define works that
do not neatly fit into either category. This flexibility can be
seen as a move towards an inclusiveness ushered by the times
we live in. We would like the viewers of the exhibition to also
participate in this performative task of categorisation.

The traces of the artists’ processes guide us along the
exhibition layout, which is reminiscent of an excavation site.
More than one hundred jewellery designs form part of the
exhibition, all of which are uninterruptedly bound by the
performative space, time, and context in which they coexist.
It is important for us to give the viewers free rein and allow
them to become part of this continuity. That is precisely why
we were intent on setting up different paths and floor plans
that would enable visitors to travel freely between the works.
Therefore, the works displayed in the exhibition may be
viewed in whichever order desired. We should also consider
a version of history that does not follow a straight line. The
roadmap of the future will appear different to each observer!
As a consequence, it is altogether impossible to reach one
single answer as to where in history we are.




4. On Yedi Taki Tasarimcisi

Aslihan Demirtas, sergi siirecinin ilk toplantisinda “kalici
olan nedir?” sorusunu sormustu. Bu soru bizi kalic1
olmayanin kiymetsiz olup olmadig1 tizerine diisindiiriiyordu.
Ayni sekilde tarih, hangi seyleri koruyup bugiine tagiyor?
Nakledilemeyenler ne oluyor? Bu sorularin 1s1§1inda Aslihan,
sesin bir takiya dontisebilecegi fikrini arastirmaya baglad:.
Sonra da, Tolga Tuziin ile is birligi icinde, cevheri kaydedilmig
ses olan bir taki tasarlamaya basladi. Bu is, sesin bir miicevher
gibi islenip, zaman icinde sekillenebilecegi fikrine dayaniyor.
Kiymetli taglar nasil uzun siirecler icinde olusuyorsa, bu

taki da sesin gekillenerek bedene takilabilen bir forma
biriinmesini sagliyor. Bedene bir emniyet kemeriyle “taki”lan
kugctik bir bilgisayar, sensérler, 6zel yazilim ve kullanicinin
bedensel konumu, etrafindaki ve kendisinin trettigi ses
gercek zamanli isleniyor. Ve o anin deneyimini mihirliyor.
Bu tasarim, teknolojik bir nesne ile endiistriyel tirtinii bir
kemerin birlesimi olarak, islenmemis sesi taginabilir bir
hafizaya déntistlriyor. Boylece, en kiymetli ve aktarilamayan
sey olan "an" korunuyor, bedenle birlikte taginan bir zaman
katmanina donusiyor.

Can Altay, mekana bir taki tiretme fikri ile yola ¢ikiyor.

Bu yaklagim, takiyi tagiyanin insan bedeni olmasinin

Otesine gegerek, takinin potansiyel rollerini yeniden
degerlendirmemizi sagliyor. Bir nesnenin mekéani dontistiirme
glicli, onun bir taki oldugunu fark ettigimizde baska tirla
caligmaya basliyor. Boylece bu obje sadece dekoratif bir unsur
olmanin 6tesine gecerek, binanin “stisii” olmaktan ziyade
sembolik bir anlam tasiyan bir 6geye dontisiiyor. Bog duvara
asilan glimus civi, fabrikasyon bir tirtin olmadigini, bir taki
at6lyesinde 6zenle dokiildiigiinii belli ediyor. Glimiis ¢ivinin
siddetli bir hareketle delip gectigini anladigimiz altin plaka,
takinin tizerinde asili duruyor. Givinin bu plaka ile tirettigi
yeni anlam katmani hem pargalarin kompozisyonu ile takinin
ortaya ¢ikmasini sagliyor, hem de mimari bedenle kurdugu
iligkiyi bagka bir maddi varlikla da tanimlamanin yolunu
buluyor. Bu isin duvara yerlesmesinin, 6zel bir toren gibi
gerceklestigini de dustinebiliriz ve glimis ¢iviyi duvara gekicle
vurma ani, mekani bedenin bir uzvu gibi diigtinme ihtimalini
ortaya cikariyor.

Canan Bozbag, sergiye yillar 6nceden tagidigi bir 6ngoéri

ile irettigi kolye tasarimui ile katiliyor. Bu isin tiretim stireci
1999'daki Ruh ve Beden I¢in Cogaltmalar sergisi ile kesisiyor.

O sergideki tanimlayici kurallardan biri sanatgilarin islerini
onar adet Uretmeleriydi. Canan ¢ogunlukla islerinde dogadan
aldig1 materyallerden yola ¢ikarak, malzeme olarak metali
kullantyor. Bu ¢aligmasinda kullandig1 yontem, onu isin
sadece bir kopyasini tiretmekle sinirladig: i¢in bu taki daha
dnce bir sergileme olanagi bulamamis. Kolyenin 6zgiin formu,
bir rakun penis kemigi kullanarak ortaya ¢ikmis ve Canan, iki
parcadan olugan giimiis takiyr metali doverek sekillendirmis.

Ekin Kano, pratiginde bir siiredir kullandig1 materyal olan
bakteriyel seltilozu bu kez ilk defa papier-mdché teknigi

ile objeye doniistiirerek takilar tiretiyor. Bu takilarin
malzemesinin bir organizma olusu ve onun is birliginde bu
iglerin ortaya ciktigini bilmek, onu egsiz kilmanin bir yolu
olabilir mi? Ekin’in islerinde tiirlii bigimlerde karsimiza
cikan, dogaya ait yasami iglerinin parcasi yapma tavri,
zanaatin baska sinirlarini diiginmemizi de sagliyor. Ekin’in
form verdigi sikistirilmig bakteriyel seliiloz kagitlari islerin
etrafinda goriirken, isin merkezinde, bu kagidin 15181
gecirgen hali ince bir zar gibi karsimiza ¢ikiyor. Kagidin 15181
ve dolayisiyla arkasindaki diinyay: bir filtre gibi sizdigu
perspektif, bagka bir canliligin bakis acisina dair bir pencere
gibi. Bu haliyle yar1 saydam ylizey insan bedenine degdiginde,
iki canli formunu da yansitan bir goriintii olustururken, hibrid
bir yasam 6nermesi de sunacak. Taki, bu noktada, yalnizca
bir beden siislemesi degil, ayni zamanda dogal siireglerin
gortintirlik kazandigi bir mecra haline geliyor.

4. Seventeen Jewellery Designers

Aslihan Demirtas raised the question of “what is
permanent?” during the very first meeting where we

began discussing the exhibition process. That question

drove us all to reflect on whether what is impermanent is
intrinsically worthless or not. Likewise, what are the things
history preserves and carries to the present? In light of such
questions, Aslihan began probing into the idea that sound
could be turned into jewellery. Following this train of thought,
in a joint effort with Tolga Tuzlin, she took to designing a
piece of jewellery whose gem consisted of a recorded piece

of sound. This entire work rested on the idea that sound, just
like jewellery, could be processed and shaped over time. Just
as precious stones take shape over an extended period of time,
this piece of jewellery allows sound to assume a form that may
be worn on the body. A small computer “worn” on the body
like a seatbelt, along with sensors, special software, and the
user's physical position, processes the surrounding sounds
and those produced by the user in real time, sealing the
experience of that moment. This design, formed by coupling a
technological object with an industrially made harness, turns
raw sound into portable memory. Thus, a fleeting moment,
the most precious and untransferable thing there is, is both
preserved and turned into a layer of time that can be carried
on the body.

Can Altay set out with the aim of producing a piece of
jewellery specifically designed for the space. That approach,
reaching beyond the idea that only the human body can wear
jewellery, enables us to re-evaluate the potential functions of
jewellery. The power of an object to transfigure space begins
to operate differently once we realise that this object is a
piece of jewellery. At this junction, that object becomes more
than a mere decorative element or an “ornament,” turning
into an item endowed with symbolic meaning. The silver
nail hanging from the empty wall overtly states that it is not
a manufactured good but an object meticulously cast in a
jewellery workshop. The gold plate, which, as we understand,
the silver nail must have pierced violently in one fell swoop,
stands hanging above the jewellery piece. The new layer of
meaning formed by the union of the nail and the plate not
only enables the jewel to stand out but also seeks to redefine
its relationship with the architectural body by means of
another physical entity. The piece invites us to imagine the
ceremonial moment when the gold plate was placed on the
wall and the silver nail hammered into it, as if transforming
the space into a pierced human limb.

Canan Bozbag participates in the exhibition with a necklace
design she created years ago, guided by a past foresight
realised in the present. The production process of her work
coincided with the exhibition Multiples for the Body and Soul
held in 1999. One of the determining rules of that exhibition
was that the artists produce their works in quantities of ten
items apiece. Generally setting out from objects which she
collects from nature, Canan often uses metal as a material in
her practice. Because the method she employed in this work
limited her to producing only one copy, this piece wasn’t
exhibited before. The unique form of this necklace, comprised
of two silver pieces forged by a hammer, was inspired by a
raccoon'’s penile bone.

Ekin Kano transformed bacterial cellulose, the material she
has consistently used in her practice for some time, into
jewellery by using the papier-mdché technique for the very
first time. Does knowing the fact that these pieces were made
from, or with the cooperation of, a living organism make
them inherently unique? Ekin’s insistence on incorporating
in her works the very liveliness of nature, which crops out
under all sorts of shapes in her creations, also leads us to
reflect on some of the boundaries of craftsmanship. While
Ekin’s compressed bacterial cellulose sheets encircle the
works, at their centre, the material takes on a thin, translucent
membrane-like form. The way the paper filters light,
refracting the world seen through it, acts like a window into
the point of view of another living being. As such, from the
moment it comes into contact with the human body, this
translucent surface will produce an image that reflects both
life forms, simultaneously proposing a hybrid existence. At
this juncture, jewellery becomes more than a mere bodily
adornment, and it turns into a medium where natural
processes gain visibility.
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Esma Ertel, Afgan takilarinin belli parcalarini bulup

ileri doniigiim pratigiyle onlara yeni bir yagsam vererek,
Mezopotamya’dan Anadolu’ya, oradan da istanbula uzanan
bir kiiltiirel miras yolu buluyor. Bu parcalar, bir nevi
hikayelerin de tasiyicisi oluyor. Kege tizerine igleme yapilarak
olusan kusak, sicaklig1 ve dayaniklilig: ile ge¢cmisin izlerini
tagirken, ayni zamanda donustiriilebilir bir alan da sunuyor.
Cagristirdig1 kusanma hissiyle, gegmisten bugtine ritiiellerin,
aidiyetin ve giiciin bir ifadesini de tagiyor. Esma’nin ikinci
parcasi, tanriga inanna’dan ilhamla yapilan bir baglik.
Mezopotamya'nin bereketli topraklarindan dogan inanna,
agkin, cinselligin, savasin ve siyasi birligin tanricas: olarak
biliniyor. Esma, bu baslig1 inanna’ya ithafen tasarlayarak onun
temsil ettigi degerleri bugiine tagiyor. inanna’nin hikayesi,
kadin bedeni tizerindeki toplumsal ve politik miicadeleleri
hatirlatirken, baslik da bir tiir kutsal tag olarak varligini
siirdiiriiyor. Esma bu iki parcayi bir araya getirerek, gecmisin
sembollerini bugtiniin estetik ve politik baglaminda yeniden
ele aliyor. Geleneksel siislemeleri ve ritiiel nesnelerini yalnizca
birer aksesuar olarak degil, bedeni koruyan ve ona direng
kazandiran unsurlar haline dontstiiriiyor.

Esma Pagal Turam, urettigi kiipe, kolye ve broglar1 6nce
silikon malzemeyle kesintisiz bir yapi1 olarak kurguluyor.

Bu yogun ve karmasik tasarimlar 6zglirce, sanki sonsuz bir
cogalma hissi yaratiyor. Islerin kenarlarinda gériilen Esma’nin
karakteristik figtirleri, sanki iki farkli diinya arasindaki sinir1
koruyor gibi: bizim diinyamiz ve takinin mitolojik diinyast.
Esma’nin tretimleri saman kiltiriiniin izlerini de tasiyor.
Esma, bu takilar1 yaparken ilk kez silikonu gimiis ve altinla
kaplayarak yeni bir teknik gelistirdi. Tipk: insan viicudunu
kaplayan derinin altinda goriinmeyen kisimlar olmasi gibi, bu
takilarin da digaridan goriinen sert metalinin altinda yumusak
ve Esma’ya islerini olusturmasini saglayan oyunsu alani veren
bir malzeme var. Esma'nin toplantilarda sik¢a giindeme
getirdigi bir konu da takinin viicut seklini nasil degistirdigi
veya doniuistiirdiigliydi. Hatta toplantilarda, takilamayacak
kadar biiyiik olan ya da heykele dontisen bir taki olasilig:
tizerine de konusmusgtuk. Bu fikirler, takinin performansi ve
viicutla olan iliskisi hakkinda yeni diistinceler gelistirmemize
de yardimc1 oldu.

Florence Konstantina Delight, insan bedeninin bir taki gibi
algilanmasi fikrini inceliyor. Sanatgi, bir insanin giindelik
hayatta, tipki bir aksesuar gibi, bagka birinin "koluna takilan"
bir nesne gibi deneyimlenmesini ¢ikis noktasi olarak aliyor.
Sergideki ¢aligmasinda bu disiinceyi bir yerlestirme ile
somutlastiriyor. Florence, tamamen taslarla kapli, 6zel olarak
tasarlanmisg kiyafet parcalari giydirilmis cansiz bir mankeni
mekanin ortasinda yere yatiriyor. Mankenin tizerine eski tip
bir televizyon yerlestiriyor. Ekranda, onun drag personasindan
glnliik yagamina gecisini gosteren videolarindan bir segki
oynuyor. Bu yerlestirmede beden, hem siis egyast hem de
hikaye anlaticisi roliinti tistleniyor. Florence’in tasarimi,
takinin sadece taginabilir bir obje olmadigini, ayni zamanda
bedeni dontistiirebildigini gosteriyor ve queer bedenin hem
bir taki hem de bir arsiv olarak nasil iglev kazanacagini
sorguluyor. Burada taki fikri, sadece bir siisleme araci olmanin
otesine gecerek kimlik, goriintirlik ve hatirlanma araci haline
geliyor.

Esma Ertel collects pieces of Afghan jewellery and gives
them a new lease on life through upcycling, tracing a cultural
heritage route stretching from Mesopotamia to Anatolia

and thence to Istanbul. In a way, these pieces become the
conveyors of stories. The girdle, made of embroidered felt,
carries traces of the past with its warmth and durability
while also providing a space that is open to transformation.
Evoking a sense of being enveloped, it also bears an
expression of rituals, a sense of belonging, and power
extending from the past into the present. The second piece
by Esma is a headdress inspired by the goddess Inanna. Born
out of the fertile lands of Mesopotamia, Inanna is regarded
as the goddess of love, sexuality, war, and political unity. By
designing this headdress in honour of Inanna, Esma carries
the values she embodies into the present day. While the

story of Inanna recalls the social and political struggles that
have unfolded over the female body, the headdress continues
to exist as a sacred crown. By bringing these two pieces
together, Esma reappraises the symbols of the past within the
aesthetic and political context of today. In doing so, she turns
traditional ornaments and ritual objects into more than mere
accessories, transforming them into artefacts that protect the
body and imbue it with strength.

Esma Pacal Turam designs her earrings, necklaces, and
brooches as seamless structures, using silicone as her building
material. These dense and intricate designs conjure up a
feeling of untethered, seemingly indefinite multiplication.
Esma’s signature figures, seen along the edges of the pieces,
seem to guard the boundary between two worlds: our own
and the mythological realm of the jewellery. Esma’s creations
also bear traces of shamanic culture. While creating these
pieces, Esma developed a new technique by experimenting
with coating silicone with silver and gold for the first time.
Just like the hidden layers beneath human skin, these pieces
also contain an unseen element beneath their hard, outward
metal - a soft material that provides the playful space Esma
relies on to shape her work. Another topic Esma frequently
brought up during our meetings was jewellery’s capacity to
modify or transform the shape of the body. We even talked of
the probability of a piece of jewellery so large that it couldn't
be worn, blurring the line between adornment and sculpture.
These thoughts greatly helped us develop new ideas regarding
the performance of jewellery and its relationship with the
body.

Florence Konstantina Delight chose to investigate the
thought of perceiving the human body as a piece of jewellery.
The artist picked as a starting point the idea that a human
being could also become an accessory, an everyday object
“worn on the wrist” of another person. For the exhibition, the
artist materializes this idea through an installation. Florence
places a lifeless mannequin, covered head-to-toe with shiny
stones and dressed in custom-made clothes, on the floor of
the exhibition space. On top of the mannequin is placed an
old-school television set. A medley of videos unspools on the
screen, showing Florence transition from drag persona to
everyday appearance. In this installation, the body assumes
both the role of an ornament and that of the storyteller.
Florence’s design demonstrates that jewellery does not merely
consist of a portable object, but may also genuinely transform
the body, probing into the ways in which the queer body may
serve as both a piece of jewellery and an archive. Here, the
notion of jewellery extends beyond merely forming a means of
adornment and becomes a conveyor of identity, visibility, and
remembrance.

1
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Fuat Sonat Esrefoglu, sergide mekanin bir kosesinde, kirilan
seramik parcalarinin doniigiim siirecine odaklanan bir
yerlestirme olusturuyor. Kendi trettigi seramik abajurlari
kirip imha ederek, ortaya ¢ikan parcalari torna i¢inde uzun
siire dondiirerek, keskin kenarlarini kaybettiriyor. Sivri
koseler zamanla yuvarlak, piiriizsiiz taglara doniisiiyor. Bu
doniigiim stireci, kirilganligin ve yeniden bi¢imlenmenin
somut bir karsilig1 olarak yerlestirmenin temelini olusturuyor.
Fuat Sonat, tornadan ¢ikan bu taglarla takilar tiretiyor ve
sergi alaninda, kirmizi1 1s1kla aydinlatilmig bir odada, tel
lizerine dizerek sergiliyor. Fuat Sonat’'in odasinin biraz
otesinde ¢alisan tornanin 6glitme sesi de duyulacak ve bu

ses sergi mekaninin atmosferinin bir parcasi haline gelecek.
Ziyaretgiler, kumas bir perdenin arkasina gecerek bu torensi
alana girebilecek ve iceride kapali, sinirlt bir hissiyatla
karsilagacak. Fuat Sonat, kuir kimligini bu aragtirmanin

bir pargasi olarak goriiyor ve yerlestirmeye fallik bir totem
ekliyor. Kendi tirettigi seramik abajurlarin govdelerinden
olugan bu totem, doniisiimii ¢agiran kuir bir bireyin
varolusunu simgeliyor. Fuat Sonat’in isi, kirilmanin sadece bir
yok olus olmadigini, yeniden sekillenmenin ve yeni formlar
yaratmanin bir yolunun olabilecegini gosteriyor.

Giiclii Oztekin, pratiginde siirdiirdiigii, cevresinde buldugu
nesneleri dontstiirme eylemini sergiye de tastyor. Yer fistig1
kabuklarindan yola ¢ikarak urettigi isleriyle, cesitli ifadeleri
tastyan Fostuk isimli on parcalik bir seri olusturuyor. Her
biri sanki bir durumu, duyguyu anime eden grotesk taki
karakterler, aralarinda yeni tanistigimiz bir evrende gegen
diyalogu siirdiirtiyorlar. Her takinin tanimladig: kendine
has bir diinya olur. Gligli'niin isleri, takiya ait diinyay1
distinmenin ve o diinyaya girmenin hizli ve dolaysiz bir
yolunu bulmamizi sagliyor. Glindelik hayattan rol ¢calmaya
olduk¢a miisait olan 6znelere doniigen bu isler, bedende bir
parcaya ignelenip taginmak icin tretilmis. Bu islerin insan
bedeni ile hareketi onlarin canlanmasini da sagliyor. Fistik
kabugunun bir taki olarak kazandig: deger, hem tiretildigi
materyalin basitce erisilebilir olmasindan hem de giiclii bir
mizahi 1srarla ve etkili bir sekilde ortaya ¢ikarmasindan
kaynaklaniyor.

Giineg Terkol, taki tasariminda dontistiirticii bir yaklagim
kullantyor. Glineg'in atik kumaslardan yaptigi islerde
oldugu gibi, bu sergideki takilarin bazilar1 da daha 6nce
kullandig1 formlarin farkl: boyutlarda yeniden tiretilmesiyle
ortaya ¢ikti. Glines, ilk toplantida takinin sadece insan
viicudunda degil, bagka yerlerde de kullanilabilecegi fikrini
vurgulamisti. Bu ytizden ¢engelli ignelerle bir yiizeye
takilan bu igler, bulunduklari yiizeyi insan1 6zne olarak
distiinmeden de doniistiirme etkisine de sahip. Sergideki
rozetlerin bazilari, Giines'in 2022'de Hara'daki sergisinde
kullandig: figiirlerden olusuyor. Bu figiirler, o sergideki kumasg
islerinden yola cikarak takiya dontistiiriilmiis. Bu sekilde,
Glines'in sanatinda hem malzeme hem de hikaye a¢isindan
bir devamlilik ve degisim goriiliyor. Bu eserler, iki yil 6nceki
sergide oldugu gibi yine ayn1 mekanin benzer bir késesinde,
tavandan sarkan bir kumasa asili duruyor. Gegen ii¢ yilda
yasanan degisikliklerin ve bizi bugiine getiren olaylarin
etkilerini anlamak i¢in bu déntistim siirecini zihnimizde
canlandirmamiz gerekiyor. 2022'de Hara'daki Giines'in
kisisel sergisini goren bir izleyici, o zamandan hatirladig1
bir gériintiyl simdi bu sergide gérdiigiinde nasil bir duygu
yasayacak? Ge¢misle aramizda nasil bir baglanti var? Bu
baglantiy gelecege tasiyabilir miyiz? Gergekten de tarihin
neresindeyiz?

Giinnur Ozsoy, sergi igin dort farkl taki tasarladi: Kendimi
Taglandirdvm isimli bir ta¢, Hara i¢in kozalaklardan yapilmig
bir kolye, ad1 Hadi Flort Edelim olan bir fener bros ve

musluk baglanti borusundan yapilmis bir kolye. Glinnur,

taci tasarlarken “taclandirmak” fiilinin anlamindan yola

¢ikt1 ve bu kavramin hissini, bedenini doniistiirecek ti¢
boyutlu basa giyilen bir forma ¢evirdi. Tag, kisinin kendini
tac¢landirmasiyla giiclenmesini ve kendine verdigi degeri
gostermesini simgeliyor. Glinnur'un heykellerinden
tanidigimiz formlarindan olusan bu tacin bireysel anlaminin
baska bir kullanicida olusturacag: hissi aramasi, 6znel bir taki
algis1 kurmanin iddiali bir yolu olarak gorilebilir. Giinnur’un
ikinci takisi, serginin yapildig1 Hara mekani i¢in 6zel olarak
tasarlandi. Kozalaklarin dogal yapisi ve doganin dongtisii bu
kolyenin temelini olusturdu. Hara'nin bahg¢esinde mekanin
kalici isleri arasinda olan, kendi tiretimi Besi Bir Yerde isimli
heykel serisinin etrafindan topladigi kozalaklari birlestiren
Giinnur, mekéana 6zgt bir taki yaratti. Bu kolye, ayni zamanda
sanatcinin Hara'ya olan duygusal bagini da yansitiyor.

Bu iki taki, hem bedene hem de mekana yonelik térensel
eylemler 6nererek, takiy1 basit bir siis esyasindan radikal bir
performans aracina donustirtiyor. Hadi Flort Edelim isimli
fener bros, taki yoluyla goriilmeyi ve gormeyi saglayan bir
isaret sistemi Uretmek icin tasarlandi. Sanat¢inin amaci, bu
brosla taki yoluyla bir iletisim kurmak, bulmak ve bulunmak.
Musluk baglanti borusundan yapilan kolye ise, nalburdan
alinan iki metal parcay1 basitge bir takiya dontistiirme
eylemini gosteriyor. Boylece, giindelik nesnelerin takiya
doniigme potansiyelini sade bir yolla ortaya koymus oluyor.
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Fuat Sonat Esrefoglu created an installation in a corner

of the exhibition space, focusing on the transformation
process undergone by broken ceramic fragments. Crushing
and destroying the ceramic lampshades which he produced,
he turned the resulting pieces on a lathe for an extensive
duration to rid them of their sharp edges. Thus, over time,
the sharp corners gave way to round, smoothly polished
stones. As a tangible token of fragility and remodelling, this
transformation process constitutes the foundation of the
installation. Fuat Sonat crafted pieces of jewellery from these
lathe-wrought stones, which are displayed strung on wire in
a room illuminated by red light within the exhibition space.
The grinding sound of the lathe, spinning a small distance
ahead of Fuat Sonat’s room, will also be distinctly audible,
becoming an integral part of the soundscape of the exhibition.
Visitors will be allowed to enter this ceremonial space by
stepping behind a fabric curtain, encountering an enclosed
and confined atmosphere within. Fuat Sonat considers his
queer identity as part of his artistic exploration and honours
it by incorporating a phallic totem into the installation. This
totem, assembled out of the bases of his handmade ceramic
lampshades, symbolizes the existence of a queer individual
invoking transformation. Fuat Sonat’s work underscores how
rupture does not only constitute destruction but may also
form a means of remodelling and giving rise to new forms.

Giiclii Oztekin brings into the exhibition his long-standing
practice of transforming found objects collected from his
surroundings. Here, he puts forward a ten-piece series

titled Fostuk, produced using peanut shells, with each piece
bearing various expressions. These grotesque characters, each
enacting a different situation or emotion, appear to be in
dialogue with one another. Each piece of jewellery represents
aworld of its own. Gii¢li's works enable us to attain a quick
and direct way to reflect on and gain access to the world of
jewellery. These works, turning into as many subjects from
everyday life, are designed to be pinned and worn on the body.
The movement of the human body carrying them helps bring
these works to life. When regarded as a piece of jewellery, the
peanut shell acquires a certain value that stems both from its
easy accessibility as a material and the note of levity it brings.

Giines Terkol resorts to a transformative approach in her
jewellery design. Similar to the works Giines produces out of
waste fabric, some of the pieces she made for this exhibition
also emerged as reinterpretations in different sizes of forms
she previously used. During our initial meeting, Glineg
insisted on the idea that jewellery could be used not only on
the human body but elsewhere as well. Accordingly, these
works, which are attached to a surface with the help of safety
pins, possess the ability to transform the surface that they
rest on, even with the exclusion of a human subject. Some

of the badges featured in the exhibition consist of figures
Giines employed in the framework of the exhibition she

held in Hara back in 2022. These figures have now been
transformed into jewellery. In this respect, continuity and
transformation coexist in Giineg’s practice, both in terms of
the material used and the story conveyed. Again, much like
in her 2022 exhibition, these works are attached to a hanging
piece of fabric in a similar corner of the exhibition space. If
we are to fully grasp the consequences of the changes that
have occurred over the past three years, as well as the events
that have led us to where we currently are, we first need to
picture this transformation process in our minds. What will a
spectator who visited Glineg’s solo exhibition back in 2022 feel
when encountering a familiar image in the present exhibition?
What sort of a connection exists between us and the past? Do
we have the ability to carry this connection into the future?
And, truthfully, where in history are we?

Giinnur Ozsoy designed four distinct jewellery pieces for the
exhibition: a crown titled Kendimi Ta¢landirdim [I Crowned
Myself]; a necklace specifically produced for Hara from pine
cones; a flashlight brooch titled Hadi Flort Edelim [Let’s Flirt];
and a necklace made from a faucet connection pipe. When
designing her crown, Glinnur set out from the signification
of the verb “to crown,” focusing on transforming the feeling
elicited by this concept into a three-dimensional headpiece
that would alter her body. Glinnur’s crown embodies the
empowerment and sense of self-worth that comes with
crowning oneself. The crown, made up of forms familiar
from Glinnur's sculptures, seeks to explore the individual
meanings it will evoke in different wearers. This can be seen
as an ambitious way of establishing a subjective perception
of jewellery. Giinnur’s second piece of jewellery was
specifically designed for Hara. The necklace was inspired
both by the natural structure of pine cones and the cycle of
nature. Gunnur created this site-specific jewellery piece by
assembling pine cones collected from around her sculpture
series titled Besi Bir Yerde [Five in One], one of the works
permanently installed in Hara’s garden. This necklace also
reflects the artist’s emotional bond with Hara. These two
pieces transform jewellery from a simple ornament into

a radical performance tool, proposing ceremonial actions
involving both the body and the space. The flashlight brooch
Let’s Flirt was designed to create a system of signs enabling
both to see and be seen through jewellery. The artist aims

to establish a means of communication with this brooch, to
find and be found through the agency of jewellery. As for the
necklace made from a faucet connection pipe, it demonstrates
the simple act of transforming two metal parts bought from
a hardware store into jewellery. Thus, it lays bare in the
simplest of ways the potential for everyday objects to be
transformed into a piece of jewellery.
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inci Furni, kendi pratiginde 6zgiin bir form olarak
siirdiirdigii suluboya desenlerini, taki tasarimlari icin bir ¢ikis
noktasi olarak kullaniyor. Desenleri cam tfleme teknigini
kullanarak ti¢ boyutlu nesneler haline getirirken kullandig:
malzemenin 6zelligi, serginin arastirdig1 konulara yeni bakig
acilari Gretmesini sagliyor. Cam, dogas: geregi seffaf bir
yapida oldugu icin arkasinda duran gériintiiyt saklamaz. Bu
yiizden Inci, iirettigi takilarda boyayi kullanirken, desenlerin
onerdigi formlara ulagmak i¢in camin seffafligini renkle
kamufle eden bir 6rtiinme tavrini da arastiriyor. Saydamligt
yutan boyanin davraniginin bir tiir engelleme ya da sansiir
olma ihtimali, rengi kullanmanin bagka bir anlamina isaret
ediyor. Ayni zamanda camdan iretilen islerin kirilganligi,
takiya yeni bir iligki kosulu getiriyor. Camin hassas yapisina
uyum saglama siireci, bedeni bagska bir biling diizeyine
tasiyor. Takinin yapildig1 malzeme ile viicudun kurdugu iligki,
tiretimdeki caba, 6zen ve zanaatin gereklilikleriyle birleserek
bedeni bir devamlilik ve biitiinliik icine sokuyor. Bu yaklasim,
takinin sadece estetik bir obje olmanin 6tesinde, bedenle ve
zanaatla derin bir etkilesim i¢inde oldugunu da vurguluyor.

Koray Aris, yiiksek gerilim hatt1 caligmalar: sirasinda
sokaklara diigmiis, atilmis telleri kullanarak tirettigi ti¢
bileklikle sergiye katiliyor. Sanat¢i, bu malzemelerin kolay
paslanmadigini anlayinca onlarla calismaya karar vermis. Bu
islerin {iretildigi donem 1980 ile 1985 yillar1 arasi. Uretim
zamani olarak kronolojide sergi tarihinden en uzakta

duran bu islerin actig1, takinin ait oldugu zamani diisiinme
pratigi 6nemli bir yerde duruyor. Sanat¢inin kendi heykel
pratiginden gelen 6zgiin formlarla bu isler, tak: tarihinin ¢ok
farkli donemlerine ait olabilir hissini uyandiriyor. insanlik
tarihinde, metal islenmeye basladigindan beri pek ¢ok farkl
taki tasarimu ile kargilagiyoruz. Ve biitiin bu tiretimlerde
coklukla tanik oldugumuz soyut diisiinme tavrinin taki
tasariminin en 6nemli yontemlerinden biri oldugunu
hatirlatiyor bize Koray Arig’in bu isleri.

Mert Oztekin, sabun kullanarak iirettigi figiirleri brog ve
kiipeye doniistiirtiyor. Sabunun ince detaylarla islendigi bu
figtrler, fiziksel olarak oldukga kirilganlar. Bu hassasiyet,
malzemenin giindelik hayatimizdaki yerinin degismesiyle
ortaya ¢ikiyor. Boylelikle, tanidigimiz bu malzemeye kars:
baska sekillerde davranmanin kosullarini 6greniyoruz. Sergide
ayni zamanda Mert'in bu yontemi kullanarak trettigi, taki
olmayan iglerinden de bir secki yer aliyor. Sanat¢inin uzun
siiredir sabun ile yaptig1 iiretimlerden bazilarinin takiya
doniigmesiyle, sanatsal tiretim ile takiya ait zanaat siirecini
ayni noktadan gérme imkani kazaniyoruz. islerin insan
portrelerinden kedilere ve daha soyut kesitlere uzanan seckisi,
boylelikle bu yerlestirme i¢inde taki konusunu da bir alt
basliga doniistiirtiyor.

Nazli Capar, takinin maddi ve manevi bir miras olma
durumundan yola ¢ikarak aragtirmasina bagladi. Bu
distinceden hareketle, bir takinin eritilerek baska bir takiya
doniigiim stirecini bir video ile belgeleme fikri isin ¢ikis
noktasi oldu. Glimiig bir takinin eritilerek ham maddeye
doniigimiini bir video dokiimana cevirmek isteyen Nazli,

bu siireci bir takiyla birlestirerek bellegi fiziksel ve dijital
alanlarda devam ettirme yollarini kullaniyor. Bu yiizden
trettigi iki kolye ve iki yiiziigiin tizerinde QR kod islenmis

bir yiizeyi takinin ana parcasi olarak tanimliyor. Kullanici

bu QR kodu taradiginda, bedenine taktig: takinin yok olus
siirecini gosteren videoya yonlendiriliyor. Boylece hafiza,
fiziksel bir nesne yerine dijital bir argivde korunuyor ve taki,
hem maddi varlig1 hem de bellegi tasiyan bir form haline
geliyor. Sonunda, Nazli'nin isleri, takinin sadece bir siis esyast
degil, ayn1 zamanda bir bellegin tasiyicisi olabilecegini ortaya
koyuyor. Maddi formun degisimi ve bu degisimin bir hafiza
olarak korunmasi, takiyi bir arsiv nesnesine donistiiriiyor.

Ulas Eryavuz, taki tiretiminde giindelik nesneleri yeniden
ele alarak, onlara bagka anlamlar yiiklemeyi arastiriyor.
Ulas islerinde, koruma, politik ifadeler ve dontisiim tizerine
yogunlagarak ¢ farkl tak tasarimi gergeklestirdi: nazar
boncugu bilezigi, tizerinde metin yoluyla bir gorev tagiyan
yelpaze ve degerli tas gorsellerinden olusan rozetlerle yapilmig
Is It Real? [Gercek Mi?] isimli bir pelerin. Nazar boncugundan
ilhamla trettigi bilezik, ti¢ par¢adan olusuyor. Kullanici
yumrugunu siktiginda ve karsiya dogru kaldirdiginda, bilezik
pargalari birleserek nazar boncugu formunu olusturuyor.
Renklerin bir araya gelisindeki perspektif oyunu, yalnizca
belirli bir agidan bakildiginda boncugun tam olarak
algilanmasini sagliyor. Boylece taki, yalnizca bir siis egyasi
degil, hareketle aktive olan ve kullanicinin beden diliyle
biitiinlesen bir form kazaniyor. Ulag'in ikinci isi, tizerinde
“Salla Gitsin” yazan bir yelpaze. Bu yelpazenin yalnizca bir
obje olarak degil, performatif bir ara¢ olarak da kullanilmasi
s6z konusu. Ugiincii fikri ise degerli tas gorselleri iceren
rozetlerden olusan bir pelerin. Ulag béylelikle takinin

degerli ve anlam yukli bir nesne olarak nasil yeniden ele
alinabilecegini arastirtyor. Ulasg, takinin yalnizca bir aksesuar
degil, ayn1 zamanda politik ve estetik bir ifade bi¢imi
olabilecegini gosteriyor. Bu siiregteki yaratici yaklagimi,
glindelik objelerin sanatsal ve kavramsal bir dontisiime
ugrayarak bambaska anlamlar kazanabilecegini isaret ediyor.

inci Furni takes the watercolour patterns she explores in her
practice as the starting point for her jewellery designs. As
she transforms her patterns into three-dimensional objects
using glass-blowing, the unique properties of the material
she uses offer new perspectives on the themes explored in
the exhibition. Glass, being transparent by nature, does not
obscure what is behind it. inci thus explores the act of veiling
in her jewellery, using paint to camouflage the transparency
of glass to achieve the forms suggested by her patterns. The
way paint obscures transparency raises the possibility of it
acting as a form of obstruction or censorship, adding another
layer of meaning to the use of colour. The fragility of the
glass pieces also introduces a new way of engaging with
jewellery. The process of adapting to the fragile constitution
of glass ushers the body into another level of awareness.

The relationship between the body and the material of the
jewellery, combined with the effort, care, and craftsmanship
required in its making, places the body in a state of continuity
and wholeness. This approach emphasises that jewellery is
not merely an aesthetic object but exists in deep interaction
with craftsmanship and the body.

Koray Aris contributed to the exhibition with three bracelets
that he produced out of discarded pieces of high-voltage
cables collected from the street following maintenance
work. The artist decided to work with this material upon
realising that it is highly resistant to rust. Produced between
1980 and 1985, these works are the oldest pieces in the
exhibition and invite a reconsideration of jewellery's place in
time. With unique forms drawn from the artist's sculptural
practice, these pieces evoke a sense of belonging to various
periods in the history of jewelcrafting. Throughout the
history of humankind, from the dawn of metalworking to

the present, we have encountered a tremendous variety of
jewellery designs. Koray Aris's works underscore the fact that
throughout history, abstract thinking has been indispensable
to jewellery design.

Mert Oztekin transforms the figures he makes out of
soap into brooches and earrings. These figures, intricately
carved from soap, are physically quite fragile. This fragility
arises from the shift in the material’s place in our daily
lives as we discover new ways in which to interact with its
familiarity. The exhibition also features a selection of non-
jewellery works by Mert produced using the same method.
By witnessing the artist’s long-standing soap figures being
transformed into jewellery, we are given the opportunity
to observe both the artistic and artisanal processes of
jewelcrafting. In the context of the exhibition, Mert’s
selection of works, ranging from human portraits and cats
to figures more abstract, treats the theme of jewellery as a
subcategory of a broader artistic practice.

Nazli Capar began her research by exploring the idea of
jewelcrafting as both material and spiritual tradition. Building
on this idea, the concept of documenting by video the process
of melting down one piece of jewellery and transforming it
into another became the starting point of her work. Nazli
turns into a video document the transformation of a piece

of silverware as it melts into a raw material and couples this
process with a physical piece of jewellery, thus employing
various ways of prolonging memory in both physical and
digital spaces. That is why she defines the surface imprinted
with a QR code on each of the two necklaces and two rings

as the central part of her pieces. When the user scans the QR
code, they are directed to a video showing the transformation
and disappearance of the jewellery. In this way, memory is
preserved within a digital archive instead of a physical object,
and the jewellery piece becomes a form that carries both
material existence and memory. Ultimately, Nazli’s work
underscores the fact that jewellery is not just a mere ornament
but a conveyor of memory as well. The modification of the
material form and the preservation of its transformation

in digital memory thus turns the piece of jewellery into an
archival object.

Ulas Eryavuz researches the process of reinterpreting
everyday objects in her jewellery production, seeking to
assign them new meanings. For this exhibition, Ulas produced
three distinct jewellery designs focusing on the themes of
protection, political expressions, and transformation: an evil
eye bracelet; a hand fan whose function is suggested by the
text written across its surface; and a cloak titled Is It Real?
made with brooches featuring images of precious stones. The
bracelet, inspired by the evil eye bead, is made up of three
components. When the wearer clenches their fist and raises

it up and forward, the pieces that make up the bracelet fall
into place, forming an evil eye bead. The perspective play that
results from the combination of colours causes the bead to
look complete only when viewed from a specific angle. Thus,
the jewellery becomes not just an ornament but a form that

is activated by movement and integrated with the very body
language of the wearer. The second work by Ulas is a hand fan
bearing the inscription “Shake It Off” This fan is not just an
object but can be regarded as a performative instrument as
well. The artist’s third idea, a cloak made of badges featuring
images of precious gemstones, enables Ulas to investigate
how jewellery may be reinterpreted as a valuable object laden
with meaning. Ulas demonstrates that jewellery is not only
an accessory but can also embody political and aesthetic
expression. Her creative approach in this process suggests
that everyday objects can undergo artistic and conceptual
transformations to acquire entirely new meanings.
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5. Takilarin Performansi, Videolar, Metinler ve Sergi Mekani

Haziran'da yaptigimiz ilk bulusmada alinan kararlardan

biri de serginin agilig ginii hakkindaydi. Bu sergide yer

alan 6zgiin takilari anlamanin, zihnimizde oturtmanin yolu,
onlar1 bedenle iligkili bir performans yoluyla deneyimleyerek
ortaya ¢ikacakti. Bu ylizden serginin agiliginda takilara ait

bir performans yaratmayi diigiinmeye basladik. Sonunda
Takilarin Performanst adini verdigimiz performans isini
planlamaya basladik. Bu performansi beg icraci-koreograf
tiretiyor. Canan Yiicel Pekigten, Korhan Basaran, Melih Kirag,
Secil Demircan ve Zinnure Tire'den olusan performans
sanatcilarinin sergideki islerden yola ¢ikarak, onlarin

bedenle olan iliskilerini tasarlayarak olusturduklari Takilarin
Performansi, sergiye gelen ziyaretgilere canli olarak sunulacak.
Performans, sergideki takilart kullanmanin incelikli ve
radikal yollarini arastiracak. Takilarin Performansi'nin serginin
Zanaat, Donlisiim ve Ritiiel bagliklarina gore ti¢ parca

olarak diizenlenmis video kaydi da sergiye dahil olacak. Bu
yolla, sergilenen taki tasarimlarinin bedenle kurdugu 6zgiin
iligkilerin serginin anlatisi i¢ine dahil olmasini saglayacagiz.
Bu performansin ses tasarimini da Yusuf Huysal tiretiyor.

Sergide yer alan bir diger video ise Galatasaray Universitesi
Sosyoloji Bsliimii Ogretim Gérevlisi Nazli Okten’in Zeynep
Urgen’le birlikte iirettigi, video deneme formundaki

Sanat¢i Takuar isimli calismasi. Nazli ve Zeynep'in takinin
ilk 6rneklerinden baslayan tarihine ve glinimtize kadar
gelen siirecine dair trettikleri bu i, Hara'nin tst katinda
serginin tarih ve zamanla iliskisini daha genis bir cerceveye
oturtmamiza yardim ediyor. Bu videonun metninin daha
kapsamli bir versiyonu, bu yayinin ilerleyen sayfalarinda yer
aliyor.

Serginin bir diger yaz1 alani ise serginin ii¢ ana baglig:

olan Zanaat, Doniisiim ve Rittiel boliimleri tizerinden,

her sanatci icin yazilan kisa metinlerden olusuyor. Bu
metinlerin Zanaat ve Dontisiim bagliklarindaki sanatgilarin
metinlerini akademisyen Ayse Coskun kaleme aliyor. Ritiiel
bolimiinde yer alan sanatcilar i¢in de sair Efe Murad, Al
Ayin Metni diye isimlendirdigi parcalart olusturmak i¢in
ekphrasis teknigini kullaniyor. Bu yontem, gorsel sanatlari
deneyimleyip, onu siire ya da yaziya aktarmak olarak
tanimlanabilir. Efe bu metinleri, 6nce bir diizyaz: paragraf,
sonrasindaysa isin onda hissettirdikleri tizerinden kisa yogun
bir siir yazarak olusturdu.

Sanatg1 metinlerinin bir bagka 6zelligi de sergi mekaninda bir
yazit formunda kurulan kulenin tizerinde takvim yapraklar:
gibi yerlesmis olmalar1. Sergiyi gezenler, bu metinleri kuledeki
yerlerinden diledikleri gibi koparip, kendi istedikleri sergi
katalogunu olusturabilirler.

Serginin Doruk Cift¢i ve Kubilay Ercelep tarafindan yapilan
mekan tasarimi da Hara'y: ziyaretcilerin zihninde bir kazi
alanina doniistiirme fikriyle yola ¢ikti. Mekanda daha 6nce
gerceklesen sergilerden farkli olarak bu kez, tasarimin
hacmini islerle birlikte genisletmek ve Hara'nin 6nerdigi
yeni bir deneyim alani olusturmak sergi tasariminin baslica
amaglari. ince demir ayaklar arasinda sanki her taki bizi bir
digerine ulagtiracakmig hissiyle dolagsmanin, tarihin farkls
temsillerini, 6nermelerini bir arada tutacagini diistiniiyoruz.
Uzerinde yiiriidiigii kumda izini birakan izleyici, isleri gérmek
icin belirli bir sirayi takip etmek zorunda degil. izleyicilerin,
mekanin farkli kdselerinde yer alan takilar, metinler, videolar,
kum tepeleri ve yansimalari arasinda, kendi anlatisini
kuracaklar: bir deneyimi yasamalarini istiyoruz.

6. 25 Y1l Sonra

Tarihin Neresindeyiz? sergisinin ¢cok katmanli bir bilgi kiimesi
olusturmasini istiyoruz. Boylelikle tarihin farkli dénemleri
ve deneyimleri arasinda dolagmayi sergi yoluyla miimkiin
kilabiliriz. Kalabalik bir ekibin yaratici gliciinii kullanarak
olusturdugu bu sergide, izleyicilerin katmanlar arasinda
kendi arastirmasini, kazisini yapmasini istiyoruz. Béylece tiim
ziyaretgiler, performatif bir alanda kendi anlam diinyalarin:
bulabilir. Umuyoruz ki bundan yirmi bes yil sonra geriye
donitip bakinca, tarihi kullanmanin, onu anlamlandirmanin
bagka yollarini kesfeden yeni is birliklerinin bu sergiden
dogdugunu distintrler!

5. The Performance of Jewellery, Videos, Texts, and the
Exhibition Space

Another decision reached during our initial meeting in

June concerned the day of the exhibition’s opening. It was
suggested that the way to fully grasp and conceptualize the
unique pieces of jewellery in this exhibition would be through
experiencing them via a performance revolving around the
body. Therefore, we began contemplating the performance
of the jewellery for the opening day of the exhibition.

Titled The Performance of Jewellery, the performance is the
culmination of the work of five performer-choreographers.
Created by the performance artists Canan Yiicel Pekicten,
Korhan Basaran, Melih Kirag, Se¢il Demircan, and Zinnure
Tiire, the performance will be presented live to the visitors

of the exhibition. The piece is based on the works in the
exhibition and explores the relationship between the jewellery
and the body, exploring both the subtle and radical ways of
using jewellery. A video capture of the performance, divided
into three parts corresponding to the subheadings of Craft,
Transformation, and Ritual, will also be included in the
exhibition. Thus, we will ensure that the unique relationships
established between the jewellery designs and the body are
incorporated into the narrative of the exhibition. The sound
design for the performance is the work of Yusuf Huysal.

Another video screened as part of the exhibition is The
Jewellery of Artists, a video essay jointly produced by Nazli
Okten, Lecturer in Sociology at Galatasaray University,
together with Zeynep Urgen. On display on the upper floor
of Hara, this work, which traces the history of jewellery
from its earliest examples to the present day, helps us place
the exhibition’s relationship with history and time within a
broader framework. A more comprehensive version of the
text of this video can be found in the following pages of this
publication.

Another written section of the exhibition consists of short
texts written for each artist, based on the three main themes
of Craft, Transformation, and Ritual. The texts concerning
the artists featured in the Craft and Transformation sections
were authored by academic Ayse Coskun. For the artists in the
Ritual section, poet Efe Murad wrote a collection of prose and
poetry titled Six Ritual Texts, composed using the technique

of ekphrasis. Ekphrasis may be defined as a translation of the
experience of encountering a work of visual art into poetry

or prose. Efe created these texts by first writing a prose
paragraph and then composing a short poem condensing the
emotions the artwork elicited in him.

A distinctive feature of these texts is that they are placed, like
the pages of a calendar, on the stele-like tower erected inside
the exhibition space. Visitors of the exhibition can tear the
pages from the tower and create their personalised exhibition
catalogue.

The exhibition’s spatial design, conceived by Doruk Ciftci and
Kubilay Ercelep, proceeded from the idea of turning Hara into
an excavation site in the minds of the visitors. In contrast with
the previous exhibitions held in Hara, the main aim of the
exhibition design consisted of expanding the design’s volume
apace with the works and generating a new experiential space.
We believe that having the freedom to navigate among the
slender iron railings in the exhibition, feeling as though each
piece of jewellery will lead us to the next, will bring together
different representations and interpretations of history. The
viewers, leaving their footprints in the sand, are not required
to follow a specific order when viewing the works. Our wish

is for the audience to create their own narrative as they

move between the jewellery, texts, videos, sand dunes, and
reflections placed in different corners of the space.

6. 25 Years Later

With Where in History Are We?, we aim to create a multi-
layered body of knowledge. Through this, we hope to make it
possible for viewers to move between different periods and
experiences of history. As the product of the creative power
of a large team, the exhibition invites the audience to conduct
their own research and excavation within its many layers.
Visitors are free to find their own interpretations in the
performative space of the exhibition. We hope that looking
back twenty-five years from now, the visitors of the exhibition
will remember it as a space where new collaborations
blossomed, exploring new ways of writing and understanding
history!
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Dr. Ayse E. Coskun

TAKI, MUCEVHER, BEDEN VE HiKAYELER UZERINE

Taki, insanlik tarihinin en kiiciik ve en katmanli
nesnelerindendir. Uzerinde hem kendi zamaninin
teknolojisinin sirlarini hem yerkiirenin nadide cevherlerini
hem de irili ufakli anlatilari, hikayeleri, efsaneleri, biiyiileri
tasir. Tipki bir fosil gibi kendi déneminin becerilerini
katmanlarinda biriktirir. Bu yliizden de her seferinde bagka
bir bedende yeniden kendi anlamini tiretir. Tekrar etmez.
Bu yiizden zamansizdir. Kendi zamaninin en yenisidir, her
zaman inovatif olmustur. Bu yiizden taki ve beden iligkisine
dair tarihin neresindeyiz sorusuna cevap ararken, Maurizio
Nannucci'nin (1939, Floransa) sdylemine siginmak ¢ok
anlamlidir: “Sanat her donem ¢agdasti,” tipki zanaat gibi.

Yakin tarihli aragtirmalar, insanoglunun ilk trettigi takilarin
tarih dncesi dénemde, gliniimiizden yaklagik 90-100.000

yil 6ncesinde kullanildigini ortaya koyarken, kabuklardan
yapilma nesnelerin sadece iletigimsel iglev tagimasi, ilk
insanlarin davranigsal yetilerinin geligkinligine de isaret
eder.! Taki, degerli madenlerin iglenerek kullanilmasina kadar
iletisim agirlikli islev kazanmus, din, biiy(, sosyal davranig
kavramlariyla birlikte siislenme araci olmustur. Yerkiirenin
cesitli bolgelerinde cografi, kiiltiirel ve sosyal farkliliklar
gosterse de tarih kronolojisi i¢inde ortak sebeplerle
kullanilagelmistir. Degerli madenlerin ekonomi sistemine
girisiyle maddi degeri ekseninde servet gostergesi olmus,
glvence saglamistir. Diger taraftan da glindelik hayatta
giyim aksesuari olarak kopca, igne, toka gibi pratik islevlerle
yayginlasmis, inanislar dogrultusunda tilsim ve biiyiiye

karsi koruyucu kabul edilmis, toplumsal kurallar, inaniglar
dogrultusunda sosyal statii, iyelik gostergesi olarak yiiksek
sembolik iglevsel degerle bedende taginmigtir.
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Bat1 kokenli aragtirmalar, miicevher tarihini sanat ve stil tarihi
olarak antik donemden baslayarak yirminci ylizyila kadar tagir
ve aktarir. Bu siniflandirma disinda kalan aragtirmalar “etnik
taki” olarak siniflandirilir.

Takinin islevsel ve bi¢imsel evrimi, topluluklarin tiretim
becerileri ve teknolojik hakimiyetleri 6l¢tisiinde gelismistir,
bu sebeple de zanaat kiiltiiriiniin 6nemli tasiyicilarindandir.
Dil, biling, inang, mitoloji gibi kiiltirt olugturan soyut
kavramlar icinde bulunduklari yer, zaman baglamiyla birlikte
anlam degisikliklerine ugradigindan, taki takma olgusu

her toplumu kapsayacak homojenlikte bir gelisim izlemez.
Yeryliziinde farkli cografyalarda, cesitli uygarliklarin,
imparatorluklarin maddi kiiltiiriintin bir pargasi olan taksi,
degerli madenlerin ve taglarin da islenmesiyle giyinmeye es
deger, paralel bir kiiltiirii de beraberinde getirmistir. Yapilan
aragtirmalarda giyinmenin basit temel bir iglevsel davranig
olmadig: belirlenmis, giyinme miktariyla iklim kogullar1
arasinda evrensel bir bag olmadig: kanitlanmistir. Giyinme
ve stislenme gereksinimi birinci derecede 1sinma veya ahlakla
ilgili degildir; semboliktir.?

Taki, miicevher ve kuyumculuk tarihinin déniim ve baglangi¢
noktasi, degerli maden olan altinin islenmesi ve takiya
doniigtiirilmesi olarak kabul edilir. Glintimiizde bilinen ilk
altin taki, milattan 6nce 3000 yillarinda Mezopotamya’'da
Stumer uygarliginda goriilmustiir. En eski soy maden olan
altinin ¢aglar boyunca standart bir degere sahip olmasi,
ekonomik ve ticari bir mal varlig1 halini almasi, degerli
madenlerden yapilan taki ve miicevherlerin uygarliklarin mal
varliklarinin, servetlerinin giivencesi olarak bir yatirim araci
islevini de yliklenmesini saglamigtir. Taki ve miicevherin bu
islevi, yirminci ve yirmi birinci yiizyilda da cesitli kiiltiirlerin
tiiketim dinamigini belirlemistir. Evlilik, nigsan, dogum, dini
gelenekler, kisisel ifade, moda gibi arac1 kavram ve etkinlikler,
taki ve miicevher kullanimini tetikleyen birincil etkinliklerdir.

Deger olgusu ¢ok katmanlidir. Bedene takilan nesnelerin
miicevher olarak siniflanigi, madenin degerinden
kaynaklanabildigi gibi nadirlik olgusu da atfedilen degere
dogrudan etki edebilir. Ornegin on altinci yiizyilda

Latin Amerika daglarinda altin bol miktarda tedarik
edilebildiginden, tag, kabuk ve cam ¢ok daha sira dig1 kabul
edilmis, altindan daha degerli olabilmistir.

! Rincon, P. (2006), Study reveals ‘oldest jewellery,
http://news.bbc.co.uk/2/hi/science/nature/5099104.stm Erisim: 15 Mart 2025
2 Aktaran; Berry, C.J. (1994), The Idea of Luxury. Cambridge:

Cambridge University Press.

ON JEWELLERY, JEWELS, THE BODY, AND STORIES

Pieces of jewellery form some of the smallest and most multi-
faceted objects in human history. They carry the secrets of the
technology of the historical period that birthed them and the
rare gems of the earth, along with narratives, stories, legends,
and spells of multifarious dimensions. Like fossils, they
preserve the wisdom of the past within their numerous layers.
Jewellery finds new meanings in different bodies. It does not
repeat itself, it is timeless. It is at the forefront of its time and
is always innovative. While seeking an answer to the question
of where in history we are with regard to the relationship
between jewellery and the body, we may take shelter in the
words of Maurizio Nannucci (1939, Florence): Just as craft, so
“all art has been contemporary.”

While recent studies concur that the first pieces of jewellery
ever produced by humankind were used some 90-100,000
years ago during the prehistoric period, the fact that those
objects, made of seashells, assumed only a communicative
function also signals the level of development of the early
humans” behavioural abilities.! Until jewellery started being
fashioned out of precious metals, it possessed a primordially
communicative function as a means of adornment associated
with such concepts as religion, magic, and social behaviours.
Although it exhibits geographical, cultural and social
distinctions across various parts of the globe, it was primarily
used for similar purposes throughout history. Following

the inclusion of precious metals into the economic system,
jewellery became a marker of wealth, providing economic
assurance. In the meantime, its use as an everyday accessory
became progressively widespread, with clasps, pins, and

clips serving practical functions. Jewellery also emerges as
talismans effective in granting protection against magic and
as markers of social status and affiliation, possessing high
symbolic functional value in line with social rules and beliefs.

Western scientific studies trace the history of jewellery
within the scope of the history of art and style, spanning from
antiquity to the twentieth century. Research falling outside of
this classification is categorised as “ethnic jewellery.”

Both the functional and formal evolution of jewellery unfolded
commensurately with the production skills and technological
mastery of communities, which is why it constitutes one of
the most significant vectors of craft culture. Since abstract
concepts that shape culture, such as language, consciousness,
belief, and mythology, undergo changes in meaning
depending on their geographical and temporal contexts,

the phenomenon of wearing jewellery does not follow a
homogeneous development across all societies. Jewellery, as a
component of the material culture of various civilizations and
empires across different parts of the world, has brought with
it a culture parallel to clothing associated with the processing
of precious metals and stones. Research has shown that
dressing is not merely a basic functional behaviour and that
there is no universal connection between climatic conditions
and the amount of clothing worn by its inhabitants. The need
for dressing and adornment is not primarily related to warmth
or morality; it is symbolic.?

The processing of the quintessential precious metal that is
gold and its transformation into jewels is broadly accepted as
forming the major turning and starting point of the history
of jewellery, jewels, and goldsmithery. The earliest piece

of gold jewellery known to us emerged from the Sumerian
civilisation in Mesopotamia around 3,000 BCE. The fact

that gold, the oldest of all noble metals, maintained a
consistent standard value throughout all periods of history,
and gradually became an economic and commercial asset,
has paved the way for jewellery and gems made of precious
metals to progressively take on the function of an investment
instrument, guaranteeing the value of the treasures and assets
of civilizations. That very function assumed by jewellery

has been instrumental in shaping consumption dynamics

in various cultures both in the twentieth and twenty-first
centuries. Transitional notions and events such as marriage,
engagement, birth, religious traditions, personal expression,
and fashion form some of the primary motives behind the use
of jewellery.

The notion of value is multifaceted. While the classification
of objects worn on the body as jewellery is often related

to the value of the metal employed, the notion of rarity

may also directly influence this designation. For instance,
in the sixteenth century, gold was found in abundance

in the mountains of Latin America, so objects such as
stones, seashells, and glassware were considered rarer and
occasionally more valuable than gold.

! Rincon, P. (2006), Study reveals ‘oldest jewellery,

http://news.bbc.co.uk/2/hi/science/nature/5099104.stm Last accessed: 15 March 2025.

2 Quoted by Berry, C. J. (1994), The Idea of Luxury. Cambridge:
Cambridge University Press.
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Miicevher mi, taki mu, siis mii? Dogu ve Bat1 ekseninde
anlamlar ve etimolojik aginim

Miicevher endustrisi tarafindan tretilen, bedende taginarak
kullanilan nesnelerle ilgili ifadeler, Tirkgede birden fazla
kelimeyle karsilanir. Kullanim ve tiretim asamalarinda farkl
iceriklerde kullanilan baglica ifadeler; miicevher, tak, siis esyasi,
ziynet, kuyum olarak siralanabilir. Anlamlar: bir katman daha
derinde izleyebilmek tizere, bu ifadelerin kelime karsiliklarina
ve kokenlerine bir goz atabiliriz.

Miicevher kelimesi Tiirkge sozliikte su sekilde yer alir:
Miicevher: isim (Arapga). Degerli siis esyast. Tiirkcedeki
miicevher kelimesinin kokeni Arapgadir, etimolojik olarak
‘cevherlesmis” anlamindadir ve Fars dillerinden gelen ‘cevher’
kokeninden tiiremistir. 'Cevher” kelimesinin Tiirkge sozlik
karsilig1 ise soyle aktarilir: Cevher; isim (Arapga). 1. Bir seyin 6zii,
maya, gevher. 2. Degerli siis tagi, miicevher. 3. -mecaz- Iyi yetenek.
4. felsefe toz. Miicevher kelimesi daha ¢ok ‘deger” kavramiyla
iligskilenirken, ‘taki” kelimesi ‘tak” kokeninden gelmektedir

ve ‘takmak, eklemek” anlamindadir. “Taki” kelimesi Tiirkce
sozliikte su tanimla yer almaktadir: Taky, isim. 1. Cogunlukla
evlenen veya nisanlanan birine armagan olarak verilen kiipe,
bilezik, yiiziik, zincir gibi seylerin tiimii. 2. Kadinlarin ziynet esyas,
asim takim, hulliyat. Miicevher ile ayni anlamda kullanilan
diger bir kelime “ziynet'tir. “Ziynet” kelimesinin Turk¢edeki
karsilig1 siis, bezek anlamindadir.

Tiirkgedeki miicevher kelimesi, ingilizcedeki jewel (jewellery),
italyancadaki gioiello kelimeleriyle karsilanir ve her iki dildeki
ifade de Anglo-Fransiz® kokenli joiel ve joél kelimelerinden
tiiremistir. Ingilizcedeki jewel kelimesinin kokeni on {igiincii
yizyila kadar izlenmektedir. Kelime anlami “siis i¢in
kullanilan degerli egya” olarak aktarilir. Kelimenin etimolojik
koken olarak Roma donemi halk Latincesindeki “keyif, nese,
haz veren sey” anlamindaki jocus ve Ortacag Latincesindeki
jocale kelimesinden geldigi bilinmektedir. italyanca gioiello
kelimesi, “degerli sey, degerli tas” anlamindadir ve gioia
kelimesinden tiiremistir. Gioia ftalyancada birinci derece
anlam olarak “mutluluk, seving veren, ruhu tatmin eden
duygu” olarak aktarilmaktadir. ikinci anlam olarak degerli
tas: ifade eder. Gioia kelimesinin etimolojik koken olarak
‘oyun” anlamindaki jocum kokeninden ve Roma dénemi halk
Latincesindeki “degerli tag, kolye, yiiziik gibi degerli sey”
anlamindaki jocale kelimesinden geldigi ifade edilmektedir.

Anlam okuma stirecinde kargilastigimiz diger bir ifade de
‘kuyum’ ve ‘kuyumcu’ dur. Kuyum kelimesi esyanin kendisine
verilen addir. Kuyumecu ise iireten veya satan kisi olarak anlam
tasir. Tirkcedeki kuyum kelimesinin etimolojik kdkeninin
‘doktim’, “dibe inmek, dokiilmek” anlaminda kullanilan
‘kuyruk” kelimesi oldugu aktarilir.* Kuyumcu degerli metal ve
taglardan bilezik, kiipe vb. siis egyas1 yapan veya satan kimse,
sarraf, miicevherci, cevahircidir. Hem yapana hem satana
verilen ortak isim olarak dikkat ¢ekicidir.

* Anglo-Fransiz ifadesi, Ortagag Ingilteresinde konugulan Fransizcayi ifade eder.
* Nisanyan, S. (2007), Sézlerin Soyagact. Istanbul: Adam Yayinlar1.
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Dogu ve Bati ekseninde yer alan ifadelerin, diller aras:
kelime koken, anlam ve kullanimlarina karsilagtirmali olarak
baktigimizda kargimiza etkileyici bir tablo ¢ikar. Uriinil
tanimlayan kelimelerin, Latince kokenli Batili diller olan
ingilizce ve italyancada “oyun, nese, haz” kelime koklerinden
turedigi izlenirken, ayni ifadelerin Tiirkcede Dogu kékenli
Fars dillerinden geldigini ve “6z, maden, cevher” koklerinden
tiiredigini goriiyoruz. Uretim siirecine ait ifadelerde kelime,
anlam ve kokenlere baktigimizdaysa ingilizce ve italyancada
kullanilan ifadelerin kokeni dogrudan kuyumculukla
ozdeglesen soy maden altindir. Tirkcede miicevher, taki
uretim stirecine ait hicbir ifade dogrudan “altin” kelimesinden
tirememistir. Bu analiz, cografi kiiltiir kodlarinin anlam
yaratma Uzerindeki derin etkisinin de bir gostergesidir.

Jewel, jewellery, or ornament? Meanings and etymological
perspectives along the East-West axis

Nomenclature related to the objects produced by the jewellery
industry leans on a range of distinct words in Turkish. The
terms chiefly employed across the distinct contexts of the use
and production of jewellery may be listed as follows: miicevher
[jewel], taki [jewellery], siis esyasi [ornamental accessoryl], ziynet
[adornment], and kuyum [goldware]. In order to trace their
meanings at a deeper level, we ought to take a closer look at
both the various senses and etymologies of these words.

The term miicevher [jewel] is referenced in the Turkish
dictionary as follows: Miicevher: noun (Arabic). A valuable
ornamental accessory. As indicated above, the origin of

the Turkish word miicevher is Arabic and etymologically
means “made cevher,” the latter being a term derived from
Persian, which the Turkish dictionary provides the following
definition of: Cevher; noun (Arabic). 1. The essence, purity, core
of something. 2. Precious ornamental stone, gem. 3. -fig.- Fine
talent. 4. Philosophy, essence. While the Turkish word for
“gem” appears to be primarily associated with the notion of
“value” or “worth,” the term corresponding to the English
“jewellery” [taki] derives from the ancient Turkic root “tak,”
meaning “to attach, to add.” Tak: is currently defined in the
Turkish dictionary as follows: Taki; noun. 1. All of the objects,
such as earrings, bracelets, rings, chains, etc., which are usually
offered as a gift to someone who becomes married or engaged. 2.
Women's adornment artefacts, ornamental, beauty accessories. Yet
another word used in contemporary Turkish as a synonym
for gem is ziynet, whose meaning would be best rendered as
“adornment.”

The Turkish word miicevher is generally translated in English
as “jewel,” and gioiello in Italian, both of which derive from
the Anglo-Norman® words joiel and joél. The origin of the
English word “jewel” may be traced back to the thirteenth
century. It serves to designate “a precious object used as
ornament.” Its etymological root is known to extend back to
the popular Latin word jocus, dating from the Roman period,
which means “something that provides pleasure, joy, delight,”
and the medieval Latin term jocale. The abovementioned

Italian word gioiello, meaning “a precious thing, or precious
stone,” derives from the word gioia, signifying “a feeling

that provides happiness, joy, and satisfaction to the soul.”

Its secondary meaning corresponds to “precious stone.” The
etymological root of the word gioia extends to jocum, which
means “game,” and jocale, signifying “a valuable object, such
as a precious stone, necklace, or ring” in popular Latin, dating
from the Roman period.

Finally, another term which we encounter in the process

of uncovering the meanings of the relevant phraseology is
kuyum [gold ware], referring to the manufactured object,

and the affiliated kuyumcu [goldsmith], denoting either its
manufacturer or seller. The etymological root of this word in
Turkish goes back to the term kuyruk, whose meanings include
“casting” and “reaching downwards to the bottom, being
spilled or poured.* A kuyumcu is a person who produces or
sells ornamental objects such as bracelets, earrings, etc., from
precious metals and stones, otherwise referred to as a sarraf
[exchange dealer], miicevherci [jeweller], or cevahirci [lapidary].
The fact that the word refers to both the manufacturer and
seller of precious objects is noteworthy.

A comparative assessment of the origins, meanings, and

uses of the words employed along the Eastern-Western axis
paints a rather intriguing picture. As it appears, the terms
designating manufactured objects derive from roots revolving
around the notions of “play, joy, pleasure” in English and
Italian, both Western languages of Latin origin, while the
corresponding terms in Turkish, stemming from Iranian
languages of Eastern origin, derive from roots connected to
the notions of “essence, ore, and core” An overview of the
terms, meanings and origins of the phraseology related to the
production process, on the other hand, leads us to identify the
root of the expressions used in English and Italian as being
related to gold, the noble metal immediately associated with
goldsmithery. In Turkish, none of the terms related to the
production process of jewellery exhibit any direct connection
to the word gold [altin]. This analysis provides further
confirmation of the far-reaching influence of geographical
cultural codes on the formation of meaning.

3 The term Anglo-Norman refers to the French language as it was spoken in modern-day England during the Middle Ages.
* Nisanyan, S. (2007), Sézlerin Soyagaci [The Family Tree of Words]. Istanbul: Adam Publishing.
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Bir tiiketim metasi olarak taki

Miicevher, sosyo-ekonomik dlcekte birden fazla tiirde degerle
iligkili olmugtur. Tliketim degeri, kiiltlir-zaman ara kesitinde
slirekli degiskenlik gdsterir. Ornegin, yirmi birinci yiizyilda
miuicevherin birka¢ katmanda deger tagidigini gériiyoruz.
Birinci katmanda izlenen deger, geleneksel miicevherin

soy metallerden yapilmis olmasindan dolay1 sonsuz oldugu
olgusudur ve degerli madenlerin kimyasal ve fiziksel
ozelliginden kaynaklanir. ikinci katmanda izlenen deger
lukstiir, ¢linkii agiridir ama haz verir. Hem hediye olarak alan
hem hediye eden i¢in. Tiiketim aligkanliklar: hem geleneksel
egilimler hem de toplumlarin ekonomik refah diizeylerine
gore sekillenir. Avrupa merkezli cografi bakis agisiyla, Dogulu
toplumlarda daha ¢ok yatirim odakl: tiiketilen degerli takilar,
Batili toplumlarda daha sembolik ve sosyal gereksinim

olarak vaz gecilmezdir. Sosyal degisimlerle de sekillenen
tiikketim bicimlerinin Batili toplumlardaki en yaygin hali,
ozel giinlerde hediye olarak satin alinmasidir. Hediyeyi veren
kisinin biitcesi, hediye edilecek kisiye olan yakinlik derecesi

gibi diger etkenler bu sosyal tiiketimin inceliklerini olusturur.

Hediye olarak miicevher, zaman akisina bir ¢entik atmadir,
somut bir izdir. Miicevher hic¢bir zaman atilmaz, ¢6p olmaz.
Hammaddesi zamansiz bir dongi i¢indedir; eritilir, sekil
alir, bedende tasinir, hikayeler anlatir, anilar yiiklenir, sonra
tekrar erir, bag bagka sekillere girer. Bugiin dolasimda olan
ve herhangi birimizin tizerinde tasidig: altinin, binlerce yillik
maden karisimi olarak, tarihin herhangi bir katmanindan
bize taginmis olduguna dair rivayete inanasimiz gelir. Kim
bilir belki bugiin aile yadigar: olarak tizerinizde tagidiginiz
bir bilezik veya bir kolye, Kleopatra doneminden veya kutsal
hazinelerden zerreler tagimaktadir.

Jewellery as a consumption good

Jewellery has been associated with socioeconomic value in
several ways. Its value fluctuates continuously within the
cultural-temporal spectrum. For instance, in the twenty-first
century, jewellery appears to carry multiple layers of value.
The first is the notion that jewellery is an inexhaustible
commodity since the noble metals it is made from are
seemingly endlessly abundant; thus, this value is rooted in
the chemical and physical properties of these metals. Its
second layer concerns the notion of luxury and the feelings of
excess and pleasure it gives both to the receiver and giver of
the gift of jewellery. Consumption habits are shaped by both
traditional tendencies and the economic prosperity levels of
societies. From a Eurocentric perspective, precious jewellery
in Eastern societies is considered a form of investment, while
in Western societies, it is indispensable as a symbolic and

social necessity. The most common form of consumption
shaped by social changes in Western societies is the purchase
of jewellery as a gift for special occasions. Contingencies such
as the budget of the person who offers it or their degree of
closeness to the receiver shape the intricacies of this social
custom. Jewellery as a gift marks a notch in the flow of time;
it is a tangible trace. Jewellery is never discarded or thrown
away. Its raw materials are forever caught in a timeless cycle;
it is molten, shaped, worn on the body, it tells stories, it is
loaded with memories, and then it is once again molten, and
assumes entirely different shapes. We are drawn to believe
the legend that the gold currently in circulation, alloyed into
the pieces of jewellery we wear today, has been passed down
to us from a distant layer of history. Who knows, perhaps the
family heirloom bracelet or necklace you wear today carries
fragments that can be traced back to holy treasures or the
time of Cleopatra.
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Daha sonradan tektas olarak iz birakacak pirlanta ytztigiin
nisan yuztigi olarak sunulmasi ritiieli, on besinci ytizyilin
sonlarina dogru yayginlagsmaya baslar. O donemde pirlanta,
kendi dogal kristalin yapisinda kullanilmaktadir. Sekiz yiizeyli
(octahedral) yapist, altli tistlii yapistirilmis iki piramidi andirir.
Tas, altta kalan piramidin ortasindan monte edilir, tagin ayni
boyuttaki, ayn1 oranlardaki asagida kalan yarisi1 gériinmez,
sadece 1518101 yansitir. Pirlantanin bu bi¢iminin Misir
piramitlerinin sembolizmine gonderme yaptigina inanilir;
kotiligi temsil ettigi inanigina gore altta kalan piramit
goriinmez olmalidir.

Bir diger efsane, yiiziigiin hangi elde ve parmakta tagindigina
dair bir hikayeye kaynaklik eder. Bugiin bir¢ok kiiltiirde
kabul goren yiiziikk parmaginin hikayesi séyledir. On

yedinci ylizyilda evlilik yiiziikklerinin ¢ogunlukla sol elin bas
parmaginda takildig: gorilir. Hristiyan geleneklerine gore
kilisedeki dini evlilik térenlerinde rahip, evlilik yiiziigiinii

sol elin bag parmaktan sonraki {i¢ parmagina dokundurarak,
“baba, ogul ve kutsal ruh adina” diyerek yliztigti dérdiincii
parmaga takar. Biraz daha romantik bir diger efsaneye gore
ise sonsuz aski ve sonsuza kadar sevginin gilivencesi anlamini
tasiyan evlilik yliiziigtiniin sol elin dérdiincii parmagina
takilmasi, Antik Yunan efsanesine kadar uzanir. Efsaneye
gore yluziik parmagi olarak adlandirilan bu parmaktan gecen
atardamar dogrudan kalbe baglidir.

Cagdas taki ve bu serginin meselesi

Cagdas taki, kavramsal olgularla var olan giyilebilir her sey
icin kullanilan kapsayici bir nesneler evrenini tarif eder. Bu
evrendeki tiim nesneler miicevherin aksine, madde degerinin
otesindeki her tiirlii sembolizmi, anlam yaratma deneyini,
kavramsal kurgulari, siislemenin, estetigin sinirlarini zorlayan
tuhafliklari, normlari sorgulayan yeni ve farkli her seyi kapsar.

Takilar tarihin her katmaninda birer hikaye tasiyicist
olmustur. Kim tizerinde hangi inanisa siginarak bir taki
tasiyorsa, farkinda olmadan onu var edenin; zanaatkarin
hikayesine de ortak olur.

5 Sennett, R. (2009). Zanaatkdr. Melih Pekdemir (ev.). stanbul: Ayrint1 Yayinlari.

Zanaat ve Doniisiim

Zanaatkarlik tamamen yiiksek derecede gelismis beceri
tzerine kuruludur. Bilinen bir 6l¢iime gore, usta bir
marangozun ya da miizisyenin ortaya ¢ikmasi i¢in yaklagik
on bin saat deneyim gereklidir.® Zanaat, celigkili pratikleri

ve kavramlar1 kapsar. Bir taraftan miikemmeli ararken

diger taraftan hatalarin cetelesini tutar. Zanaat gelenegi
sozsuzligin, sessizligin hikayesidir. Bazen bir ustanin aldig1
ovgudiir, bazen de ¢iragin isittigi azardir. Zihinle beden
arasindaki uyum bir gizemdir. Bu uyumun teknik olarak
nelere kadir oldugunu kestiremeyiz. Zanaatkar bir yandan bir
teknik icracisidir, diger taraftan da bir tiretim ritiielinin bas
kahramanidir. Seri olarak degersizlesen her seyin karsisindaki
biriciklik savascisidir. Zanaatkarin tezgahindan ¢ikan her
nesne hem ustanin hikayesini tagir hem de yeni hikayeler
anlatmak tizere yola ¢ikar.

Takiy1 var eden teknik hangi malzemeyle icra edilirse edilsin,
o malzeme ham halinden 1s1klar altindaki sahneye ulasana
dek onlarca islemden gecer. Dontisiim kaginilmazdir. Bu
kavrami serginin tasiyicilarindan biri olarak diisiiniirken,
cagdag takinin malzemenin kendisinden ziyade anlattig1
hikayeden beslenen yapisina odaklanmak énemliydi. Ozellikle
de taki ve takinin bedenle olan iligkisinin tarihin neresinde
olabilecegine dair 6nermeler sunan sergi, geri dontisiim veya
ileri doniigim gibi teknik terimlerle sinirli kalmamaliydi.

Zaman algisinin ¢oklu kirilimlari, bellegimizin sinirlarini
genisleterek bizi i¢sel yolculuklara cikarir. Bu ¢ok katmanl
serginin en biiyiik zenginligi de izleyicilerin her biri i¢in
acacagi onlarca farkli kapidir. Sergi, anlattiklarini bu
kapilardan iceri girip kendini katarak dinlemek, izlemek ve
icinde barindigimiz tarih kesitinin neresinde oldugumuza dair
kendi bellegimizde yeni oriintiiler olusturmak i¢in harika bir
bahce sunar.

Sahi, siz tarihin neresindesiniz?

The ritual of presenting a diamond ring - which was later to
leave its lasting mark on Turkish culture under its moniker
tektas [translating to “single-stone”] - as an engagement ring
started to become common practice towards the end of the
fifteenth century. At the time, diamonds were used in their
rough, natural crystalline state. As such, their octahedral
(eight-faced) structure is evocative of two pyramids bonded to
one another. The stone is mounted on the ring from the centre
of its lower pyramid while the lower section of the stone,

of the same size and proportions as its upper counterpart,
remains invisible, merely reflecting the light that crosses it.
It is believed that this form of the diamond references the
symbolism of the Egyptian pyramids; the lower part of the
structure ought to remain hidden due to the belief that it
represents evil.

Yet another legend provides the groundwork for which hand
and finger the ring is carried. The story of the ring finger,
broadly embraced in numerous cultures nowadays, unfolds

as follows. During the seventeenth century, wedding rings
appear to have been mostly worn on the thumb of the left
hand. By contrast, in Christian marriage ceremonies, the
officiating priest would touch each of the three fingers

next to the thumb of the left hand with the wedding ring,
pronouncing the words “in the name of the Father, the Son
and the Holy Spirit,” before placing the ring on the fourth.
According to another, more romantic legend, the practice of
placing the wedding ring on the fourth finger of the left hand,
as a token of eternal love and the assurance of its endurance,
dates back to Ancient Greek mythology. According to legend,
the finger known as the ring finger has a vein that directly
connects to the heart.

Contemporary jewellery and the focus of this exhibition

Contemporary jewellery embodies an inclusive universe of
wearable objects. Unlike traditional jewellery, the objects

in this universe embrace all forms of symbolism beyond
material value alongside experiments of signification,
conceptual constructs, oddities which push the boundaries
of ornamentation and aesthetics, or simply anything new and
different that questions entrenched norms.

In every layer of history, jewellery has served as a conveyor

of stories. Whoever wears a piece of jewellery, for whatever
belief they may hold, unknowingly becomes a part of the story
of the artisan who brought it into existence.

Craft and Transformation

Craftsmanship rests entirely on a thoroughly honed set of
skills. According to a famous rule, it takes approximately
ten thousand hours for a carpenter or musician to become a
master of their craft.® Craftsmanship entails contradictory
practices and notions. It pursues perfection while keeping

a tally of all the mistakes made along the way. The tradition
of craft is a story of wordlessness, of silence. Sometimes,

it is the praise a master receives or a slap on the wrist an
apprentice must endure. The harmony of the mind and the
body is a mystery. No one can predict just what this harmony
is technically capable of engendering. The craftsperson is
both a technical performer and the protagonist of a ritual of

% Sennett, R. (2008). The Craftsman. New Haven: Yale University Press.

production. A champion of uniqueness against everything
that is serially depreciated. Every object that is born of the
craftsperson’s bench both conveys the story of its maker and
sets off on an adventure to tell brand-new ones.

No matter what material is used to create the jewellery, the
raw material must undergo dozens of processes before it takes
its place under the spotlight. Transformation is inevitable.
While considering this concept as one of the pillars of the
exhibition, it was of utmost importance that we focus not
necessarily on the materials but on the stories that inspire
contemporary jewellery. While extending propositions as to
where we are in history in terms of the relationship between
jewellery and the body, the exhibition had to be cautious
not to limit itself to such technical terms as recycling or
upcycling.

The multiple refractions of the perception of time expand

the limits of our memory and usher us into inner journeys.
The greatest treasure of this multi-layered exhibition lies in
the many different doors it will open for each viewer. The
exhibition extends in front of us a wondrous garden, where
we may walk through these doors, lend an ear, watch, and add
something of our own to the stories therein, generating new
patterns in our memory about where we are in the cross-
section of our history.

Truthfully, where in history are you?
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SANATCI TAKILARI

Taki kullanan ilk insan, kartal penceleri tasiyan bir
Neandertal miydi, yoksa saglarina bir ¢icek ilistirmis hayal
kurmayi seven bir Homo sapiens mi bilemiyoruz, ama taki
olarak nitelendirilen ilk arkeolojik bulgularin milattan 6nce
85.000 yilina dayandirilan Nassarius tiirii deniz kabuklar1
oldugunu biliyoruz. Diinyamizin farkli cografyalarindan ve
farkli tarihsel donemlerinden gliniimiize kalan bulgular, deniz
kabuklarini, hayvan tiiylerini ve kemiklerini isaret ediyor.

Takilar tarih 6ncesinin en eski iletisim araglari arasinda
sayilabilir. Kendimizi stislemek, estetik nedenlerle birlikte,

aidiyetlerimizi ve farkliliklarimiz1 gostermenin de bir aracidir.

Antik Yunanca'da kosmein, diinyevi olani, ruhani olan1 ve
toplumsal olani stislemek ve diizenlemek anlamina gelir.

Bu li¢liniin birbirinden ayrigmadig: ilksel toplumsalliklarda
avcinin boynuna taktig: digler, avladigi hayvanlarin gliciini
ona verdigi gibi, yasadigi toplulukta bir avei olarak giictint
de temsil ediyordu. Korunma ve aidiyet gostergeleri olarak
takilar, bugiin de oldugu gibi ayni zamanda birer degis tokus
araci olarak da kullaniliyorlardi. Glintimuzde dis ¢ikaran
cocuklarin boynunda gérdiigtimiiz kehribar boncuklarin
Avrupa’da uzun dénem para gibi kullanildigini biliyoruz.
Bronz cagiyla birlikte degerli madenlerin devreye girisinden
once kehribar gibi organik olusumlardan, tohumlardan
olusan kolyeler gériiyoruz. Ya da karanfil gibi giizel kokular1
nedeniyle tercih edilenler veya uzun bir go¢ yolundaki yeni
yerlesime tasinacak olan faydal: bitkilerin tohumlarindan
yapilan kolyeler.

Degerli madenlerin kullanilmasi i¢in milattan 6nce 6.000'li
yillar: beklemek gerekecek. Misirlilar, altina tanrilarin

eti diyecekler. Hint Okyanusu'ndan gelen inciler, Roma
miicevherlerine birinci ylizyildan sonra girecekler. Takinin
tarihi, ayni zamanda inancin tarihidir. Dogaiistii-doga-insan
icgeni, takinin koruyucu islevini karmasiklastirarak devam
ediyor; hastaliklardan, diigmanlardan ve kot ruhlardan
korunma arzusu ortiigiiyor. Tiim bunlarin birbirinden
ayrilmadigi, biiylisi bozulmamis bir diinyada, koti ruhlar
kanli canli diigmanlar kadar gercek, hastalik 6te diinya
kadar bilinmez. Eski Misir’da Horus'un gozi, bugiin Gliney
Akdeniz’de ¢ok yaygin olan nazar inanciyla bulusuyor. Bok
bécegi adi verilen scarabaeus’un arka yiiziine yazilan Oliiler
Kitabi'nin otuzuncu béliimii, 6lenin kalbinin 6teki diinyaya
gecmek i¢in gerekli mesaji vermesini sagliyor. Diinyanin her
yerinde ritiieller takilari, takilar ritiielleri beraberinde tagiyor.
Evlilik torenleri, adaklar, sunular, gecis ayinleri...

Takiy1 tarihsel donemlere, cografi bélgelere, farkli inang
sistemlerine bolerek inceledigimizde, ortak bir tigcleme
buluyoruz: statii simgesi, korunma ve taninma araci.

« Yiiziikte oldugu gibi miihiir ve yetki
» Muskada oldugu gibi tilsim ve korunma
» Madalyada oldugu gibi seref ve onur

Nazli Okten

Galatasaray Universitesi
Sosyoloji Bolimii
Ogretim Gorevlisi

Yerlesik tarimin yayginlagmasi, sehirlerin biytimesi,
zanaatlerin gelismeye baslamasi, taki tiretimini de

giderek ustalik ve beceri gerektiren bir alana dontgtiiriir.
Madencilikteki ve ticaretteki gelismeler, yar1 degerli taslarin
ve farkli siisleme tekniklerinin devreye girisine neden olur.
Ronesans’a uzanan ekonomik biiylime dénemi, 6zellikle

Bat1 Avrupa’da sermaye birikiminin ortaya ¢ikardigi yeni bir
sinifin, burjuvazinin aristokrasi ile yariginda olusturdugu yeni
bir maddi kiiltiiriin habercisi olacaktir.

John Berger, Bat1 Avrupa’da resim sanatini inceledigi

Gorme Bigimleri’'nde yagli boya tablolarin hem nesne olarak
kendilerinin hem de temsil ettikleri nesnelerin bu zenginligin
gostergeleri olarak da okunabilecegini bize gosterir. Sanat
tarihinin en biiyiik isimlerinden Salvador Dali, 15 Temmuz
1941 tarihinde Vogue dergisine s6yle diyecektir: “Miicevher
mi resim i¢in ortaya ¢ikti, resim mi miicevher i¢in bilmiyoruz
ama birbirleri i¢in dogduklar1 kesin.” Burjuva kiilttrii
ozellikle Protestanligin dogusu sonrasi, erkegi siislemelerden
uzaklastirip sadelikle tanimlarken, kadinlar giderek daha da
fazla erkegin zenginliklerinin vitrini haline geleceklerdir.

Bu yeni maddi kiiltiiriin zirvesinde, 1900 yilinda Paris’te
yapilan ve Diinya Fuari veya Diinya Sergisi olarak bilinen,
her tilkenin kendi bolmesiyle katildig1 sergide, René
Lalique’in tasarladigi miicevherler dikkati tizerlerine geker.
Lalique, sanatcilarin taki tasarlamaya basladig: noktayla

taki tasariminin kendisinin bir sanat olarak algilanmaya
bagladig: noktanin kesisimindeki isim olarak kargimiza ¢ikar.
Takinin simgesel ve maddi degerlerinin 6tesinde estetik
degerinin vurgulandigi, onu tireten sanat¢inin imzastyla
deger kazandig1, boynuzlar, yari degerli taglar, cam, seramik
ve kaplumbaga kabuklar: gibi ilk bakista degersiz goriinen
malzemelerin devreye sokuldugu, Avrupa dis1 kiilttirlerin
etkilerine agik hale geldigi bir donem baglamistir. Bu etkiler
daha 6nceki caglarda da oryantalist motiflerle kargimiza ¢ikar.
Kimi zaman eski Misir’a yonelik ilgi kimi zaman Osmanli
Imparatorlugu’na doner.

THE JEWELLERY OF ARTISTS

We do not know whether the first human who ever used
jewellery was a Neanderthal wearing eagle claws, or a Homo
sapiens who revelled in daydreaming, wearing a flower in their
hair; however, we do know that the first archaeological finds
qualifying as jewellery were Nassarius shells, dating to 85,000
BCE. Other finds retrieved from various geographical areas
across the world and historical periods indicate that seashells,
animal feathers, and bones were used as early jewellery.

Jewellery may be regarded as one of the oldest means of
communication to have emerged in prehistory. Aside from
aesthetic motivations, adorning ourselves enables us to
express our affiliations as well as our identities. In ancient
Greek, the verb kosmein signifies both to embellish and

to organise that which is worldly, spiritual, and social.

In primitive societies, where these three realms were
inseparable, the tooth pendants hunters wore around their
necks both conferred upon them the power of the animals
that they hunted and symbolised their very power within the
community they lived in. As is still the case today, pieces of
jewellery, as indicators of protection and affiliation, were also
used as a medium of exchange. We know, for instance, that
amber beads, such as those worn around the necks of teething
children today, stayed in use as currency for an extended
period in Europe. Until the introduction of precious metals
during the Bronze Age, necklaces were commonly made of
organic materials like amber and seeds. Seeds of plants were
commonly used in jewellery, in particular fragrant ones like
cloves and those with medicinal properties, accompanying
migrants on arduous journeys to new settlements.

The use of precious metals did not emerge until 6,000 BCE.
The Egyptians called gold the flesh of the gods. Pearls sourced
from the Indian Ocean were introduced to Roman jewellery
after the first century. The history of jewellery is the history
of faith. The triad of supernatural-nature-human continues
to complicate the protective function of jewellery; seeking
protection from diseases, enemies, and evil spirits all overlap.
In a world which had not yet lost its magic, and where all

of these phenomena were inseparable, evil spirits were as
real as flesh-and-blood enemies, and diseases as unknown

as the afterlife. Ancient Egypt’s eye of Horus blends into the
belief in the evil eye, which is still widespread throughout
the Southern Mediterranean today. The thirtieth chapter

of the Book of the Dead, written on the back of the sacred
scarab, enables the heart of the deceased to communicate

the requirements for crossing over to the afterlife. Across

the globe, ritual is interlinked with jewellery, and jewellery
accompanies ritual. Marriage ceremonies, sacrifices,
offerings, rites of passage...

As we examine jewellery and break it down into historical
periods, geographical zones and distinctive belief systems, we
find a consistent trilogy: its use as a status symbol, medium of
protection, and means of recognition.

« Seal and power embodied by the ring
» Talisman and protection represented by the amulet
+ Honour and dignity symbolised by the medal

The spread of settled agriculture, the growth of cities, and
the beginning of the blossoming of crafts gradually turned
jewellery production into a field requiring tremendous
mastery and skill. The developments that affected both
mining and trade resulted in the adoption of semi-precious
stones, along with different ornamentation techniques. The
period of economic growth that led up to the Renaissance
heralded the emergence of a new material culture, born of the
competition between the bourgeoisie - the new social class
that owed its existence to capital accumulation, especially in
Western Europe - and the aristocracy.

In Ways of Seeing, John Berger inquires into the art of painting
in Western Europe, showing us how both the subject matters
of oil paintings and the paintings themselves can be read as
indicators of this accumulation of wealth. On 15 July 1941,
Salvador Dalf, one of the greatest figures in the history of
art, stated to Vogue magazine: “[We do not know] whether

it was the jewel [that was invented] for painting or painting
for the jewel. We are sure, however, that they were born for
each other” While bourgeois culture, especially following the
emergence of Protestantism, stripped men of ornamentation
by preaching simplicity, women increasingly became
showcases for men'’s wealth.

The 1900 Paris Exposition, a world’s fair which saw numerous
countries participate with their national pavilions, marked
the highpoint of the emerging material culture. It was also
here that the jewels designed by René Lalique captured a good
deal of the attention. Lalique was a figure who emerged at
the watershed when jewellery design began to be regarded as
an art in its own right, with artists adopting it as a medium.
This period marked a turning point in the aesthetic worth

of jewellery beyond its symbolic and material values. The
signature of the artist who produced the jewellery conferred
additional value to each piece, and materials of apparently
little worth, such as horns, semi-precious stones, glass,
ceramics, and tortoise shells were brought into use. This was
also a time when jewellery opened up to the influence of non-
European cultures. Outside influences had already influenced
orientalist motifs in earlier periods. A penchant for ancient
Egyptian motifs sometimes lent its place to an interest in the
Ottoman Empire.
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Ornegin Osmanli nisanlarindan birinin hikayesi, tiim
Avrupa’ya yayilacak bir Ottomania akiminin da nedenlerinden
biri olarak karsimiza cikar. III. Selim, Napolyon ordularinin
Misir’daki ilerleyisini durduran ingiliz amiral Lord Nelson'a,
bir samur kiirkiin yani sira o donem Darphane-i Amire’yi
yoneten Duzyan ailesinin imal ettigi miicevher sorguc
seklindeki celengi verir. Celenk, 1951'de ¢alinip parca parca
satilana kadar, pesinde bir efsaneyi siiriikler. Celenk, savasta
etkisiz hale getirilen Fransiz gemilerini temsilen 13 parcadan
olusur ve ortasindaki elmas yildizin altinda gizlenmis,
kuruldugunda yildiz1 déndiiren bir saat mekanizmasi
bulunmaktadir. Nelson'un 6mrii boyunca sapkasinda tagidig:
bu efsane miicevherin benzerlerini yaptirmak isteyenler
siraya girerler. Miicevheri dondiiren saat mekanizmasini
imal ettigi tahmin edilen Prior, kayitlara gére 1784 yilindan
itibaren sadece beg yil i¢inde Tiirkiye'ye 4500 saat satarak
tim saat imalatcilarini geride birakir. Tirkge'de Piryol
olarak iin kazanan cep saatlerinin yani sira, istanbul’daki
saat atolyelerinin Isvicreli ve ingiliz gogmen iscilerle dolup
tast1g1 séylenir. Ozellikle erkekler igin saat ¢ok popiiler

bir armagandir. Ama bu miicevhere daha ileride kalici tin
kazandiran, Nelson'un hayat 6ykiisiinii beyaz perdeye tasiyan
1941 tarihli biyografik film O Hamilton Kadini olur. Riizgar
Gibi Gegti’'nin miicevherlerini de tasarlayan Eugene Joseph,
Nelson’t oynayan Laurence Olivier'nin takacagi sorgucu
yapmak i¢in orijinal kaynaklara bagvurur.

Biiyiik tarih¢i Eric Hobsbawm'a Agsiriliklar Cagi isimli eserinin
girisinde, “Paris bir sehir degil bir tekeldir” dedirten sey,
sanatcilari, miicevher ustalarini, dergileri, uluslararasi
sergileri, okullar1 ve butikleri bir araya getiren, yani tasarimi
tiretim, dagitim, reklam ve pazarlamayla bir arada isleten
sistemdir. Art Nouveau, sanat, moda, tasarim, mimari ve
dekorasyonun girift isleyisinin belki de ilk 6rnegi degildir
ama en etkilisidir. Beyoglu'ndaki bir binayla Briiksel’deki bir
binayi ayirt edemeyeceginiz bir eg zamanlilik i¢ine sokabilir
sizi. Diinyanin farkli yerlerinden sanatgilarin ayni islup
etrafinda birlesmeleri, modernizm i¢in temel sayilabilecek bir
dinamik yaratmistir.

Bu “yeni” sanat, diinyanin farkli yerlerinde farkli isimler
alacaktir. italya’daki isimlerinden biri de stile floreale’dir
(¢igekli stil). August Strindberg gibi sanatgilarin “sanatci
dogaya gore degil, doga gibi calismalidir” derken kastettigi
sey, Art Nouveau ¢igeklerini, siislemenin 6tesinde insanin canlt
cansiz varliklarla olusturdugu diinyanin yeniden yaratilmasi
seklinde gormemize neden olur. Evrim teorisi ile insanin

ve doganin biling dig1 distincesinin kesfi, insanin tarihini
yeniden diisiinmeye zemin hazirlamistir.

Sanayilegmedeki artisa ve biiyiiyen kentlere meydan
okurcasina, doganin egimli ve akiskan c¢izgilerini, ¢igekler,
agac dallari, kadinlarin riizgarda dalgalanan upuzun saclari
ve arabesk motifleri takip eder. 20. ylizyili acan fuarda

odul kazanan Maison Fouquet'nin mirasgis: Georges
Fouquet, Sarah Bernhardt i¢in tinlii yilan bilezigini yaratan
tasarimcidir. Art Nouveau'nun diger tinlii ismi Alphonse
Mucha'yla birlikte hazirladiklari koleksiyon, tiiriiniin en
belirgin 6zelliklerini tasir.

Sarah Bernhardt, efsanevi oyunculugu kadar, kadinlarin
toplumsal hayatta yiikselme taleplerinin ve ifade arzularinin
temsilcisi olarak da 6ne ¢ikar. Sahnede farkli caglardan farkli
kadinlari canlandirirken, 6zellikle onun i¢in tasarlanmig
takilardan da faydalanacaktir. Yine John Berger'in Gérme
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Bicimleri'nde gosterdigi gibi kadin bedenleriyle modernlesme
ve sanat arasindaki iligki, basit bir temsil iligkisinin ¢ok
otesindedir. Roland Barthes, degerli taglarin uzun siire
erkekligin giicliyle 6zdeglestirilmesinden sonra, piiritanizmin
etkisiyle erkeklerin miicevher takmay1 biraktigini hatirlatir.
Zenginlik gosterisi, cehennemi bir kadin mitolojisi yaratir:
kadin degerli taglara sahip olmak icin, erkek de degerli taglar1
takan kadina sahip olmak i¢in her seyini verir. Kadin kendini
seytana teslim eder; kocasi da degerli, sert bir tas haline gelen
kadina.

Art Deco kadinlar1 bu stereotiplere meydan okuyacaktir.
Bedenlerindeki kivrimlarla tanimlanmamis rahat giysileri,
kisa saclari, kat kat kolyeleri ve kiipeleriyle girdikleri yere
hareket getirirler. Art Deco kadinlari, sahne kostiimleri

ve miicevher tasarimlariyla, Harper’s Bazaar gibi moda
dergilerine yaptigi illiistrasyonlarla modaya yon veren Erté
gibi tasarimcilarin cizgilerinde, Folies Bergere gibi eglence
mekanlarinda hayat bulmaktadirlar.

Disiplin altina alinan, kislada, okulda, hastanede talim,
terbiye ve tedavi goren bedenler, insan1 merkeze alan biiytisi
bozulmus bir diinyada ele alinabilir, sekil verilebilir, deger
tretilebilir maddi varliklar olarak tanimlanirlar. Birinci Diinya
Savasi bu modernligin yikici giiciiyle insanlig: yiizlestirmeden
hemen 6nce, Fiitiiristlerin manifestolarinda yikim diistincesi
on plana ¢ikacaktir. “Diinyanin ihtisaminin yeni bir giizellikle
zenginlestigini ilan ediyoruz” diyecektir Futiristler. Tarihin
ironisidir ki, savasin temiz bir sayfa acacagini iddia eden
Futiristlerin bircogu Birinci Diinya Savasi'nda hayatini
kaybedecek, miizeler ve kiitiphanelerle birlikte tarihe
gommek istedikleri feminizm ise yeni bir boyut kazanacaktir.

For instance, the circulation of a story about an Ottoman
medal led to a frenzy of interest in the Ottoman Empire,
dubbed Ottomania, which took hold of Europe at one point.
Selim IITI gifted Lord Nelson, the British admiral who put a
halt to the advance of Napoleon’s armies in Egypt, a zibeline
fur coat along with a bejewelled star, the work of the Diizyan
family, who then ran the Imperial Mint. The star became the
stuff of legend before it was stolen in 1951 and sold off piece
by piece. This artefact consisted of 13 pieces, representing
every French ship that was neutralised during the battle.
Hidden underneath the diamond star in its centre was a
clockwork mechanism which, when wound, caused the star
to rotate. Its admirers flocked to possess a replica of the
legendary piece, which Nelson kept fastened to his hat for
the rest of his life. According to records, Prior, the individual
thought to have manufactured the clockwork mechanism, sold
4500 watches to Turkey in only five years starting from 1784,
surpassing all the watchmakers of his time. Pocket watches
gained celebrity under the brand name of Piryol in Turkish,
and watchmakers in Istanbul were overflown with Swiss and
British immigrant workers in the years following. Watches
became very popular gifts, especially for men. However, what
truly earned this piece of jewellery its lasting fame was That
Hamilton Woman, the 1941 biographical motion picture that
brought the story of Nelson'’s life to the big screen. Eugene
Joseph, who also designed the jewellery for Gone with the
Wind, consulted original sources to create the piece that
Laurence Olivier, the actor who played Nelson, wore in the
movie.

What led the great historian Eric Hobsbawm, in the
introduction to his The Age of Extremes, to describe Paris

as not a city but a monopoly was a system that merged
artists, jewellers, magazines, international fairs, schools, and
shops; in other words, a system that integrated design with
production, distribution, advertising, and marketing. Art
Nouveau may not have been the first instance of an intricate
cooperation between art, fashion, design, architecture, and
decoration, but it certainly was the most influential. It could
place one in a synchronicity where it would be impossible to
distinguish between a building erected in Beyoglu and one
standing in Brussels. Moreover, the congregation of artists
from various parts of the world around one and the same style
gave rise to a dynamic that may be regarded as instrumental
in the advent of modernism.

This “new” art was to receive various names across distinct
parts of the world. In Italy, it was given the name stile floreale
(floral style). The work of artists such as August Strindberg,
who once stated that artists “should work like nature, not
after nature,” prompts us to consider Art Nouveau flowers
not just as decoration but as a recreation of the animate

and inanimate world of human beings. The emergence of
the theory of evolution, together with the discovery of the
unconscious mind of humans and nature, has paved the way
for a thorough reassessment of the history of humankind.

In sheer defiance of the acceleration of industrialisation and
urban growth, the undulating and fluid lines of nature find
their expression in flowers, tree branches, women's long
hair flowing in the wind, and arabesque motifs. Georges
Fouquet, the heir to Maison Fouquet, which won an award
at the world’s fair marking the turn of the 20th century,

was the designer of the celebrated snake bracelet worn by
Sarah Bernhardt. The collection he conceived together with
Alphonse Mucha, another illustrious figure of Art Nouveau,
carries some of the most emblematic traits of the genre.

Aside from her legendary acting career, Sarah Bernhardt
was hailed as a symbol of women’s growing demands and
aspirations in society. While portraying women from various
historical periods on stage, she made extensive use of
jewellery designed specifically for herself. Again, as pointed
out by John Berger in Ways of Seeing, the relation between
women’s bodies, modernisation, and art reaches far beyond
basic representation. As Roland Barthes reminds us, following
an extended period where precious stones were associated
with the power of masculinity, the influence of Puritanism
drove men to renounce wearing jewellery. The display of
wealth creates a hellish mythology of women, where women
give anything to possess precious stones, while men give
anything to possess the women who wear them. Women
pledge their souls to the devil; their husbands commit
themselves to the women who have become hard, precious
stones.

The women of Art Deco confronted these stereotypes. With
their free-flowing, comfortable clothes defiant of the curves of
their bodies, their short hair, sundry necklaces and earrings,
they introduced movement wherever they went. These Art
Deco women came to life in the lines of designers like Erté

- who greatly influenced fashion with his stage costumes,
jewellery creations, and illustrations for fashion magazines
such as Harper’s Bazaar - or in entertainment venues like the
Folies Bergere.

Bodies subjected to discipline, training, education, or medical
treatment in places like barracks, schools, and hospitals are
regarded as physical entities likely to be handled, shaped,

and turned into value within a disenchanted, human-centred
world. Shortly before the First World War confronted
humanity with the sheer destructive power of this same
modernity, the very notion of destruction cropped up within
the manifestos of the Futurists. They proclaimed that “the
splendour of the world has been enriched with a new form of
beauty.” Such is the irony of history, though, that a great many
of the same Futurists who adamantly claimed that war would
bring about a clean slate met their demise on the battlefronts
of the First World War, while the feminism they intended to
bury in the pages of history books, along with museums and
libraries, persevered.
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Art Nouveaunun ¢icekleri yerini temel renk ve bigimlere
birakirken, Mondrian ve Kandinsky’'nin resimleri, Le
Corbusier'nin mimarisi, modada Coco Chanel isminin

temsil ettigi bir egilime neden olacaktir. Belle Epoque’un
korselerinden kurtulan kadinlar, hafif elbiseler ve spor
pantolonlarla hareketli bir hayata kavusacaklardir. Adolf
Loos’a “siisleme suctur” dedirten akim, Bauhaus'la yeni

bir yone dogru akacaktir. Kadinlar da burjuva erkeklerin
gosterisli vitrinleri olmaktan, ¢alisma hayatina katilan se¢me
ve se¢ilme 6zglirliig icin miicadele etmeye yonelirken,
geometrik formlara ve androjen bir tarza dogru ilerlerler.
Eski diinyadan yorulmustur herkes. Bagkalik yine bir kadin
bedeninde Josephine Baker'in dansinda hayat bulmusg gibidir.
Savagtan ¢ikan diinya, kendini yenileme arzusundadir. Uygar
ve ilkel tanimlarint gézden gecirme cesaretini 6nce sanatgilar
gosterecektir. Politik yelpazenin bir ucunda Fiitiiristler, diger
ucunda Kibistler ayni etkiler altinda bulurlar kendilerini.
Biiyiiyen ve yiikselen sehirler, artan ve hizlanan otomobiller,
trenler, gemiler, kargilagan, karisan, etkilesen kiiltiirler ve
hareketli imgeler... Ve riiya imgeleri... Biling dig1 kavramiyla
¢ikilan yeni yolculuklar...

Bu yeniligin tiriinii olan Art Deco ve caz ¢agi, yiikselen
kentlerin yeni, karmagik ve renkli killttirtinii besler.
Atlantik’in 6teki yakasi, modernligin hizini devralmaya
hazirdir. Hareketli imgeler ¢agi baslamistir; sinema herkesi
o biyiileyici giicliyle bu yeni gercekligi gormeye cagirir.
Deleuze'iin deyisiyle yeni bir metafizik dogmaktadir. Meslek
hayatina grafik sanatlarla, resimle ve mimariyle baglayan
Fritz Lang, Metropolis'te yarattig1 hayali sehrin ilhamini,
1924 yilinin Ekim ayinda New York’a yaptig1 ziyarette
gozlemledigi Bauhaus estetigi ve Art Deco mimarisinden
aldigini séyler. Makinelesmenin yarattigi kaygi, 1927 yilinda
cekilen Metropolis'in yogun duygularindan biridir ve bize

bu yeni diinyanin o dénemde nasil algilandigina dair bir
imge repertuvari sunar. Birbiri ardina gelen manifestolar,
Suirrealizm, Dada ve ¢ok farkli akimlarla modernizmin,
insanligin kendi kararlariyla kendini yaratabilecek potansiyele
sahip oldugu diisiincesinin gébeginde buluruz kendimizi.
Sanat bir siis degil, bu yaratici dinamiklerin tetikleyicisi
olarak giiciinii artiracaktir.

Meta iiretimi o zamana dek egi goriilmemis bir boyut
kazanmustir. Uretimde insanin yerini makinelerin alabilecegi
gercegiyle ylizlesildikten sonra, Arts and Crafts'in isaret

ettigi gibi, zanaatin, el emeginin, insan zihninin yerinin
doldurulamayacagini kanitlama ve gosterme ¢abasi ortaya
cikar. Cok degil, bir yil sonra Paul Valéry soyle yazacaktir:

» “..Uzaktan evlerimize kadar gelen ve zahmetsizce
arzularimiza cevap veren sehir suyu, dogal gaz ve elektrik
gibi parmagimizin ucuna itaat ederek beliren ve kaybolan
gorintiilerle, sesler ile beslenecegiz. Farkli tiplerdeki
enerjilerin bagimlisi, hatta kélesi oldugumuz gibi bu
titresimler, degisimler de alg1 organlarimizin bir pargasi
olacak; biitiin bildiklerimiz bu goriintii ve seslerden ibaret
olacak. Algilanan Gergek'in evlere servis edildigi boyle bir
toplumu tasavvur eden bir filozof var midir bilmiyorum...
Yirmi yildan bu yana ne madde, ne uzam, ne de zaman
eskiden beri oldugu konumdadir. Bu denli biyiik yeniliklerin
sanatlarin teknigini oldugu gibi degistirmesine, boylece
dogrudan bulug yetenegini etkilemesine ve sonunda belki de
sanat kavraminin kendisini diistintilebilecek en sihirli bicimde
degistirmesine hazir olmaliy1z.”

34

» Walter Benjamin 1935 yilinda Teknigin Olanaklariyla
Yeniden Uretilebildigi Cagda Sanat Yapiti isimli ¢1g1r acict
denemesinde, bu bi¢im degisikligini tarihsel olarak ele
alacaktir. Tapinma amagli baglayan sanat eseri, kutsalligini
giderek tanrilardan degil, insani yaraticiliktan alarak esere,
oradan da cogaltilan kopyasina birakacaktir. imitasyon
takilar, tipki kopya edilen sanat eserleri gibi, zanaatin
yerini sanayilesmenin aldig1, daha ¢ok insanin tiiketebildigi
triinlerin diinyasina agilacaktir. Bir sanat eseri olarak taki
mefhumu, sanat ve zanaatin sinirlari tizerine diisiinmeyi
gerektirdigi gibi, sanatin nesne tiretimindeki makinelesme
sonrast dontistimlerine de kulak vermemizi zorunlu kilar.
Surrealistler arasinda bunu yapan ¢ok sayida sanatci olmasi
tesadiif degildir.

» Pablo Picasso biyografisinin yazari James Lord’a gore,
aynt1 yil Picasso'nun Dora Maar i¢in tasarladig: ilk miicevher,
Maar’in Picasso’'nun bir sulu boya resmiyle takas ederek aldig:
kabason yakutlu altin ve akik yliziigiin yerine yapilmisti.
Rivayete gore ¢ift, Pont Neuf tizerinde yliriirken tartismaya
baslar. Picasso, Dora’ya bir sanat eserini incik boncuk
karsiliginda vermeye ikna ettigi icin sitem eder. O da yuzigu
cikarip Seine Nehri'ne atarak sevgilisini susturur. Ama
Picasso onun i¢in kendi tasarimi olan bir yiiziik yapana kadar
pesini birakmaz.

» Az sayida sanatci kendi tasarladiklar isleri kendileri
tretseler de, genel olarak zanaatkarlardan faydalanmislardir.
Picasso’'nun madalyonlari ve Dorothea Tanning'in fantezileri,
Francois Hugo gibi metal ustalar: tarafindan broslara ve
kolyelere dontstirilmuistiir.

» GianCarlo Montebello'nun Milano’daki atolyesi,
Pomodoro kardesler, Man Ray, Pol Bury, ve Niki de Saint
Phalle’in en tnli parcalarindan bazilarini tiretmisgtir.

» Sonia Delaunay de Montebelloyla birlikte ¢alisan
sanatcilardan biridir. Bu is birliginden iki tane giyilebilir
sanat tasarimi ¢iktig1 biliniyor. Her ikisi de kolye-bros.

« Dans: Sonsuz Ritim adin1 tagtyan parca, 1923 tarihli ayni
adli bir guaja dayaniyordu. Tasarim, Artcurial i¢in yeniden
yapilirken, Delaunay esere Flamenko adini verir.

As the flowers of Art Nouveau gave way to elementary colours
and shapes, the paintings of Mondrian and Kandinsky, and
the architecture of Le Corbusier gave birth to a tendency
which was personified by Coco Chanel in the field of
fashion. Freed from the constraining corsets of the Belle
Epoque, women embraced an active lifestyle sporting light
dresses and trousers. The same trend which prompted Adolf
Loos to equate “ornament and crime” took a new turn with
the influence of the Bauhaus. Women espoused geometric
shapes and an androgynous style while fighting for the

right to participate in the workforce and the freedom to
vote, distancing themselves from being displays of wealth
for bourgeoisie men. People grew weary of the old world.
Divergence seemed to come to life once again in the female
body, embodied in Josephine Baker's dance. With the war
over, the world at large longed for renewal. Artists would

be the first to show the courage needed to reassess notions
like the civilised and the primitive. Futurists and Cubists, on
opposite ends of the political spectrum, found themselves
shaped by the same influence. Cities expanding and rising,
automobiles both increasing in numbers and accelerating

in speed, trains, ships, cultures coming into contact,
intercrossing and interacting, and moving images... And
oneiric images... New journeys embarked upon, steered by the
notion of the unconscious...

As products of this new age, Art Deco and the Jazz Age
nurtured the new, complex, and vibrant culture that took
shape in the rising cities. The opposite shore of the Atlantic
was ready to take over the pace of modernity. The age of
moving images had begun; with its mesmerising power,
cinema called on everyone to view this new reality. As
argued by Deleuze, a new metaphysics was being born. Fritz
Lang, who began his career in graphic arts, painting, and
architecture, stated that the inspiration for the imaginary
city he created in Metropolis came from a trip to New York in
October 1924, where he had the chance to observe Bauhaus
aesthetics and Art Deco architecture up close. As one of the
prevailing emotions of Metropolis, shot in 1927, the anxiety
caused by mechanisation presents us with a repertoire of
images as to how this new world was perceived at the time.
Through a succession of manifestoes and movements such
as Surrealism and Dada, we find ourselves at the heart of
modernism and the idea that humanity has the potential to
shape itself. From that juncture on, art will not be seen as
mere ornament anymore but as an ever-growing catalyst for
these creative dynamics.

Commodity production then reached unprecedented

levels. Once confronted with the truth that, with regard

to production, humans could be substituted by machines,
humankind endeavoured to prove and demonstrate what was
suggested by the Arts and Crafts movement: that craft, manual
labour, and the human intellect are all irreplaceable. A year
later, Paul Valéry would write:

» “..we shall be supplied with visual - or auditory images,
which will appear and disappear at a simple movement of the
hand, hardly more than a sign. Just as we are accustomed, if
not enslaved, to the various forms of energy that pour into
our homes, we shall find it perfectly natural to receive the
ultrarapid variations or oscillations that our sense organs
gather in and integrate to form all we know. I do not know
whether a philosopher has ever dreamed of a company
engaged in the home delivery of Sensory Reality... In the last

twenty years, neither matter nor space nor time has been
what it was from time immemorial. We must expect great
innovations to transform the entire technique of the arts,
thereby affecting artistic invention itself and perhaps even
bringing about an amazing change in our very notion of art.”

+ In 1935, Walter Benjamin addressed this change of form
from a historical standpoint in his groundbreaking essay, The
Work of Art in the Age of Mechanical Reproduction. Originally
driven by the purpose of worship, the work of art later started
to derive its sanctity no longer from the gods but from human
creativity, before entrusting it to the artefact, and ultimately
to its reproduced copy. Replicated pieces of jewellery, just
like copied artworks, were plunged into the world of goods
where craftmanship is substituted with industrialisation to be
consumed by larger numbers of people. The idea of jewellery
as a work of art not only asks us to reflect on the frontiers
between art and craft but also compels us to pay closer
attention to the post-mechanisation transformations that
affected the production of objects of art. It is no coincidence
that numerous Surrealists achieved precisely this.

» According to James Lord, a biographer of Pablo Picasso,
the first piece of jewellery the artist designed for Dora Maar
was produced that same year. This was a replacement for the
gold, agate, and cabochon ruby ring which Maar had procured
in exchange for a watercolour by Picasso. As legend goes, the
couple got into an argument while walking on the Pont Neuf.
Picasso reproached Dora for talking him into giving her
a work of art so she could swap it for a mere trinket. Dora
responded by taking off the ring and throwing it into the
Seine, thereby silencing her lover. Picasso did not let the
matter pass until he had made a ring of his own design for
Dora in its place.

» A very limited number of artists personally produce
the jewellery they design, with most resorting to the help
of artisans. Picasso’s medallions and Dorothea Tanning's
visions were turned into brooches and necklaces by renowned
metalworkers such as Francois Hugo.

» GianCarlo Montebello’s workshop in Milan saw the birth
of some of the most famous pieces of jewellery bearing the
signatures of the Pomodoro brothers, Man Ray, Pol Bury, and
Niki de Saint Phalle.

» Sonia Delaunay was also one of the artists who
collaborated with Montebello. Two wearable art designs are
known to have emerged from their collaboration, both of
which are necklace-brooches.

» Delaunay’s piece titled Dance Eternal Rhythm was based

on a 1923 gouache of the same name. While revisiting her
design for Artcurial, Delaunay retitled the piece Flamenco.
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» Alberto Giacometti, 1935 yilinda Elsa Schiaparelli
icin mitolojik, kadins1 ya da hayvani karakterleri temsil
eden broslar, bilezikler ve diigmeler gibi ¢ok nadir parcalar
yaratmistir.

» Cok taki tasarlayan ve ticari olarak da biiyiik is
birliklerine giren Salvador Dal{ s6yle der: “Yeni bir
Roénesans'in sovalyesi olarak, sinirlandirmalart reddediyorum.
Sanatim fizik, matematik, mimari, niikleer bilim ve miicevheri
de kapsar - sadece boyay1 degil. Benim miicevherlerim,
miicevherlerin maliyetlerinin vurgulanmasina kars1 bir
protestodur. Hedefim, kuyumculuk sanatinda da Ronesans'ta
oldugu gibi tasarim ve iscilige, miicevherlerin maddi
degerinden ¢ok daha fazla deger verilmesidir.”

» “Miicevherlerde, tiim sanatimda oldugu gibi, sevdigim
seyi yaratiyorum,” diye yazar Dal{, miicevher tasarimlari
hakkinda. “Sanatim - boya, elmas, yakut, inci, ziimriit,
altin - gergeklesen metamorfozu gosterir. insanoglu yaratir
ve degisir. Uyuduklarinda tamamen degisirler - ¢iceklere,
bitkilere, agaclara doniisiirler. Cennette yeni bir metamorfoz
gerceklesir. Beden yeniden bir biitiin haline gelir ve
milkemmellige ulagir”

« Dal{, Verdura’'da bu temayi arzuladig: tarzda kesfetmek
icin mitkemmel bir ortak bulur: liks ve ihtisam.

ikinci Diinya Savasi sonrast baby boom olarak adlandirilan
niifus patlamasi, refah devletinin yiikselisi, kadinlarin yeni
sanayilerin teknolojileriyle donanmig ev kadinlar: olarak
yeniden tanimlandiklari, Hollywood un giderek kiiresellegsen
gliciiyle yildizlarin miicevherlerinin, 6rnegin Elizabeth
Taylor'un tilsimli bileziginin, Marilyn Monroe'nun Erkekler
Sanisinlar Sever’deki pirlantalarinin, Grace Kelly'nin Yiiksek
Sosyete’de taktigi sekiz karatlik evlilik yiiziigiiniin, Audrey
Hepburn'tin Tiffany’de Kahvalti'daki incili gerdanliginin
kadinlarin gozlerini kamagtirdig: dénemdir.

Ayni zamanda s6miurgelikten bagimsizliklarini ilan eden
halklarin, yurttaglik haklari i¢in miicadele eden kadinlarin,
siyahlarin, 6grencilerin taleplerinin, kendisini kusursuz bir
akilcilikla merkezde tanimlayan bir uygarligi sorgulamaya
basladigi dénemdir. Boyutlar1 biiyliyen sahte inciler, plastik
ve ¢elik bu donemin takilarini giderek cesitlendirirken,
cicek cocuklarinin yeni 6zgiirliik alanlari acan, istanbul’dan
gecen Katmandu yolculugunda simgelesen “bagka” kiiltiirel
arayislari, moda iizerinde 6nemli bir etki birakacaktir.

Ronesans sonrasi teknolojik gelismeler, miicevher tiretimini
nasil ¢ok ileri noktalara tasidiysa, sanatgilar altmigl ve
yetmisli yillar boyunca, sanayi tiretimindeki degisimlerden
de etkilenerek yeni tekniklere bagvurdular. Ornegin Stanley
Lechtzin, elektroformlama denilen ve metal iyonlar1

iceren elektrolit ad1 verilen bir ¢ozeltiden elektrik akimi
gecirilmesini iceren bir yontemle tretir takilarini.

Yetmislere geldigimizde etnik modeller, bohem tarza
damgasini vururken, disko ¢aginin baslangici kat kat kolyeler,
madalyonlar ve yeni 1s1ltilarla karsilanacaktir. Cinsiyet

rolleri akiskanlagmis, kadinlar ve erkekler arasindaki keskin
ayrimlar bazen daha androjen, bazen de stereotiplere meydan
okuyan bir hale gelmistir. Giniimiizde iiniseks olarak
tanimlanan tarzin tohumlari atilmistir. Tarih hizlanmaya
baglamigtir. Artik donemler on yillarla ifade edilir. Seksenlere

geldigimizde televizyon kiltiirti hakim olmus, Dallas gibi,
Hanedan gibi dizilerde takilan bilezikler, diinyanin her yerinde
kadinlarin bileklerini siislemeye baglamistir. Neoliberalizmin
1s1ltil yallars, vatkalariyla genisletilmis omuzlari, altin
saatlerle parildayan bilekleri, kentli, geng, meslek sahibi
gruplarin is hayatiyla gece hayati veya hafta sonlariyla hafta
ici arasinda boliinmiis hallerini sunar. Giiniin her saatinde
baska bir tarzla ortaya cikardiklari bedenleri bolinmiis bir
hal alirken, ayni kisinin, hayatinin farkli dénemlerini birakin,
farkli giinlerde ve saatlerde, boliinmiis bir personay1 kendinde
tasimasi beklenir gibidir.

Ve bu kiiltiirtiin elegtirisi de birlikte gelir: Seksenlere
gelindiginde beden bir sanat eserinin sergilenmesi icin bir
aract haline gelir. Degerli taslarla stislenmis anlamini tagiyan
miicevher kavrami iyiden iyiye sorgulanmaya baslar. Otto
Kiinzli'nin Altin Seni Kor Eder adini tagtyan kauguk ve altindan
yapilma bilezigi, bunun simgelerinden biri sayilabilir. Siyah
kaucugun icine gizlenmis 18 ayar bir altin bilezik, deger
kavraminin bir elegtirisi gibidir.

« In 1935, Alberto Giacometti created very rare pieces for
Elsa Schiaparelli, including brooches, bracelets, and buttons
depicting mythological, feminine and animalistic characters.

« Salvador Dal{, who designed countless pieces of jewellery
and was involved in large-scale commercial collaborations,
stated: “Paladin of a new Renaissance, I too refuse to be
confined. My art encompasses physics, mathematics,
architecture, nuclear science - the psycho-nuclear, the
mystico-nuclear - and jewellery - not paint alone. My jewels
are a protest against the emphasis upon the cost of the
materials of jewellery. My object is to show the jeweler’s art
in true perspective - where the design and craftsmanship
are to be valued above the material worth of the gems, as in
Renaissance times.”

» “In jewels, and in all my artistic activity, I create what I
love most”, Dali wrote of his jewellery designs. “..My art - in
painting, diamonds, rubies, pearls, emeralds, gold, chrysolite
- demonstrates how metamorphosis comes about; human
beings create and change. When they sleep, they change
totally - into flowers, plants, trees. The new metamorphosis
takes place in Heaven. The body becomes once again whole
and reaches perfection.”

« In Verdura, Dali found the perfect partner to explore
jewellery in keeping with his penchant for luxury and
glamour.

The post-World War II years were marked by the
demographic explosion known as the baby boom, the rise of
the welfare state and the redefinition of women as housewives
equipped with the technology provided by newly-formed
industrial sectors. Women were dazzled by the jewellery
worn by the stars of an increasingly globalised Hollywood:
Elizabeth Taylor’s charm bracelet, the diamonds worn by
Marilyn Monroe in Gentlemen Prefer Blondes, the eight-carat
wedding ring on Grace Kelly’s finger in High Society, and the
pearl necklace around Audrey Hepburn's neck in Breakfast at

Tiffany’s.

It was also a time when the apparently flawless reality of a
self-centred civilisation began to be challenged by peoples
declaring independence from colonial rule and by women,
Black communities, and students fighting for civil rights. As
oversized faux pearls, plastic, and steel brought increasing
variety to jewellery, the hippies” search for counterculture -
symbolized by the journey to Kathmandu via Istanbul - would
leave a significant mark on fashion.

Just as the technological developments in the wake of the
Renaissance drove jewelcrafting to new heights, artists in
the sixties and seventies, spurred by developments unfolding
in industrial production, began experimenting with new
techniques. For instance, Stanley Lechtzin manufactures his
unique jewellery pieces by employing a novel method known
as electroforming, which involves passing an electric current
through an electrolyte solution containing metal ions.

By the seventies, ethnic designs began characterising the style
referred to as bohemian, while the rise of the disco era was
greeted by a proliferation of layered necklaces, medallions,
and newfangled bangles. As gender roles loosened, sharp
distinctions between men and women faded, sometimes
giving way to more androgynous styles and at other times
bluntly challenging stereotypes. Those were also the years
when the seeds of what is now called unisex were sown.
History started to accelerate. Eras began to be delineated
in terms of decades. By the eighties, television culture

had risen to prominence, and the bracelets worn by the
characters of TV series like Dallas and Dynasty appeared on
the wrists of women all over the world. The glittering years
of neoliberalism, with its share of shoulder pads and wrists
adorned with beaming gold watches, introduced the world to
young, urban, working individuals whose lives were steeply
split between daytime work and night life, or weekdays

and weekends. The same individuals, whose divided bodies
assumed different styles at different hours of the day, were
practically expected to carry a fragmented persona, not just
across different periods of their lives but also on different
days and even hours.

The criticism of this new culture also emerged along with

it: With the eighties, the body became a medium on which

to display works of art. The very notion of jewellery, which
etymologically signifies adorned with precious stones in
Turkish, began to sustain thorough questioning. The rubber
and gold bracelet by Otto Kiinzli, titled Gold Makes You Blind,
may be regarded as emblematic in this respect. An 18-carat
gold bracelet concealed underneath a coating of black rubber
stands as an embodiment of the criticism of the very notion
of value.

37



Doksanlarin pazarlama kiltiirti, bu ihtiyaca hizmet eden
uluslararasi markalarla, bir insanin ¢orabindan takisina,

ev egyasindan ayakkabisina kadar her seyini alabilecegi

yeni bir magazacilik tiirii yaratir. Bilyiik magazalarin farkli
markalarinin yerini, tek markanin tek bagina bir buytik
magaza gibi tasarlandig: alanlar alir. Sokak modasi, modanin
klasik dongtistint kiracaktir. Punk gibi, hip-hop gibi yeni
yaraticilik alanlari hizla igerilecek ve tiiketim kiilttriiniin
icindeki yerini alacaktir.

Georg Simmel gibi teorisyenler, moday1 sinif ayrimiyla
tanimlar. Moda, toplumsal esitlenme ile toplumsal ayrigma
egilimleri arasinda bir eylem birligine isaret eder. Ust
siniflarin alt siniflardan ayrigmak icin kullandiklar: moda,
asagiya dogru yayildikea yerini bir yenisine birakacaktir.

Bu Simmel’e gore modanin klasik dénguistidiir. Tasarim,
lretim ve pazarlama arasindaki iligkinin giderek hizlanmas:,
modanin da ¢ok daha hizli tiikketilmesine neden oldukea, yeni
ilham kaynaklari icin alternatif arayislari da ¢ogalacaktir. Yag
gruplari arasindaki ayrim gibi siniflar arasindaki ayrimlar da
en azindan ilk bakigta eriyecek ama bu ilk bakisin ardindan
gelen daha incelikli bir ayrim, bir temayiiz oyunu kargimiza
¢ikacaktir: Cinsiyeti, yasi, toplumsal statilyii, zamani ve
mekani birbirine karigtirmanin kendisini bir oyun kilan, bir
yaniyla yeni kumas ve dikis tekniklerinin kusursuzlagtigs,
diger yaniyla neredeyse her giysinin, her takinin bir ctimle
kurdugu ve mesaj ilettigi anlam katmanlariyla; influencer,
youtuber, gamer, instamom vb. yeni iletisim teknolojilerinin yeni
kahramanlariyla.

Hizlanan tarih, diinyanin gelecegini sorgulamamiza neden
olan cevresel felaketlerle miicadele etme arzusunun, yeni
distinsel ve politik akimlara kaynaklik etmesini saglayacaktir.

Aydinlanma, ilerleme, kalkinma, biiytime gibi kavramlarin
yerini piyasaya ve nihayetinde tek ve nihai hedef olarak
karliliga biraktig1 bir diinyada, doga tizerindeki tahakkim
giderek daha yogunlasmaktadir. insanin dogay1 geriye
dondiiriilemez bir bicimde degistirdigi cagin adidir
Antroposen. insanmerkezci bakisin elestirisi, kiiltiirel

bir segenek olmanin 6tesinde hayati bir zorunluluk halini
almaktadir.

Takilarda geri dontistim sonucu elde edilmis malzemelerin
kullanilmaya baglanmasi kadar deniz ve agag kabuklari gibi,
yapraklar ve cicekler gibi malzemelerin yeni bir simgesellik
icinde kullanilmasi da kuskusuz bu cergevede diisiintilebilir.
Kaybettikleri sevdiklerinin minyatiir portrelerini nasil
kolyelerinde tasidiysa insanlar, biz de kayip bir doganin anilarini
tagimaya cagriliyoruz. Miizeden disar1 sokaga, insan bedenlerine
sirayet etmenin bir yolu seklinde diisiindiigiimtizde, sanatsal bir
ifade bi¢imidir kuskusuz artik taki.

Semboller tagidik yiizyillarca boyu tizerimizde, tanrilar,
tanricalar, hilaller, haglar, yildizlar, anilar tagidik, portreler,
saclar, kalintilar, fikirler tasidik, yazilar, dualar, degerli veya
degersiz taglar. Birbirimize, diinyaya ve 6tesine mesajlar
tagidik. Simdi soruyoruz merakla: Tarihin neresindeyiz?
Daha ¢ok korku ve biraz da umutla biliyoruz, yeni bir ¢agin
esigindeyiz.

The marketing culture that materialised in the nineties
spawned a new strain of merchandising, one that allowed
individuals to purchase anything from socks to jewellery

and household items to shoes from the same international
brands readily catering to this need. Department stores
housing multiple brands gave way to mega-stores for single
brands. The emergence of street style was soon to break the
classic cycle of fashion. Newly formed spaces, shaped by the
influence of punk and hip-hop, would rapidly be absorbed by
and take their place within consumer culture.

Theorists such as Georg Simmel define fashion in terms

of class distinctions. According to this framework, fashion
points to a unity of action at the crossroads between the
tendencies of social standardisation and social individuation.
Fashion, which upper classes use to differentiate themselves
from the lower classes, continually renews itself as it spreads
downwards. According to Simmel, this pattern forms the
classic cycle of fashion. The acceleration in the pace of the
relationship connecting design, production, and marketing
causes the consumption of fashion to also speed up while
fuelling a search for new sources of inspiration. At first
glance, the distinction between age groups and social classes
seems to fade away. On closer look, however, a subtle game
of contradistinction appears: A game where gender, age,
social status, time, and space are jumbled up; where new
fabric and sewing techniques are being perfected every day;
where virtually every piece of garment or jewellery speaks a
sentence and conveys a message; played by the rising stars of
emerging communication technologies including influencers,
youtubers, gamers and instamoms.

The acceleration of history will give rise to new intellectual
and political movements, helping us combat the
environmental disasters that threaten the future of the world.

In a world where notions such as enlightenment, progress,
development, and growth have given way to the market,

and ultimately to profitability as its sole and ultimate
objective, the exploitation of nature is becoming more
rampant. Anthropocene is the name given to the present

era, characterised by the irreversible damage humans have
brought on nature. Criticism of anthropocentrism is no longer
just a cultural stance but a vital necessity.

The use of recycled materials in jewellery, as well as the
incorporation of natural materials like seashells, tree

bark, leaves, and flowers in a new symbolic context, can
undoubtedly be considered within this framework. Just as
people carried miniature portraits of their lost loved ones

in their necklaces, we are now called to carry the memories
of a lost nature. When viewed as a way to reach out of the
museum and onto streets and into human bodies, jewellery is
undoubtedly an artistic form of expression.

For centuries, we have carried with us symbols, gods,
goddesses, crescents, crosses, stars, keepsakes, portraits, hair,
relics, ideas, inscriptions, prayers, and precious or worthless
stones. We have carried messages to one another, to the world,
and beyond. And now, we ask earnestly: Where in history are
we? For we know, with apprehension but with a glimmer of
hope, that we are at the threshold of a new era.
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Aslihan Demirtas, arastirma, sanat ve ekolojiye dayali genisletilmis
bir mimarlik pratigi olan KHORA Office’in kurucusudur. is birligine
dayali, disiplinler 6tesi ve ok 6l¢ekli mimarlik pratigi; yapi, peyzaj,
yerlestirme, sergi ve arastirma gibi Gretimlerle farkli alanlar ve sinirlar
arasinda konumlanir. Halen {stanbul’'da yer alan ofisini ilk olarak
New York’ta kurmadan 6nce uzun yillar, Pritzker 6dilli I. M. Pei

ile Doha, Katar'daki islam Sanatlar1 Miizesi ve Japonya’daki Miho
Sapeli projelerinde bag tasarimci olarak caligti. Aralarinda The New
School’daki Parsons School of Design, istanbul Bilgi Universitesi,
Harvard Graduate School of Design, MIT ile Bauhaus-Universitit
Weimar'in bulundugu birgok okulda stiidyo ve atélyeler yiirtcti;
konusmalar yapti. 2022 yilinda 15. Aga Han Mimarlik Odiilii'niin
teknik degerlendirme komisyonunda gérev alan Demirtas, su anda
hidrolik yapilar tizerinden modernite ile doga iliskisini irdeleyen ve
Graham Foundation'in destegiyle Salt tarafindan yayimlanacak Ag1
adli kitab: tizerine ¢aligmaktadir. Demirtas, Tarihi Yedikule Bostanlar:
Koruma Girigimi tiyesi ve ANATOPIA kooperatifinin kurucu
tyelerindendir.

Aslithan Demirtag is the founder of KHORA Office, a studio that
embraces an extended architectural practice based on research, art,
and ecology. Her own collaborative, transdisciplinary and multiscale
architectural practice is positioned at the crossroads between various
fields and boundaries, spanning the production of objects, buildings,
landscapes, installations, exhibitions and research. Before establishing
her office in New York and moving it to Istanbul, where it is currently
based, she worked for many years with Pritzker Prize laureate I. M.
Pei as the lead designer on the Museum of Islamic Art Doha, Qatar,

as well as the Miho Chapel, Japan. She has conducted extensive studio
sessions and workshops and lectured at numerous schools, including
Parsons School of Design within The New School, New York, Istanbul
Bilgi University, Harvard Graduate School of Design and MIT,
Massachusetts, as well as Bauhaus-Universitat, Weimar. Having served
as a member of the technical evaluation commission of the 15th Aga
Khan Award for Architecture in 2022, Demirtas is currently working
on a book titled As1, which delves into the relationship between
modernity and nature through the prism of hydraulic structures, due
to be published by Salt with the support of the Graham Foundation.
Demirtas is also a member of the Initiative for the Protection of

the Historical Yedikule Orchards and a founding member of the
ANATOPIA cooperative.

Ayse Coskun, akademisyen, arastirmaci ve tasarimcidir. 2000 yilindan
bu yana Istanbul ve yurt disinda endiistriyel tasarim alaninda dersler
veriyor, aragtirmalar yapiyor, projeler ve atolyeler yiiriitiiyor. 1997'de
enduistriyel Giriin tasarimcisi olarak lisans derecesini aldi. 1998 yilinda
Domus Academy’de tasarim alaninda yiiksek lisans programini
tamamladi, 2009 yilinda doktorasini ald1, 2018 yilinda dogent

oldu. 2013-2015 yillari arasinda TUBITAK tarafindan desteklenen
aragtirma projesiyle, Kapalicarsi'nin yasayan son nesil kuyumcu
ustalarinin Giretim ve yenilik envanterini olusturdu. Zanaat geleneginin
ve kiiltiiriiniin bir miras olarak devamliliginda ¢agdas tasarim
pratiklerinin yerinin neler olabilecegine dair aragtirma projeleri ve
yaratici atélyeler yiriitiiyor, bu alanda yazilar yaziyor. Cogkun’un
aragtirma alanlari: tasarim yonetimi, tasarim odakl1 inovasyon, zanaat
ve tasarim, kiiltiirel miras, yaratici ekonomiler ve miicevher tasarimi
olarak siralanabilir.

Ayse Coskun is an academic, researcher and designer. From 2000 to
the present, she has been lecturing, conducting research and leading
several projects and workshops in the field of industrial design both
in Istanbul and abroad. She was awarded her bachelor’s degree in
industrial product design in 1997. In 1998, she completed a master’s
programme in design at Domus Academy. She received her PhD in
2009 and became an associate professor in 2018. Between 2013 and
2015, within the scope of her research project supported by TUBITAK,
she drew an inventory of the productions and innovations of the last
living generation of jewellers working at Istanbul’s Grand Bazaar. She
currently conducts research projects and creative workshops focused
on the role of contemporary design in preserving and advancing the
legacy of craft traditions and culture, as well as writing on this topic.
Coskun'’s research interests encompass design management,
design-led innovation, craft and design, cultural heritage, creative
economies and jewellery design.

Can Altay, giindelik hayatin siyaseti, kamusal mekan, kent yasami,
kullanim nesneleri ve sanatsal eylem tizerine ¢aligmalar yiiriiten bir
sanatgidir. Yapitlari, Walker Art Center, PST MoMA, ZKM, MAXXI,
Van Abbe Museum ve Salt gibi kurumlarda sergilendi. Ortak kullanima
acik ortamlar iireten Altay; Bolzano, istanbul, Utrecht, Londra, Berlin,
Bristol ve Bilbao'daki solo sergilerinde bu ihtimalleri tartigmaya agti.
2003 te ve 2023 te Istanbul Bienali sanatgilarindan biri olan Altay,
Havana, Marakes, Busan, Taipei, Gwangju ve Selanik Bienalleri'ne
de katkida bulunmustur. Rhode Island School of Design’da (RISD)

¢ Mimarlik Lisansiistii Program Direktorliigii yapmakta ve ders
vermektedir. Altay, Ahali Conversations isimli podcast ile kiiltiirel
uretimin gelecegi tizerine sanatg, tasarimet ve disiiniirler ile birlikte
anlam tiretmenin yollarini aramaktadir.

Can Altay is an artist focusing on the politics of everyday life, public
space, urban life, functional objects, and artistic action. His works
have been exhibited by institutions including the Walker Art Center,
PS1 MoMA, ZKM, MAXXI, Van Abbe Museum, and Salt. Altay,

who creates spaces for communal use, opened up their possibilities
to discussion in his solo exhibitions in Bolzano, Istanbul, Utrecht,
London, Berlin, Bristol, and Bilbao. Having taken part in the Istanbul
Biennial’s 2003 and 2023 editions, Altay has also contributed to

the Havana, Marrakech, Busan, Taipei, Gwangju, and Thessaloniki
Biennials. He is currently the Director of the Interior Architecture
Graduate Programme at the Rhode Island School of Design (RISD),
where he also teaches. Altay’s podcast, Ahali Conversations,
investigates the future of cultural production in collaboration with
artists, designers, and thinkers.

Canan Bozbag, 1992-1994 yillar1 arasinda Londra’da Harrow School of
Design and Media'da seramik egitimi gordii. Daha sonra 1996'da San
Francisco’daki Academy of Art University'de heykel boliimiini bitirdi.
ilk kigisel sergisini Aralik 1996'da San Francisco'da agt1. Aralik 1999'da
Borusan Sanat Galerisi'nde Ruh ve Beden i¢in Cogaltmalar sergisine
katildi. 2000-2009 yillar1 arasinda 6zel atélye sergileri diizenledi. Kisisel
sergileri arasinda SODA’daki Cycle (istanbul, 2022), Milli Reasiirans
Galerisi’'ndeki Yekpare (istanbul, 2012) ve Galeri 44A’daki kisisel sergisi
(istanbul, 2009) sayilabilir. Bozbag, Hara'yla ilgili, 2015 yilinda baslayan
diisiince ve hayallerini 2023'te hayata gegirdi.

Canan Bozbag studied ceramics at the Harrow School of Design and
Media in London (1992-1994) and graduated from the Department of
Sculpture at the Academy of Art University in San Francisco in 1996.
Her first solo exhibition took place in San Francisco in December 1996.
She participated in the Multiples for the Body and Soul exhibition at
the Borusan Art Gallery in Istanbul in December 1999. Bozbag held
private studio exhibitions between 2000 and 2009. Her solo exhibitions
include Cycle at SODA (Istanbul, 2022), Yekpare at Milli Reasiirans
Gallery (Istanbul, 2012) and a solo show at Galeri 44A (Istanbul, 2009).
After dreaming about and developing ideas for it since 2015, Bozbag
founded Hara in 2023.

Canan Yiicel Pekicten, dans sanatgisi, koreograf ve MSGSU istanbul
Devlet Konservatuvari Modern Dans Anasanat Dali 6gretim tiyesidir.
Eserleri istanbul, Utrecht, Vilnius, Gteborg, New York, Torino,
Pamplona, Paris, Amsterdam, Diisseldorf ve Lizbon'da cesitli festival
ve mekanlarda sahnelendi. Polonya’da diizenlenen 8. Gdansk Dans
Festivali'nde birincilik 6diili kazandi. Londra’daki Block Universe
Festivali ve 58. Venedik Bienali Tirkiye Pavyonu'nda sergilenen
eserlerin yaratici ekiplerinde yer aldi. Saari Residence (Finlandiya), 3:e
Vaningen (isveg), Movement Research (ArtsLink, ABD), Espace Darja
(Fas), Tanzhaus NRW (Almanya), Cité Internationale des Arts (Fransa),
Dansmakers Amsterdam (BMCT Programi, Hollanda) misafir sanatci
programlarina katildi. Eserleri opera, oryantalizm, toplumsal siniflar ve
kadinlikla baglantili temalar tizerine yogunlasir.

Canan Yiicel Pekicten is a dance artist, choreographer, and a faculty
member at the Department of Modern Dance at Mimar Sinan
University of Fine Arts, Istanbul State Conservatory. Her original
works have been performed at numerous festivals and venues in
Istanbul, Utrecht, Vilnius, Gothenburg, New York, Turin, Pamplona,
Paris, Amsterdam, Diisseldorf, and Lisbon. She was awarded the first
prize at the 8th Gdansk Dance Festival in Poland. She was part of the
creative teams behind works exhibited at both the Block Universe
Festival in London and the 58th Venice Biennale, Pavilion of Turkey.
She attended residency programmes at Saari Residence (Finland), 3:e
Véningen (Sweden), Movement Research (ArtsLink, USA), Espace
Darja (Morocco), Tanzhaus NRW (Germany), Cité Internationale

des Arts (France), and Dansmakers Amsterdam (BMCT Programme,
the Netherlands). Her work revolves around topics related to opera,
orientalism, social classes, and femininity.

Doruk Ciftci, sergileme ve sahneleme alanlarinda calisan Berlin
merkezli bir tasarimeidur. Ig birligini 6nceleyen pratiginde, anlatryt
malzeme arastirmalari ve mekéansal miidahalelerle gelistirir. 2012'den
beri bagimsiz kiiltiir sanat projelerinde iiretim yaparken, ayni
zamanda Rock’n Coke, Antalya EXPO ve Cappadox gibi biiyiik

6lcekli etkinliklerin teknik yapim siireclerinde gorev aldi. Berlinale ve
Venedik Film Festivali gibi uluslararasi platformlara taginan projelerde
yer ald1. istanbul Bilgi Universitesi i¢ Mimarlik Béliimii'nde stiidyo
yliriitiiciiliigii yapti. Mimarlik lisansini Yildiz Teknik Universitesi'nde,
yiiksek lisansini ise Berlin Teknik Universitesi'nde sahne tasarimi ve
mekansal senografi alaninda tamamlad:.

Doruk Ciftci is a Berlin-based designer working in exhibition and
stage design. In his practice, which prioritises collaboration, he

seeks to develop narratives through material research and spatial
interventions. Since 2012, he has been involved in independent
cultural and artistic projects while also contributing to the technical
production of large-scale events such as Rock'n Coke, Antalya EXPO,
and Cappadox. He has also contributed to projects displayed at
international platforms such as the Berlinale and the Venice Film
Festival. Cift¢i worked as a studio manager at the Interior Architecture
Department of Istanbul Bilgi University. He received his bachelor’s
degree in architecture at Yildiz Technical University, followed by

a master’s degree in stage design and spatial scenography at Berlin
Technical University.

Efe Murad, Princeton Universitesi'nde felsefe, Harvard
Universitesi'nde tarih okudu. Tiirkge ve ingilizce yayimlanmig alt:
siir, iki diizyazi, dért ortak kitap, Ezra Pound'un Kantolar'inin da
aralarinda bulundugu on ceviri kitabi bulunmaktadir. 2015-2016 yillar1
arasinda Kadikéy'de flanérliik ve siir kiltiird tizerine gozlemlerini
iceren Ingilizce diizyaz1 kitabi The Pleasures of Empty Lots, Bored
Wolves Press tarafindan 2021'de yayimlandi. Harvard Universitesi'nde
Ortadogu Arastirmalari Merkezi'nde arastirmaci olarak gorev
almaktadir.

Efe Murad studied philosophy at Princeton University and history at
Harvard University. He is the author of six volumes of poetry, two of
prose and four collaborative books published in English and Turkish,
as well as ten translations, including Ezra Pound’s The Cantos. Based
on his observations on flanerie and poetry culture in Kadikdy between
2015 and 2016, Murad'’s latest English prose book, The Pleasures of
Empty Lots, was published by Bored Wolves Press in 2021. Presently,
he is a research fellow at the Centre for Middle Eastern Studies at
Harvard University.
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Ekin Kano, {stanbul ve Berlin arasinda ¢aligmalarini siirdiiren bir
gorsel sanatcidir. Sabanci Universitesi'nde Gorsel Sanatlar alaninda
yiiksek lisans yapti ve Yildiz Teknik Universitesi Sanat ve Tasarim
Fakiiltesi'nde lisans egitimini tamamladi. Lisans egitimi sirasinda
Lahey Kraliyet Sanat Akademisi'nin Giizel Sanatlar bélimiinde de
dgrenim gordii. Kano, insan ve insan olmayan bedenler arasindaki
bulanik sinirlari aragtiriyor; akiskanlik ve maddesellik kavramlarini
sorguluyor. ilk kisisel sergisi i¢im Sisiyor, Varolus Uzerine
Cesitlemeler’i 2019 yilinda 16. Istanbul Bienali paralel etkinlikleri
kapsaminda Saint-Joseph Caporal Evi'nde agt1. ikinci kisisel sergisi
Puslu Ev ise 2020 yilinda Oktem Aykut Galeri'de izleyiciyle bulustu.
2022 yilinda eg yazari oldugu kitab1 Otomy, Volumes Ziirih kitap
odilini kazandi. Kano, Hara'nin sergi kurulunda yer aliyor ve Arton
istanbul tarafindan temsil ediliyor.

Ekin Kano is a visual artist based between Istanbul and Berlin. She
holds an M.A. in Visual Arts from Sabanci University and a B.A. from
Yildiz Technical University’s Faculty of Art and Design. During her
undergraduate studies, she also attended the Fine Arts department

at the Royal Academy of Art, The Hague. Kano's practice explores

the blurred boundaries between human and non-human bodies,
questioning fluidity and materiality. Her first solo exhibition, My
Ribs Heave, Variations on Being, was presented in Istanbul in 2019 as
a parallel event of the 16th Istanbul Biennial. Her second solo show,
Damp Earth, followed in 2020 at Oktem Aykut Gallery. In 2022, she co-
authored Otomy, which was awarded the Volumes Zurich Book Award.
Kano is a member of the exhibition board of Hara and is represented
by Arton Istanbul.

Esma Ertel, miizisyen, dansci, D], yazar ve kiiratordiir. BaBa ZuLa'nin
miizikal ve gorsel projelerinde yer alir. Dans ve tiyatroyu miizikle
birlestirip DJ setlerinde yalnizca plak calar, retro ve oryantal ezgileri
modern dokunuslarla harmanlar. Moussem Cities Briiksel istanbul,
Boom Festival, Fusion Festival, Ozora Festival ve Balkanik Festival gibi
uluslararasi festivallerde sahne almigtir. Diinya GCocuklarina Glinaydin
adli ¢ocuk kitabinin yazaridir. Cihat Burak’in desenlerinden olusan
Dostun Gekmecesinden adli serginin kiiratérliigiinii ve sergi kitabinin
sanat yonetmenligini Gistlenmigtir. Ertel, killtiirel miras1 cagdas sanatla
bulugturmay: amaclayan projelerde yer alir ve disiplinlerarasi tiretimler
gerceklegtirir.

Esma Ertel is a musician, dancer, DJ, writer, and curator. She is
involved in BaBa ZuLa's musical and visual projects. Ertel merges
dance and theatre with music, blending retro and oriental melodies
with modern touches in her vinyl-only D] sets. She has performed at
numerous international festivals such as Moussem Cities Brussels
Istanbul, Boom Festival, Fusion Festival, Ozora Festival and Balkanik
Festival. She has also authored the children’s book Good Morning to
the Children of the World and curated an exhibition of Cihat Burak’s
drawings titled From a Friend’s Drawer, serving as art director

of the exhibition book as well. Alongside taking part in projects
bridging cultural heritage with contemporary art, Ertel also produces
interdisciplinary works.

Esma Pacal Turam, ¢alismalarinda ana malzeme olarak el yapimi
kagit ve silikonu dogrudan kullanir. Kagit heykel, kagit rolyef ve kagit
kesme tekniklerinin yani sira silikondan yaptigi ¢izimlerle figtratif
isler uiretir ve kisa hikayeler anlatir. Farkli betimlemelerle yorumladig:
figiirlerini ge¢misten ve giiniimiizden olaylarla hikayelendirir. Ozgiin
karakterlerini bir yapi ve kompozisyon kurgusu i¢inde olusturur.
Esma Pacal Turam, 1986 yilinda Marmara Universitesi Giizel

Sanatlar Fakiiltesi Heykel Boliimii'nden mezun olmustur. 1996 yilinda
doktorasini Marmara Universitesi'nde tamamlayarak, 1998 yilinda ayni
universitede yardimei dogent unvanini almigtir. Yurt icinde ve yurt
disinda birgok kisisel ve karma sergiye katilan sanat¢inin isleri, miize
ve 6zel koleksiyonlarda yer almaktadir. Turam, istanbul’da yasiyor ve
iretiyor.

Esma Pacal Turam uses handmade paper and raw silicone as

the primary materials in her works. In addition to making use of
techniques such as paper sculpture, relief and cutting, she also creates
figurative works from silicone drawings, telling short stories with her
works. She develops stories based on her figurines, drawing on past
and present events. She conceives her original characters as forming
part of a structured and composed narrative. Esma Pacal Turam
graduated from the Faculty of Fine Arts, Department of Sculpture at
Marmara University in 1986. In 1996, she was awarded her PhD from
the same university and became an assistant professor there in 1998.
She was involved in numerous solo and group exhibitions both in
Turkey and abroad. Her works are held in museums as well as private
collections. Turam lives and works in Istanbul.

Florence Konstantina Delight, taninmis bir drag performans
sanatgisi, aktivist ve kiiltir kiiratoriidiir. 2017°den beri performans
sergilemektedir ve drag’i sosyal elestiri ve kuir savunuculugu i¢in

bir arag olarak kullanmaktadir. Sahne performanslari yapmakta,
marjinal topluluklar icin atolyeler diizenlemekte ve Berlin'deki
uluslararasi etkinliklere katilmaktadir. Sal¢ali Giindem YouTube
programinda 6nemli bir rol oynayan Florence, ayrica kuir odakli
Lupanar platformunun kiiratérliigiini tistlenmekte ve avangart etkinlik
serisi Digin’e ev sahipligi yapmaktadir. The New York Times, The
Guardian ve Le Monde gibi yayinlarda yer almig olup, kuir anlatilar
gliclendirmek icin siir, film ve tiyatroyu kegfetmeye devam etmektedir.
Florence Konstantina Delight is a renowned drag performance artist,
activist, and cultural curator. Having been extensively performing
since 2017, Delight uses drag as a tool for social critique and queer
advocacy. Delight regularly performs on stage, organizes workshops
for marginalised communities, and participates in international events
in Berlin. Delight stars in the YouTube programme Salcali Giindem,
curates the queer-focused platform Lupanar, and hosts the avant-
garde event series Digin. Delight has been featured in prestigious
publications such as The New York Times, The Guardian, and Le
Monde, and continues to explore poetry, film, and theatre to empower
queer narratives.

Fuat Sonat Esrefoglu, malzeme odakli ve mekansal anlatilar tizerine
calisan bir sanatci ve tasarimcidir. iletisim gegmisinden beslenen
pratigi, seramik, ahsap isciligi, geri donustiirilmiis malzemeler

ve buluntu objeleri aragsallastirirken, malzeme ve mekanin bir

arsiv olarak yeniden kurgulanmasi tizerine yogunlasir. 2022'den bu
yana Studio Sonat adiyla el yapimi abajur tiretimini merkeze alan
¢aligmalarina devam etmektedir.

Fuat Sonat Esrefoglu is an artist and designer working on material-
focused and spatial narratives. Drawing from his background in
communication, his practice utilises ceramics, woodworking,
recycled materials, and found objects while focusing on reimagining
material and space as an archive. Since 2022, he has been pursuing
his work under the brand Studio Sonat, focusing on the production of
handcrafted lampshades.

Giiclii Oztekin (d. 1978, Eskisehir, Tiirkiye), istanbul'da yasiyor ve
caligtyor. Strafor, kraft kagidi ve benzeri malzemelerle trettigi buyiik
olcekli yapitlariyla taninan Oztekin, cevresinde buldugu malzemeleri
kullanarak bir tiir geri ddniisiim eyleminde bulunuyor. Oztekin,

2005 yilinda kurulan Ha Za Vu Zu sanatgi toplulugunun ve avangart
miizik grubu GuGuOu'nun tiyesidir. Yakin tarihli kisisel sergileri
arasinda Topsy-Turvy! Selpakla Gorili Bitirdim (Dirimart, 2017); Se
Se Pa Pa... Bazen Balik Tutmak icin Aglamak Gerekir (Rampa, 2015);
ve Everything's Tickling Each Other (Her Sey Birbirini Gidikliyor)
(Krinzinger Projekte, Viyana, 2012) sayilabilir. Ha Za Vu Zu ile
birlikte katild1g1 ve yapitlarini géstermenin yani sira performanslar
gerceklestirdigi karma sergilerden bazilari sunlardir: 10. Lyon Bienali
(2009), Bovisa Trienali, Milano (2008) ve 10. Uluslararasi istanbul
Bienali (2007).

Giiclii Oztekin (b. 1978, Eskisehir, Turkey) lives and works in Istanbul.
Known for his large-scale works made of styrofoam, kraft paper and
similar materials, Oztekin engages in a form of recycling by using
materials he finds around him. Oztekin is a member of the artist
collective Ha Za Vu Zu, founded in 2005, as well as the avant-garde
music group GuGuOu. His recent solo exhibitions include Topsy-
Turvy! Selpakla Gorili Bitirdim (Dirimart, 2017); Se Se Pa Pa... Bazen
Balik Tutmak icin Aglamak Gerekir (Rampa, 2015); and Everything's
Tickling Each Other (Krinzinger Projekte, Vienna, 2012). Some of the
group exhibitions he participated in with Ha Za Vu Zu, as both artist
and performer, include the 10th Lyon Biennale (2009), Bovisa Triennial,
Milan (2008) and 10th International Istanbul Biennial (2007).

Giines Terkol (d. 1981, Ankara, Tiirkiye), Istanbul’da yastyor ve
calistyor. Yakin gevresinden ilham alan sanatci, topladigi malzemeleri
ve hikayeleri diktigi kumaslarda, videolarinda, desenlerinde ve
miizikal kompozisyonlarinda kullaniyor. Terkol ayni zamanda Ha

Za Vu Zu, GuGuOu ve Alaca Heyheyler gruplarinin iyesidir. Yakin
tarihli sergileri arasinda 16. Sharjah Bienali (2025); 6. Mardin Bienali
(2024); 60. Venedik Bienali (2024); 17. Jogja Bienali (2023); 17. istanbul
Bienali (2022) ve Hara'daki Ses Manzaralari (2022) yer almaktadir.
Ayrica 16. istanbul Bienali (2019); 10. Gwangju Bienali (2014); 2.
Antakya Bienali (2010); Londra’daki Art Night (2017); istanbul Fransiz
Kiiltiir Merkezi'ndeki Flaneuses (2017); 32. Sao Paulo Bienali'ndeki
Intercerteza Viva (Canli Belirsizlik) (2016); Roma MAXXI'de Passion,
Joy, Fury (Tutku, Nese, Ofke) (2016); Giiney Kore'deki 10. Gwangju
Bienali (2014) ve New York'taki Sculpture Center'da Better Homes
(Daha fyi Evler) (2013) sergilerine katilmistir. Katildig1 sanatc1 misafir
programlari arasinda Art Explora Paris (2022); Cité Internationale des
Arts (2016); ISCP New York (2013); Organhaus Chongqing (2011) ve
Gasworks (2010) bulunmaktadir.

Giines Terkol (b. 1981, Ankara, Turkey) lives and works in Istanbul.
Terkol draws inspiration from her immediate surroundings and uses
the materials and stories she collects in her embroidered fabrics,
videos, designs and musical compositions. Terkol is a member of the
collectives Ha Za Vu Zu, GuGuOu, and Alaca Heyheyler. Her work was
recently shown at the 16th Sharjah Biennial (2025); 6th Mardin Biennial
(2024); 60th Venice Biennale (2024); 17th Jogja Biennial (2023); 17th
Istanbul Biennial (2022); and Ses Manzaralari at Hara (2022). Terkol
also participated in the 16th Istanbul Biennial (2019); 10th Gwangju
Biennial (2014); 2nd Antakya Biennial (2010); Art Night in London
(2017); Flaneuses at the French Cultural Centre in Istanbul (2017);
Intercerteza Viva, part of the 32nd Sao Paulo Biennial (2016); Passion,
Joy, Fury at MAXXI in Rome (2016); the 10th Gwangju Biennale in
South Korea (2014); and Better Homes at Sculpture Center in New York
(2013). She took part in residency programmes such as Art Explora
Paris (2022); Cité Internationale des Arts (2016); ISCP New York (2013);
Organhaus Chongqing (2011); and Gasworks (2010).

Giinnur Ozsoy, heykelleri araciligiyla evrensel bir dil yaratir, organik
formlari, polyester, kege, piring, bronz ve mermer gibi malzemelerle
harmanlar. Soyutlamalar yaratmaz; soyut bir sekilde diigtiniir.
Heykellerinde kullandig1 renkler kendisinin bir parcasi haline gelir,
icsellestirilir ve kendisine aitmis gibi sahiplenilir, #kirmizibenimdir
ve #bensarryim gibi. Marmara Universitesi'nden endiistriyel tasarim
alaninda bir derece almis ve daha sonra Londra’daki Harrow College’da
glimiis igleme ve miicevher tasarimi egitimi almigtir. 1993'ten beri
eserleri Tiirkiye'de solo ve karma sergiler araciligiyla yaygin olarak
sergilenmis, ayn1 zamanda ¢ok sayida kamusal sanat siparigi almigtir.
Giinnur Ozsoy generates a universal language through her sculptures
by blending organic forms with materials such as polyester, felt, brass,
bronze, and marble. She does not create abstractions; she reflects in
an abstract manner. The colours she uses in her sculptures become an
integral part of herself, internalised and claimed as her own, as in the
cases of #kirmizibenimdir [#redismine] and #bensartyim [#iamyellow].
She studied industrial design at Marmara University before pursuing
further studies in silversmithing and jewellery design at Harrow
College, London. Since 1993, she has exhibited extensively in both
solo and group exhibitions in Turkey, as well as being invited to create
numerous public art commissions.
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inci Furni, 1976'da Bursa'da dogdu. Lisans derecesini Mimar Sinan
Giizel Sanatlar Universitesi Resim Boliimii'nden aldi. 2007'den 2010'a
kadar Hafriyat Grubu ile ig birligi yapti. Inci Furni, New York'taki
ISCP, Paris’teki Cité Internationale des Arts ve Basel'deki IAAB'de
sanat¢1 misafir programlarina katildi. Sanat¢inin Diiz-Daire (Ferda
Sanat Platformu, 2024); Natiirmort (Krinzinger Gallery, Viyana, 2021)
ve Prova (Bilsart, 2022) isimli kisisel sergileri oldu. Furni'nin eserleri
Mardin Bienali (Tiirkiye, 2024); Natiirmort (Kunsthalle Emden,
Almanya, 2024); Soyutlama, ima, Diisiinceler (imalathane, Bursa,
2023); Uykunun Sardig1 (Arter, 2023); Bu Oyun (Arter, 2023); Bir Siire
Bekledi (Arter, 2019-2020); Oktem Aykut Gallery (istanbul, 2006-2017);
Polistar (istanbul, 2014); Her Giin Ayn1 Sey (Rampa, 2013); Neden
Simdi Resim? (Krinzinger Gallery, Viyana, 2013); Biiyiik Cay1r (Pose,
2018); Flaneuses (istanbul Fransiz Kiiltiir Merkezi, 2017); Ev (Evliyagil
Miizesi, Ankara, 2017); 2. Uluslararasi Kiev Bienali (2014); Neden Simdi
Resim? Krinzinger Projekte, Viyana, 2013); Riiya ve Gergeklik (istanbul
Modern, 2011); ikinci Sergi (Arter, 2010); 11. Uluslararasi istanbul
Bienali (2009) ve 10. Uluslararasi istanbul Bienali (2007) gibi cok sayida
karma sergi ve kurumda sergilendi.

inci Furni was born in Bursa in 1976. She received her bachelor’s
degree from the Department of Painting at Mimar Sinan University

of Fine Arts. She collaborated with the Hafriyat Group from 2007 to
2010. Furni took part in artist residencies at ISCP, New York; Cité
Internationale des Arts, Paris; and IAAB, Basel. Some of her solo
exhibitions include Diiz-Daire (Ferda Art Platform, 2024); Still Life
(Krinzinger Gallery, Vienna, 2021); and Prova (Bilsart, 2022). Furni’s
works have been exhibited in the scope of the Mardin Biennial (Turkey,
2024); Still Life (Kunsthalle Emden, Germany, 2024); Soyutlama, ima,
Diisiinceler (imalathane, Bursa, 2023); Uykunun Sardigi (Arter, 2023);
Bu Oyun (Arter, 2023); Bir Siire Bekledi (Arter, 2019-2020); Oktem
Aykut Gallery (Istanbul, 2006-2017); Polistar (Istanbul, 2014); Her

Giin Ayni Sey (Rampa, 2013); Why Paint Now? (Krinzinger Gallery,
Vienna, 2013); Biiyiik Cayir (Pose, 2018); Flaneuses (Istanbul French
Cultural Centre, 2017); Ev (Evliyagil Museum, Ankara, 2017); the

2nd International Kiev Biennial (2014); Why Paint Now? (Krinzinger
Projekte, Vienna, 2013); Rilya ve Gergeklik (Istanbul Modern, 2011);
ikinci Sergi (Arter, 2010); as well as the 11th and 10th International
Istanbul Biennials (2009, 2007).

Koray Aris, 1944 senesinde kendisi gibi Giizel Sanatlar Akademisi
(Sanayi-i Nefise Mektebi) mezunlar1 annesi Nezihe ve babasi Latif
Arig'in oglu olarak diinyaya geldi. Devlet Giizel Sanatlar Akademisi
Heykel Bolumii $adi Calik Atélyesi'nden 1968 yilinda mezun oldu.
Devlet bursu ile gittigi Roma’da 1969-1971 yillar1 arasinda Emilio
Greco atdlyesinde ¢alisti, ardindan kendi heykel atélyesini siirdiirdi.
istanbul’a dondiigii 1975 yilindan 1977 senesine dek, Akademi'de
dgretim tiyeligi gorevini tistlendi. 1977 yilinda bu gorevinden ayrilarak
bagimsiz caligmalarina agirlik verdi. Ozellikle deri, kdsele, ahsap,
bronz ve kurgun malzemelerini kullanarak ve erken dénem beden
temsillerinden yola ¢ikarak gelistirdigi soyut formlar ile tamamen
kendisine has bir modern heykel dili olusturdu. Aris, yurtici ve
yurtdisinda, 6zellikle istanbul ve Roma’da tek kisilik sergiler acts;
eserleri uluslararasi kamu ve 6zel koleksiyonlara dahil edildi. Ari§'in
iginde Yasadigimiz Deri isimli sergisi Arter'de Agustos 2025’e dek
devam ediyor. Aris, 1978 senesinden beri ¢aligmalarini Gatalca’daki
atolyesinde stirdiirmektedir.

Koray Aris was born in 1944 to Nezihe and Latif Aris, both graduates
of the Istanbul Academy of Fine Arts like himself. Arig completed

his training at the Department of Sculpture of the Academy of Fine
Arts, where he attended Sadi Calik’s atelier. Upon graduating, Arig
headed to Rome, Italy, on a state scholarship to further his training,
attending Emiliano Greco's atelier from 1969 to 1971 before setting up
his own studio in the city. In 1975, he came back to Istanbul to teach
at the Academy of Fine Arts. In 1977, he made the critical decision of
resigning from the Academy and began to work independently. Aris,
who developed his own modern language of abstract sculpture, setting
out from his early figurative work, is chiefly known for his unique use
of fine and coarse leather in association with wood, bronze, and lead.
Aris has extensively exhibited his work in the scope of solo exhibitions
in Turkey and abroad, most frequently in Istanbul and Rome. His
works have been included in countless prestigious international public
and private collections. His current exhibition, titled The Skin We
Live In, is presently on view at Arter. Aris has resided and worked in
Catalca, Istanbul, since 1978.

Korhan Basaran, istanbul’da yasayan bir dans ve tiyatro sanatcisidir.
New York ve Istanbul arasinda gegirdigi 11 yil (2008-2019) boyunca
gerceklestirdigi cesitli uluslararasi, ¢cok disiplinli ¢agdas dans
projelerinin hem yaratici hem de icraci olarak doniistiiriici
deneyimlerini yagadi. Eserleri ABD ve Tiirkiye'nin yani sira
Danimarka, Bulgaristan, Almanya, Yunanistan, Ermenistan ve
Avusturya’ya davet edildi ve sunuldu. Company RAu'nun Dido ve
Aeneas efsanesinden esinlenen son eseri Dido, Tirkiye'nin yani sira
Avusturya, Yunanistan, Bulgaristan, ingiltere ve italya’da sahnelendi ve
halen diinyanin dért bir yanindaki festivaller icin davet ediliyor.
Korhan Basaran is a dance and theatre artist based in Istanbul.
Throughout the 11 years (2008-2019) he spent between New York
and Istanbul, he was involved in numerous international and multi-
disciplinary contemporary dance projects, leading to transformative
experiences as both creator and performer. His work has been
performed in the US, Turkey, Denmark, Bulgaria, Germany, Greece,
Armenia, and Austria. Dido, the latest work by Company RAu and
inspired by the myth of Dido and Aeneas, has been staged in Turkey,
Austria, Greece, Bulgaria, the UK, and Italy, and continues to tour
festivals worldwide.

Kubilay Ercelep, CLIMAVORE x Jameel at RCA kapsaminda istanbul
merkezli Manda Miisterekleri projesi tizerinde ¢aligmaktadir. Bu
projeye katilmadan 6nce, istanbul Kiiltiir Sanat Vakfi tarafindan
diizenlenen 17. istanbul Bienali’'nde prodiiksiyon asistani olarak
gorev almistir. Ercelep, 2023 yilinda istanbul Kiiltiir Universitesi'nde
mimarlik egitimini tamamlamistir. Kent aktivizmi, soylulagtirma
politikalari, sergi senografisi ve gecici yapilar tizerine ¢aligmalar:
vardir. Ayrica, 2021 yilindan bu yana farkli disiplinlerden goniilli
dgrenci ve profesyonelleri bir araya getiren ve kentsel ile kirsal
alanlarda calisan Herkes i¢in Mimarlik Dernegi'nin iiyesidir.
Kubilay Ercelep is currently working on the Istanbul-based project
Water Buffalo Commons, initiated as part of CLIMAVORE x Jameel
at RCA. Before joining this project, he worked as a production
assistant for the 17th Istanbul Biennial, organised by the Istanbul
Foundation for Culture and Arts. Ercelep completed his architecture
degree at Istanbul Kiiltiir University in 2023. His work focuses on
urban activism, gentrification policies, exhibition scenography, and
temporary structures. He is also a member of the Herkes i¢in Mimarlik
[Architecture for All] Association, which has been bringing together
volunteer students and professionals from different disciplines in
urban and rural areas since 2021.

Melih Kirag, istanbul'da yasayan dans sanatcisi ve akademisyendir.
Koreografik arastirmalary; argiv, mekanlarin ve bedenlerin yoklugu,
dogaglama yapilar araciligiyla diinyay: bilme ve deneyimleme bicimleri
ile igbirlikgi siirecler etrafinda yogunlasir. WELCOME (2015), HAL
(2016), Data Shadow (2020), clouds could not simply be taken indoors
for study (2022), How is everyone in Istanbul? (2023), glinbatim1
melodrama (2023), every night we are haunted by a dream (2024) ve
Eski toren icin yeni cilt (2024) gibi koreografileri Kaaistudios (Belgika),
S.a.L.E. DOCKS (italya), Les Brigittines (Belgika), Salt Galata, sub
Canakkale, Arter, Alan Kadikdy, Yap: Kredi Kiltiir Sanat, Sakip
Sabanci Miizesi ve Kundura Sahne gibi mekéanlarda sergilendi. Kirag,
2014-2023 arasinda Ciplak Ayaklar Kumpanyas: ile kolektif ¢aligmalar
yuritti. Aragtirmalarini workspacebrussels (Belgika), sub Canakkale,
bomontiada ALT (Diinyada Bir Kése), S.a.L.E. DOCKS (italya),
HELLERAU - European Center for the Arts (BMCT) (Yunanistan)

ve The Watermill Center (ABD) gibi sanat¢i misafir programlarinda
yiiriittii. Halen MSGSU Cagdas Dans Boliimii'nde arastirma gorevlisi
olarak caligmaktadir.

Melih Kirag is a dance artist and academic based in Istanbul. His
choreographic research revolves around archives, the absence of spaces
and bodies, ways of knowing and experiencing the world through
improvised systems, and collaborative processes. His choreographies,
including WELCOME (2015), HAL (2016), Data Shadow (2020), clouds
could not simply be taken indoors for study (2022), How is everyone

in Istanbul? (2023), glinbatim1 melodrama (2023), every night we are
haunted by a dream (2024), and Eski toren i¢in yeni cilt (2024), have
been staged at Kaaistudios (Belgium), S. a.L.E. DOCKS (Italy), Les
Brigittines (Belgium), Salt Galata, sub Canakkale, Arter, Alan Kadikdy,
Yapi Kredi Culture and Arts, Sakip Sabanct Museum, and Kundura
Sahne. Kirag took part in collective works with Ciplak Ayaklar
Kumpanyasi1 between 2014 and 2023. He has conducted his research

in the framework of artist residencies such as workspacebrussels
(Belgium), sub Canakkale, bomontiada ALT (A Corner in the World),
S.a.L.E. DOCKS (Italy), HELLERAU - European Center for the Arts
(BMCT) (Greece), and The Watermill Center (USA). He currently works
as a research fellow at the Contemporary Dance Department of Mimar
Sinan University of Fine Arts.

Mert Oztekin (Ankara, 1983), 2018 yilindan itibaren Eldem Sanat Alani,
Bilsart, Fail Books, Kova ve Oktem Aykut'ta gerceklestirdigi tek kisilik
projelerinin disinda, 2009 yilindan itibaren NON, Hafriyat, ArtStimer,
Halka, Ferda Art Platform ve Depo’daki karma sergilerde eserlerini
gosterdi. Ha Za Vu Zu ile yer aldig1 sergi ve kurumlar: Passion, Joy,
Fury (MAXXI, National Museum of XXI CA, Roma, 2015); Whitechapel
Gallery, Londra (2013); For Whom is it Too Late Today? - Between
Stamp and Mars (Frac des Pays de la Loire, Carquefou, 2009); 10. Baltik
Sanat Trienali, Vilnius (2009); 10. Lyon Bienali (2009); Lokaal01, Anvers
(2008); Rotterdamse Schouwburg, Rotterdam (2008); Kaserne, Basel
(2008); ve 10. istanbul Bienali (2007).

Mert Oztekin (Ankara, 1983) has shown his works in group exhibitions
at NON, Hafriyat, ArtStimer, Halka, Ferda Art Platform, and Depo
since 2009, in addition to solo projects at Eldem Art Space, Bilsart, Fail
Books, Kova, and Oktem Aykut since 2018. Exhibitions and institutions
he took part in together with Ha Za Vu Zu include: Passion, Joy, Fury
(MAXXI, National Museum of XXI CA, Rome, 2015); Whitechapel
Gallery, London (2013); For Whom is it Too Late Today? - Between
Stamp and Mars (Frac des Pays de la Loire, Carquefou, 2009); the

10th Baltic Art Triennial, Vilnius (2009), 10th Lyon Biennale (2009),
Lokaal01, Antwerp (2008), Rotterdamse Schouwburg, Rotterdam (2008),
Kaserne, Basel (2008), and 10th Istanbul Biennial (2007).

Nazli Capar, Bogazici Universitesi Sosyoloji Boliimii'nde okudu.
Istanbul Bilgi Universitesi Medya ve iletisim Boliimii'nde yiiksek
lisansini tamamladiktan sonra Dogan Medya grubunda video igerik
iireticisi olarak calisti. ingiltere’de MET Film School’da Filmmaking
egitimi aldi. 2017 yilinda kurdugu video prodiiksiyon ajansi
studio10forward biinyesinde tiretimlerine devam ediyor.

Nazli Capar studied Sociology at Bogazici University. Upon completing
her master’s degree at Istanbul Bilgi University’s Department of Media
and Communication, she worked as a video content producer for Dogan
Media Group. She also studied Filmmaking at MET Film School in the
UK. She continues to pursue her work under studio10forward, the video
production agency she founded in 2017.

Nazli Okten, Galatasaray Universitesi Sosyoloji Boliimii'nde 6gretim
gorevlisidir. Cikis noktas: sosyoloji olmakla birlikte, sanatin, siyasetin,
psikanalizin ve dilin kiyilarinda disiplinler arasi bir teorik yolculukta
calisir, yazar ve ceviri yapar.

Nazli Okten is a lecturer at the Department of Sociology, Galatasaray
University. While her starting point is sociology, she works, writes, and
translates in an interdisciplinary theoretical journey along the fringes
of art, politics, psychoanalysis, and language.

Onur Hamilton Karaoglu, tiyatro, performans ve video alanlarinda
isler iretmektedir. 2010 yilindan beri yazdig1, uyarladigi ve yonettigi
igler, Wiener Festwochen, Dancing On The Edge, Media Art
Xplarotion ve Volksbiihne gibi kurum ve festivaller tarafindan
desteklendi ve sunuldu. Yerlestirme ve video isleri Bahar (13. Sharjah
Bienali), SPOT, Operation Room ve Protocinema’da yer ald1. Tiyatro
ve film projeleri tireten Studio 4 Istanbul’un kurucular arasinda

yer aldiktan sonra, 2014 yilinda daha sonra uluslararasi bir festivale
doniisen Yeldegirmeni'ndeki KOSE adli sahne sanatlart mekaninin
ortak kurucularindan oldu. 2014-2019 yillar: arasinda Orhan Pamuk’un
Masumiyet Miizesi'nin direkt6rligiini yiiriiten Karaoglu, Bogazigi

ve Kog Universiteleri'nde performans sanati iizerine dersler verdi.
Karaoglu, Bogazici Universitesi'nde Sosyoloji egitiminin ardindan
New York’ta Columbia Universitesi'nden tiyatro yonetmenligi alaninda
yiiksek lisans derecesi aldi.

Onur Hamilton Karaoglu works across the fields of theatre,
performance and video. Since 2010, the works he wrote, adapted

or directed have been supported and staged by institutions and
festivals such as Wiener Festwochen, Dancing On The Edge, Media
Art Xplarotion, and Volksbiihne. His installation and video works
have been shown at Bahar (13th Sharjah Biennial), SPOT, Operation
Room, and Protocinema. After co-founding Studio 4 Istanbul, which
produces theatre and film projects, in 2014, he went on to co-found
KOSE, a performing arts space in Yeldegirmeni, which later evolved
into an international festival. Between 2014 and 2019, Karaoglu

was the director of the Museum of Innocence founded by novelist
Orhan Pamuk and lectured on performance art at Bogazici and

Kog Universities. After studying sociology at Bogazi¢i University,
Karaoglu completed a master’s degree in theatre direction at Columbia
University, New York.
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Secil Demircan, dans alaninda lisans ve yiiksek lisans derecelerine
sahiptir. 2007 yilinda tam burslu olarak John F. Kennedy Merkezi'nde
diizenlenen Performans Sanatlar: Kiiltiirel Degisim Programi’na
katildi. Etude I - Quad I, Etude II - Ghost Trio, Etude III - ...ama
bulutlar... adli performansi, 13. istanbul Bienali'nde inci Eviner’in
Co-Action Device: A Study projesi kapsaminda yer aldi. Demircan,
Istanbul’'da Bahar'in (13. Sharjah Bienali) dig mekan projesi olan
dis/connection’da ve Mamut Art Project’te knot adli caligmalarini
sergiledi. Yiiksek lisans tezi olan Etude: Act Without Words I'i
sahneledi ve bununla ilgili bir makale yayinladi. Akan Beden x
Contemporary Istanbul kapsaminda John Doe ve Yeni Metin Tiyatro
Festivali 12 kapsaminda girift'i 2024 yilinda sergiledi.

Secil Demircan holds bachelor’s and master’s degrees in dance. In
2007, she attended the Performing Arts Cultural Exchange Programme
at the John F. Kennedy Center on a full scholarship. Her performance
Etude I - Quad I, Etude II - Ghost Trio, Etude III - ...ama bulutlar...
was presented in the 13th Istanbul Biennial as part of inci Eviner’s
project Co-Action Device: A Study. Demircan exhibited her work knot
as part of dis/connection, an outdoor project of Bahar in Istanbul (13th
Sharjah Biennial), and Mamut Art Project. She staged and published an
academic essay on her master’s thesis titled Etude: Act Without Words
I. Her recent works include John Doe, staged as part of Akan Beden x
Contemporary Istanbul, and girift, performed within the scope of the
Yeni Metin Theatre Festival 12 in 2024.

Tolga Tiiziin, ¢cagdas miizik bestecisi ve icracisi. Siyasal bilimler
egitiminden sonra, ITU MiAM’da Pieter Snapper ve Marc Wingate

ile bestecilik, Hasan Ucarsu ve ilhan Usmanbas’la orkestrasyon
caligti. New York’ta CUNY Graduate Center'da bestecilik doktorasini
tamamlarken, David Olan ve Tristan Murail, Paris’te Philippe

Leroux ile bestecilik ¢aligti. Roger Reynolds, Rand Steiger, Edmund
Campion, Horacio Vaggione, Hughes Dufourt, Joshua Fineberg

ve Brian Ferneyhough ile ustalik siniflarina katildi. Eserleri ABD

ve Avrupa’'da cesitli festivallerde ve konserlerde ¢alinds; gruplar ve
festivaller i¢in teknik direktdr ve danigman olarak ¢agrilds; cesitli
uluslararasi konferanslarda miizik teorisi ve elektroakustik miizik
tizerine sunumlar yapti. 2003-2005 yillar1 arasinda Brooklyn College’'de
armoni ve kompozisyon dersleri verdi. 2005-2006 yillarinda IRCAM'da
bestecilik ve elektronik miizik konularinda ¢alist1. Besteciliginin yani
sira, solo ve bagka sanatgilarla birlikte deneysel dogaglama, cagdas caz
ve elektronik miizik alanlarinda performanslar sergilemektedir. Prof.
Dr. Tolga Tiiziin 2007 yilindan beri istanbul Bilgi Universitesi'nde
miizik teorisi, bestecilik ve elektronik miizik dersleri vermektedir.
Tolga Tiiziin is a composer and performer of contemporary music.
Following a degree in political science, he studied composition with
Pieter Snapper and Marc Wingate, and orchestration with Hasan
Ucarsu and ilhan Usmanbas at ITU MIAM. While completing his
doctorate in composition at CUNY Graduate Center, New York, he
furthered his training in composition under David Olan and Tristan
Murail, and Philippe Leroux in Paris. He attended masterclasses

held by Roger Reynolds, Rand Steiger, Edmund Campion, Horacio
Vaggione, Hughes Dufourt, Joshua Fineberg, and Brian Ferneyhough.
His compositional works have been performed at various festivals

and concerts across the US and Europe. Tiiziin has been invited as a
technical director and consultant by numerous bands and festivals and
has presented on music theory and electroacoustic music at various
international conferences. Between 2003 and 2005, he taught harmony
and composition at Brooklyn College. In 2005-2006, he worked on
composition and electronic music within IRCAM. In addition to
composing, he performs both solo and with other artists in the fields of
experimental improvisation, contemporary jazz, and electronic music.
Prof. Dr. Tolga Tiiziin has been teaching music theory, composition,
and electronic music at Istanbul Bilgi University since 2007.

Ulas Eryavuz, Bilkent Universitesi Grafik Tasarim Béliimii'nden
mezun oldu. 1995 yilindan beri tasarim yapiyor. isleri diinyaya giizellik
ve anlam katsin istiyor. Basit ve etkili gorsellerle problem ¢6zmeyi
seviyor ve tasarimin diinyay1 daha iyi bir yer yapacagina inaniyor.

Ulas Eryavuz graduated from Bilkent University, Department of
Graphic Design. She has remained active as a designer since 1995. She
aims for her work to add beauty and meaning to the world. She enjoys
solving problems through simple and effective visuals, and firmly
believes that design will make the world a better place.

Yusuf Huysal King’s College London Universitesi'nde karsilagtirmali
edebiyat okudu. Japonya, ingiltere ve Tiirkiye'de cesitli proje ve kiiltiir
kurumunda editér, ses tasarimcisi, koordinator ve programlamact
olarak calisti. Film, tiyatro ve performans sanati i¢in ses isleri
iretmenin yani sira Hara'da Sanat Programlari Koordinatorii olarak
gorev aliyor.

Yusuf Huysal studied comparative literature at King’s College, London
University. He has worked as an editor, sound designer, coordinator,
and programmer for various projects and cultural institutions in Japan,
the UK, and Turkey. Alongside producing sound for film, theatre

and performance art, he currently serves as the Art Programmes
Coordinator at Hara.

Zeynep Urgen, Kog Universitesi Sosyoloji Béliimii'nden mezun
olduktan sonra Milano Nuova Accademia delle Belle Arti'nin gorsel
sanatlar bolimiine devam etti. Disappearing baslikli mezuniyet

tezi onur derecesi aldi. Caligmalarinda feminist bir bakis acisiyla,
ozellikle kadin viicudu, gorme, bakis, yok olma ve kaybolma temalarin:
islemektedir. Multidisipliner yaklasimi ¢ercevesinde Londra GEM-A
gemology sertifikasi da bulunan Zeynep, halen yapay elmas odakli
calisan NV sirketinin tasarim danigmanidir.

Zeynep Urgen graduated from the Department of Sociology at Kog
University before furthering her studies at the visual arts department
of Nuova Accademia delle Belle Arti, Milan. Her graduation thesis,
titled Disappearing, earned her an honours degree. Through her works,
she deals with themes of the female body, seeing, gaze, dissolution, and
disappearance from a feminist point of view. Within the framework of
her multidisciplinary approach, Zeynep also holds a London GEM-A
gemology certificate and currently works as a design consultant for
NV, a company focusing on artificial diamonds.

Zinnure Tiire, 2011 yilinda Kadir Has Universitesi Yiiksek Lisans
Oyunculuk programindan mezun oldu. Festival Premieres (Almanya);
Theaterformen (Almanya); Heidelberger Stiickemarkt (Almanya);
Dancing on the Edge (Hollanda); istanbul Tiyatro Festivali; A Corner
in the World ve Miizede Sahne gibi festivallerde sahne ald1. ingiltere,
Almanya, Yunanistan, italya, Ermenistan ve Kanada gibi iilkelerle
ortak projelerde oyuncu ve yénetmen olarak yer aldi. Bagroliinii
oynadigi Tuzdan Kaide adli uzun metraj film, 2018 yilinda Berlin Film
Festivali'nde aciligini yapti ve cesitli festivallerde gosterildi. Tiire, 2018
yilinda Heidelberg sehir tiyatrosuna misafir sanatgi olarak davet edildi
ve Zwischenraum/Ara adli oyunu yazip yonetti. 2024 yilinda ilk kisisel
sergisini Almanya'nin Minih kentinde yer alan Kunstpavillon'da agti.
Zinnure Tiire graduated from Kadir Has University’s Graduate

Acting programme in 2011. She has performed in numerous festivals,
including Festival Premieres (Germany); Theaterformen (Germany);
Heidelberger Stiickemarkt (Germany); Dancing on the Edge (the
Netherlands); the Istanbul Theatre Festival; A Corner in the World;
and Miizede Sahne. She took part as both actor and director in
collaborative projects with countries including the UK, Germany,
Greece, Italy, Armenia, and Canada. Tiire played the leading role in the
film The Pillar of Salt, which premiered at the Berlin Film Festival in
2018 before being screened at various other festivals. In 2018, Tiire was
invited as a guest artist by Heidelberg City Theatre, where she wrote
and directed the play Zwischenraum/Ara. In 2024, she opened her
debut solo exhibition at the Kunstpavillon in Munich, Germany.







