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BEDEN VE BENLIK ARASINDA

BETWEEN THE BODY AND THE MEMORY

Erden Kosova

iletisim ve ulasimin hiz kazandigi giinimdzde, bilginin,
kapitalist tahribattan olumsuz sekilde etkilenen
kitlelerin gtvenlikci, kimlik¢i ve cogunlukcu tepki
siyasetine hizmet ettigine sahit oluyoruz; esitlige ve
6zglrlige dair gegmis kazanimlar goérindr bigimde
geriye itiliyor. Sinifsal siradlizen mekanizmalari,
ataerkil toplum yapisi ve doga Uzerindeki tahakkimun
beraberinde getirmis oldugu, sabit ve 6zcl karakterdeki
eski karsitliklar yeniden egemen kilinmaya calisiliyor.
Buna karsin, kendini 6tekine, donUsime acik tutan
6znellikler, yasam alanlarini savunabilmek adina yeni
siyasilesme ve dayanisma ydéntemleri gelistirmeye
cabaliyor. Bu caba icinde akiskanligi, gecirgenlidi,
yaratimi kendilerine pusula edinmis isimler, 6rnek
alinabilecek modeller olarak gbéze ¢arpiyor. Mehtap
Baydu, 6znenin kendi Gzerine nasil dlislnebilecegdine,
devralinmis sinirlari nasil asabilecegdine, étekiyle nasil
temas kurabilecegine isaret eden, kendini daha guclu
ve dinamik kilmaya iliskin ipuclarinin pesine dlsen,
toplumsal yasamdaki karsitliklari ve sikismalari,
sanatsal alandaki kaliplasmis bakan ile bakilan
iliskilerini sorguladigi yapitlari ile dikkat cekiyor.
Akiskanlik ve gecisin izlerini Mehtap’in kendi
yasam OykUslnde de gdzlemlemek mumkin. Onceki
kusaklardan gé¢ deneyimine sahip ailesiyle birlikte
Bingdl kirsalinda gecen cocuklugun ardindan,
Ankara’da tamamlanan orta egitim ve akademi egitimi,
ardindan sanat égrenimini ilerletmek Gzere Almanya’nin
Kassel sehrine gecis ve son olarak Avrupa’nin kaltlr
odaklarindan Berlin’e yerlesme... Bu cografi yer
degisikligine eslik eden, Zazaca ve Tlrkg¢e'den, Almanca
ve ingilizce’ye uzanan lisan zenginlesmesi... Ayrica
Hacettepe Universite’sinde alinan disipliner heykel
egitiminden sonra farkl performans yéntemlerine

In today’s world of accelerated communication and
access, we are witnessing how information serves the
securitarian, identitarian and majoritarian politics of
reaction of the masses which are negatively affected
by capitalist destruction; the past gains in equality and
freedom are being prominently pushed backwards. Past
antagonisms carrying a rigid and essentialist character,
often implied by mechanisms of class hierarchy,
patriarchal structure of society and the domination over
nature, are being reasserted. In return, subjectivities
that are open to the other and to transformation insist
on developing new methods of politicization and
solidarity in order to defend their lebensraum. In this
endeavor, names that have taken fluidity, permeability
and creation as their compass stand out as examples to
be followed. Mehtap Baydu is among these remarkable
names with her works pointing out how the subject
may think about itself, how it can overcome inherited
boundaries while contacting the other and pursuing
clues to become stronger and more dynamic, how it
questions the contradiction and compressions in social
life and the stereotypical relations between the gazed
and the gazer in the artistic field.

It is quite possible to observe traces of fluidity
and transition in Mehtap’s own life story. After a
childhood in rural Bingdl with her family, who also had
experienced migration from previous generations, she
completed her secondary school and college education
in Ankara, then moved to Kassel, Germany to further
her art education and finally settled in Berlin, one of
the cultural centers of Europe. Accompanying this
geographical displacement is a linguistic enrichment
from Zazaish and Turkish to German and English... In
addition, after the disciplinary sculpture education she



ve teknolojik malzeme kullanimina uzanan genis
bir ifade dagarcigi... Kuskusuz Mehtap’in 6znelligini
sadece yasam oykUsUnln ana hatlariyla tariflemek
indirgeyici olur. Fakat bu sUreclerden glglenerek
ctkmis oldugunu gézlemlemek, Mehtap’in yapitlarina
nidfuz eden 6zglveni ve izleyicisiyle iliskilenme
seklini kavramakta bizlere yardimci oluyor.

ilk kez 2010 yilinda Kassel’de documenta-
Halle’de gerceklestirdigi ve daha sonra video kayitlari
Tlrkiye’de Galeri Nev’de de gdsterilmis olan (2019)
Eat Me - Meet Me adli calismayi ele alarak baslayalim.
Performans, Mehtap’in ilk basta hayvan derisinden
yapilmis oldugu dlsUtncesini uyandiran koyu renkli bir
elbise icinde bir kaidenin Uzerine oturmasiyla basliyor.
Elbiseyi olusturan malzeme aslinda dut, incir ve Gzim
gibi meyvelerin karisimiyla elde edilen ve ortaya ¢cikan
pUrenin yapraklar halinde kurutulmasiyla hazirlanan,
Anadolu’ya 6zgi pestil tatlisi. izleyenlerden beklenen,
eserin adinin da yonlendirdigi Gzere, Mehtap’a
yaklasarak Uzerindeki elbiseden parcgalar koparmalari ve
bu yenilebilir dokunun tadina varmalari. Elbette izleyici,
bu davete icabet ederek performansa katildiginda,
sanatci ile arasindaki mesafeyi olusturan arayUzeyvi,
yani pestilden yapilmis kiyafeti kademeli olarak
ortadan kaldiracaginin ve nihayetinde sanatciyi ciplak
birakacaginin farkinda. Performanstaki davetkarligin,
kamusal ortamda insanlar arasindaki iliskileri (6zellikle
cinsiyetler arasinda gerceklesen karsilasmalari)
dizenleyen davranis terbiyesini ve sanat mekanlarina
atfedilen temkinli mesafeyi test ettigi hissediliyor.
Bir sanat eseriyle karsi karsiya gelindiginde, o eserin
arkasinda duran sanatc¢inin 6znel dinyasini kesfetme
arayisi ve aliskanlhigi Eat Me - Meet Me’de mahremiyeti
devreye sokan bir midahaleyle karsilasiyor. ironik bir
sekilde, izleyicinin eserin 6tesine gecerek sanatc¢inin
6znelligiyle ne 6lclide temas edecedi sorusu ortaya
konuyor. Pestilin tasidigi kulttrel kodlari da hesaba
kattigimizda, ilk adimda egzotik bir tatla, geldigi
cografyayla 6zdeslestirilen sanatcinin, Gzerindeki
kiyafet ortadan kalktiginda, izleyiciyi ¢ciplak bedeni
araciligiyla, sadece kendi varligiyla, insani tekilligiyle
karsiladigini gérlyoruz. Mehtap ciplak kalan bedeniyle
ve aynl zamanda izleyiciyle girdigi dostca diyaloglarla,
“beraberinizde getirdiginiz ényargilarin ve é6ngorilerin
Otesinde, sablonlara indirgenemeyecek benligimi
sunuyorum” demekte adeta. Yani sira, bakan ile
bakilan arasinda cizilmis net ¢izgi de performans
sirasinda belirginligini kaybediyor: katilma cesaretini
goOsteren izleyicinin kendisi de, bakan konumundan
cikip diger izleyiciler tarafindan bakilan bir aktor
haline geliyor. Mehtap ise kaide Uzerinde, tipki
bir heykel gibi statik oturuyor olmasina ragmen,
kendisine yaklasan izleyiciye bakan ve yumusak
sdzleriyle onu yonlendiren bir konuma geciyor.

Mehtap Baydu’'nun Eat Me - Meet Me performansi,
diger performanslarinda da oldugu gibi, izleyici ile
sanatci, bakan ile bakilan, éteki ile benlik, kimlik ile

received at Hacettepe University, Mehtap developed a
wide vocabulary of expression that extends to different
performance methods, and the use of technological
materials. It would be unjust to describe her subjectivity
solely through the outlines of her life story, yet,
observing how she managed to strongly emerge from
these processes helps us when grasping the self-
confidence that permeates Mehtap’s work as well as the
way she relates to her audience.

Let’s start with Eat Me-Meet Me (2019), a
performative work exhibited live for the first time at
documenta-Halle in Kassel in 2010, and later shown
as video recordings at Galeri Nev in Turkey. The
performance begins with Mehtap sitting on a pedestal
in a dark-colored dress that at first seems to be made
of animal skin. The material used in the dress is actually
pestil, an Anatolian dessert made from a puree of fruits
such as mulberries, figs, and grapes dried into leaves.
What was expected from the audience was to approach
Mehtap, tear pieces from her dress and taste the edible
texture, just as the title of the work suggests. Of course,
the audience was aware that by accepting this invitation
and participating in the performance, they would
gradually remove the interface that forms the distance
between them and the artist, that is to say, the clothing
made of pestil, and eventually leave the artist naked.
The inviting nature of this performance is felt to test the
behavioral decorum that regulates relations between
people in public (especially in terms of encounters
between the sexes) and the cautious distance attributed
to art spaces. When confronted with a work of art, the
search and habit of discovering the subjective world of
the artist behind their work meets an intervention that
brings privacy into play in Eat Me-Meet Me. Ironically,
the question is posed as to what extent the viewer
can go beyond the work and engage with the artist’s
subjectivity. Considering the cultural codes of pestil, we
see that the artist, identified with an exotic taste and
the geography in the beginning, welcomes the audience
through her naked body, merely with her own presence,
and human individuality once the clothes she wears
are removed. Through her naked body and friendly
dialogues with the audience, Mehtap seems almost to
be saying, “beyond the prejudices and predictions you
may have, here | am presenting my self, which cannot
be reduced to any stereotypes or templates.” The sharp
lines drawn between the gazed and the gazer start
losing their definition during the performance as the
participating viewers’ positions shift from being a gazer
into becoming an actor that is being looked at by other
viewers. Mehtap, on the other hand, despite the fact
that she sits on the pedestal as static as a sculpture,
takes a position that gazes at the viewer approaching
her and almost guides them with her tender words.

Mehtap Baydu’s performance Eat Me - Meet Me,
like many of her other performances, emphasizes the
psychological and phenomenological distinctions,



birey, cevre ile beden, duyu ile zihin arasindaki psikolojik
ve fenomenolojik ayrimlar, temaslar ve gecisler
Uzerinde duruyor. Bu karsitliklari géridntr kilan, gindelik
yasamda her an bir ara ylzey olarak deneyimledigimiz
tenimiz ve ikinci bir ten gibi bedenimizi 6érttiguimauaz
kiyafetlerimiz Mehtap’in sanatsal pratiginde siklikla
rastladigimiz motifler. Sanatcinin 2017 yilinda Galeri
Nev’de gergeklestirdigi ikinci kisisel sergisi Ben ve
Her Sey Arasindaki Mesafe’yi degerlendirdigimizde
de bu motiflerin belirgin sekilde éne ¢cikmis oldugunu
gobrlyoruz. Sergi adinin da harfiyen acikladigi Gzere,
Mehtap benlik ile dis dlinya arasindaki ayrisimanin
nasil kavranabilecegdi, bireysellik ile toplumsallik
arasinda nasil bir etkilesim ve mesafe kurulabilecegi
ya da kurulmasi gerektigi GUzerine odaklaniyor.
Sergideki tek video ¢alismasi olarak izleyiciyi
karsilayan Mehtap adl yapitta, devralinmis kultar
tarafindan kendine yUklenen kimlik kipleri arasindaki
ortismezlik ironik bicimde ele aliniyor. Sanatci kendi
adini telaffuz ederek sbze bashyor ve ¢ok hizli bir
sekilde, yine kendi adini, bu sefer birbirinden farkli kirk
sifat ya da isimle eslestirerek tekrar ediyor; video yalin
bir “Mehtap” ile bitiyor. Kimlik kategorilerinin yarattigi
baskinin, toplumsal rollerin omuzlarimiza yUkledigi
sorumluluklarin, istemeden ya da benimseyerek/
tercih ederek bedenimiz lzerinde tasidigimiz kodlarin
tekilligimizle olan slrtismesini isliyor Mehtap
Israrla. Sergideki diger calismalar, heykel disiplininin
dagarcigindan yola ¢ikarak toz porselen, el yapimi
kagit, kil, piring, polyester ve kumas gibi malzemelerle
Uretilen minimal, kirilgan, sessiz fakat hareket iceren
kompozisyonlar, objeler ve ylzeylerden olusuyor.
Kimi zaman bir tir sikisma ve ketlenme durumuna,
kimi zaman da asabilirlik, 6teye gecgebilirlik olasiligina
isaret ediyor. Sen Séylemezsen, Ben Séylemem!
adli duvar yerlestirmesinde Mehtap’in kendi suretini
yansitan, beyaz renkteki bes kalibin yan yana dizildigini
goérlyoruz. Dikkatlice bakildiginda yuzlerin ayni kaliptan
¢ikmis olmasina ragmen, midhidr mumuyla kirmiziya
boyali agiz kisimlarinin farkl bicimlere sahip oldugu
fark ediliyor. Mehtap kendi ylziline, bambaska yasam
deneyimlerine sahip kadinlarin agizlarindan aldigi
kaliplart monte etmis, yalnizca bir agiz ona ait. Beyaz
suretler Gzerindeki kirmiziya boyali agizlar siddet
kullanilarak kapanmis gibi gérinUyor. Bu suskunluk
aslinda, yapitin adinin da sezdirdigi gibi, sadece
disardan empoze edilen degil, i¢sellestirilmis, Gzerinde
uzlasiimis bir tepkisizligin neticesi. Ama barajda biriken
su kUtlesi gibi, kendini saliverme enerjisini de icinde
tasiyor bu sessizlik. 2017’den beri gérinarlik kazanan
#MeToo Hareketi ile birlikte, bdylesi bir kapanmanin
“sen sdylersen, ben de soylerim” sloganina hizli bir
sekilde evrilebilecegine sahit olduk. Turkiye’'deki
aktivist dinamiklerin énciligund son yillarda kadin
hareketinin Ustlenmis olmasi ve tabii buglnlerde
iran’da yasananlar, agizlara strtlen mUhuUrlerin
kirilacagina dair umudu canli tutmamizi sagliyor.

contacts and transitions between the viewer and the
artist, the beholder and the beheld, the other and the
self, the identity and the individual, the environment
and the body, and the senses and the mind. Some of
the common motifs that make these opposites visible
in Mehtap’s artistic practice are our skin, which we
experience as an interface in everyday life, and the
clothes we cover our bodies with like a second skin.
The same motifs are quite prominent in the artist’s
second solo exhibition, The Distance between me and
everything else, held at Galeri Nev in 2017. As exhibition
title accurately suggests, Mehtap focuses on how the
separation between the self and the outside world can
be grasped, and how an interaction and distance can
or should be established between individuality and
collectivity.

The only video work in the exhibition titled
Mehtap ironically addresses the incompatibility
between the forms of identity imposed on Mehtap
herself by the inherited culture. The artist begins by
pronouncing her own name and rapidly repeats it again
and again, pairing it with forty different adjectives
or nouns until the video ends with a plain “Mehtap”.
Mehtap insistently explores the friction between our
individuality and the pressure created by identity
categories, the responsibilities placed on our shoulders
by societal roles, and the codes we whether unwillingly
or voluntarily/preferably carry on our bodies. Other
works in the exhibition are minimal, fragile, silent but
moving compositions, objects and surfaces made of
materials such as powdered porcelain, handmade
paper, clay, brass, polyester and fabric based upon the
vocabulary of the sculptural discipline. At times she
refers to a state of compression and inhibition, and at
other times to the possibility of exceeding and going
beyond. In her wall installation titled Sen S6ylemezsen,
Ben Séylemem! (which can be translated as “l won’t tell,
if you won’t tell”) we see five white molds, reflecting
Mehtap’s own face, lined up side by side. A closer look
reveals that although the faces are from the same mold,
the mouths painted red with sealing wax have varied
forms. Actually, only one of the mouths belongs to her;
Mehtap has mounted on her own image the mouths
of other women, each having a completely different
life experience. Red-painted mouths on white faces
appear to have been violently closed; however this
silence is, as the title of the work suggests, the result
of an internalized and agreed upon unresponsiveness
rather than an externally imposed one. Yet, just like
the mass of water accumulates in a dam, the silence
also carries within it the energy to release itself. With
the #MeToo Movement, gaining visibility since 2017,
we have witnessed that such a silencing can quickly
evolve into strong slogans like “I will speak out, if you
will speak out”. The fact that the women’s movement
has taken the lead in the activist dynamics in Turkey
in recent years, and of course what is happening in



Sen Séylemezsen...
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Mehtap’in Otoportre: BirdirBir bashkl figur dizisi boyle
bir iyimserligi icinde barindiriyor. El yapimi seffaf

kagit kullanilarak olusturulmus bu dizide, Mehtap’a ait
fizyolojik &zellikleri tasiyan bir figlrldn, yine kendini
temsil eden ve yere dogru egilmis baska bir figtrin
sirtina basarak sicradigini gérlyoruz. FigUrlerin karsi
cinse ait kodlar tasiyan farkli kiyafetleri, i¢csel bir agikligi,
kendini yenileyebilme ve dénlstlrebilme glcin(,

daha daileri sicrayabilme olasiligini temsil ediyor.

Performans calismalarinda Mehtap’in kendi
imgesinin baskin bicimde goérintr olmasi dogal. Fakat
Ben ve Her Sey Arasindaki Mesafe sergisinde kendi
suretini, bedenini ve ismini daha da siklikla kullandigini
goriyoruz. Kalip teknigini dénemsel olarak éne ¢ikarmis
olmasinin da bunda etkisi var kuskusuz. Ayrica imgesine
tutulmadigini, narsistge bir ice kapanmayla mesgul
olmadigini, tersine distinimunt insanin kendi bedeni
Uzerinden cevresiyle kurdugu iliskiye, bedenselligini
kavrama gereksinimine, devraldigi kulttrel kodlarin
Otesine gecme ve diger 6znelliklerle yan yana durma
ya dai¢ ice gegme potansiyeline yogunlastirdigini
not dismek gerekiyor. Ayrica, kendine dair bunca
gorsel malzemeyi bizlere sunuyor olmasina ragmen,
Mehtap’in 6znel dinyasini ve benligine dair tasavvurunu
6zenle erisilmez tuttugunu da eklememiz lazim.

2017 tarihli bu kisisel sergide, Mehtap’in fiziksel
goériniminden izler tasiyan en ¢arpici eser, sergiye de
adini veren Ben ve Her Sey Arasindaki Mesafe. Beden
ylUzeyini tamamen kaplayarak sanat¢inin Gzerinden
elastik polyester ile alinmis ve ortadan kesilerek
acilmis olan kalip, zemine yatirilmis goérintusiyle ve
gercekci ayrintilariyla izleyici Gzerinde irkiltici bir etki
yaratiyor. Basta, insan bedeninin alisiimis oylumundan
cikarilarak yassilastiriimis, neredeyse iki boyutlu hale
getirilmis bicimde énimuzde belirmesi zihnimizin
derinliklerinde tekinsiz bir hissi tetikliyor. Bir yandan
canli bir tirdesimizin gdlgesi, diger yandan onun
cansiz halinin izleri duruyor &niimizde. insanin dogda
Uzerindeki yagmasi, avladigi hayvanlarin postunu bir
ganimet gibi ayak altina sermesinin ¢cagrisimi olusuyor
zihinlerimizde. Sergi mekaninin korunakli atmosferine
ragmen, kadina karsi siddetin giderek yukselen
dozunu da fark ediyoruz. Farkl mitolojilerde bereketin,
dénltsimaan, dogurganhidin, iyilesmenin, dirilmenin ve
SlUmUa asmanin simgesi haline gelmis yilanin (ya da
yengeg ve kerevit gibi kabuklu hayvanlarin) periyodik
olarak Gzerinden attigi kav da geliyor akillara. Baska
cagrisimlar da isin i¢cine giriyor; tarih boyunca sapkin
olarak damgalanan ve inanclari ugruna derileri
yUzulerek éldurUlen, birer din sehidine, azize dénlsen
isimleri ve sanat/edebiyat tarihinde bu isimlere yénelik
referanslari siraliyoruz: imadeddin Nesimi’ye dair agditsal
dizelerde ya da Michelangelo’nun Sistine Sapeli’ndeki
Son Yargl resminde Aziz Bartalmay’in ylzulmus derisine
kendi otoportresini naksetmis olmasinda oldugu gibi.

Yine de, en dnemlisi, cagrisimlardan bagimsiz
sekilde 6ne c¢cikan “ben”in tam olarak ne oldugu sorusu.

Iran today, allows us to keep hope alive that the seals
on our mouths will eventually be broken. Mehtap’s
Self-Portrait: BirdirBir series of figures embodies such
optimism. In this series, created using handmade
transparent paper, we see a figurine with Mehtap’s
physiological characteristics leaping by stepping on
the back of another one which also represents herself
and is bent towards the ground. The various outfits
of these figurines, bearing the codes of the opposite
sex, represent an inner clarity, the power to renew
and transform oneself, and the possibility to leap even
further.

It is not surprising that Mehtap’s own image is
predominantly visible in her performative works,
and in her exhibition The Distance between me and
everything else, we see her frequently using her own
image, body and name once again; her periodical use
of the mold technique undoubtedly has an impact on
this. It should also be noted that she does not cling to
her own image or engage in narcissistic self-absorption;
on the contrary, Mehtap concentrates her thinking
on the relationship that human beings establish with
their environment through their own bodies, the need
to comprehend their corporeality, the potential to go
beyond the inherited cultural codes and to stand side
by side or intertwine with other subjectivities. We
should also consider that, even though she presents
us with so much visual material about herself, Mehtap
meticulously keeps her subjective world and self-image
inaccessible.

In this 2017 solo exhibition, the most striking work
that bears traces of Mehtap’s physical appearance is
The Distance between me and everything else, which
also gives the exhibition its title. The mold completely
covering the surface of the body, taken from the
artist by means of elastic polyester and cut open in
the middle, creates a startling effect on the viewer
with its image lying on the ground and its realistic
details. The appearance of the human body, flattened
and almost two-dimensional, triggers an uncanny
feeling in the depths of our minds at first glance as
the shadow of a fellow living species and the traces
of its corpse stand before us. We are reminded of
human plundering of nature, of the animals they
hunt, laying their pelts on the ground like trophies.
Despite the safe atmosphere of the exhibition space,
we become aware of the increasing violence against
women. The slough the snake (and crustaceans such
as crab and crayfish) periodically leaves behind, which
in different mythologies has become a symbol of
fertility, transformation, birth, healing, resurrection
and overcoming death, also recur to mind. Other
connotations also come into play as we list the names
of those who have been labeled as deviants throughout
history, who have been flayed to death for their beliefs,
who have turned into religious martyrs and saints, and
the references to these names in the history of art and



Aslinda, benlik kavrayisina iliskin bir dedil, bir dizi soru
beliriyor 8nimuzde: icerisi tam olarak ne, disarisini nasil
tanimliyoruz ve bunlar birbirinden nasil ayriliyorlar?
Bana ait organizmamin dis ylzeyi, bedenimi kaplayan
ten, diger insan ve canlilarin gérdigu ve adimla
6zdeslestirdigi goriuntl, beni diger tim canlilardan
farkli kilan, biricik kilan suret ben miyim? Yoksa
ben, o tenin altinda harala glrele ¢alismakta olan
karbon karmasasina mi karsilik gelmekte? Ya da
sinir sistemimizin, beynimizin, beynin icinde belirli
bir bolge mi? Eser, sanki Mehtap’in verdigi adin dahi
Otesine gecmekte: “Benligim ve Her Sey Arasindaki
Mesafe; Bedenimle olan Mesafem de Dahil”. Daha
6nceki sdylesilerinde Mehtap, elestirel konumunu
ve kendi dénlUstm potansiyelini isler kilabilmek icin
kendine de mesafeyle, disaridan bakmaya ¢abaladigini
sdyllyor. Galeri Nev’de bir araya gelmis yapitlar da
bu cabanin beraberinde getirdigi gdrsel bir deney:
disaridan bakis ifadesinin harfiyen uygulanmasi yani
kendi fizikselligini, kendi suretini bir imge ve bir nesne
olarak Uretebilme ve gérebilmenin, hem bakilan hem
bakan konumunu ayni anda isgal edebilmenin deneyi.
Mehtap Baydu’nun 2022 yilinda Galeri Nev'de
gerceklesen Henlz Orman Ciplakti! adli G¢lncl kisisel
sergisi bir 6nceki serginin ortaya koymus oldugu
dinamikleri izler nitelikte. Bazi eserlerin her iki sergide
de yer almasi ya da yeni versiyonlarinin sergilenmis
olmasinin yani sira, tematik ¢cercevede de bir streklilik
s6z konusu. Dahasi, 2017°de sergide galeri mekanina
hakim olan stkuneti de yeni sergide bulmak mumkun.
Ote yandan kurulum, dnceki sergide duvarlari kaplayan
ve glcll ifadeciligi ile izleyiciyi icine alan kirmizi
renkten ve figlrlerin tasidigi kiyafetlerde rastladigimiz
alacali renk yelpazesinden de arindirilarak iyiden iyiye
minimallesmis. Bej duvarlarin ortasina yerlestirilmis
figlrler, porselen beyazi ve altin renkleriyle izleyiciyi
sogukkanl bir tefekklre davet ediyor gibiler. Buradan,
serginin pandemi déneminde ortaya ¢ikmis yapitlardan
olustugunu ve dolayisiyla yasadigimiz ice kapanmanin
izlerini tasidigini ¢ikarsamak mUmkdn. Sergiye adini
veren Henlz Orman Ciplakti! adli fotograf calismasi bu
kasvetli débnemden c¢ikisin cagrisimlarini barindiriyor.
Sokaga ¢cikma yasaklari, Mehtap’in Tarabya Kultar
Akademisi’ndeki konuk sanat¢i programina denk
gelmisti ve hepimizin kozamiza ¢ekilmek zorunda
kaldigi glinlerde Mehtap, zamaninin bayUk bir
bodlIumMUNU Alman Konsoloslugu’nda gecirmisti. S6z
konusu fotograf, Konsoloslugun bahcesinin kistan cikip
bahara dogru ilerledigi, doganin kendini yenilemeye,
yvesil rengin tekrar kendini gdstermeye basladigi
mevsimsel donemegte ¢cekilmisti. Mehtap’in ¢iplak
bedeni cerceve icinde kiclk bir detay olarak gdze
¢arpmaktaydi. Organik ve kavisli ¢izgilerinin ortasinda,
tek bacagdi Gzerinde, T harfine benzeyen geometrik
bir vicut durusu sergilemekteydi: Dogadan gelen
fakat doganin disina tasan, adeta kendi kaltGrini
kuran bir figlr. Yapitin adi, ormanin henlz yapraklara

literature: As in the mournful verses about Imadaddin
Nasimi, or in Michelangelo’s painting of The Last
Judgment in the Sistine Chapel, where St. Bartholomew
had his self-portrait engraved on his flayed skin.

Yet, what excels as the most important seems to
be the question of what exactly the “I/Me” is, which
stands out regardless of any connotation. As a matter
of fact, not one but a series of questions regarding the
notion of the ‘self’ arise: What exactly is inside? How
do we define the outside and how do they differentiate
from one another? Am | the outer surface of my
organism, the skin that covers my body, the image that
other people and living beings see and identify with
my name? The image that makes me different from all
other living beings, that makes me unique, it is me? Or
does what | call me correspond to the carbon chaos
that’s working furiously underneath the skin? Or is it
just a part in our neurological system, in our brain? It
is as if the work goes beyond even the title Mehtap
gave it: “The distance between my self and everything
else, including the very distance between me and my
own body”. In previous interviews, Mehtap says that in
order to make her critical position and transformative
potential work, she herself tries to look at herself from a
distance, from the outside. Her works gathered at Galeri
Nev are a visual experiment brought about by this
attempt: The literal practice of the expression ‘looking
from the outside’, that is, the experiment of being able
to produce and see one’s own physicality, one’s own
image as an image and an object, of being able to
occupy the position of both the gazed and the gazer at
the same time.

Mehtap Baydu’s third solo exhibition, Yet the
Forest was Naked!, which was held at Galeri Nev in
2022, follows the dynamics set forth by the previous
exhibition. There is a continuity in the thematic
framework as well as the inclusion of some works in
both exhibitions and their new editions. Additionally,
the same type of serenity that dominated the gallery
space in the 2017 exhibition can also be found in the
new one. On the other hand, the installation has been
thoroughly minimized by eliminating the red color
that covered the walls in the previous exhibition and
engulfed the viewer with its strong expressionism, as
exemplified by the variegated range of colors found in
the clothes worn by the figurines. In this new exhibition,
the figures placed in the middle of the beige walls
seem to invite the viewer to a calmer contemplation
through their porcelain white and gold colors. It is
quite possible to assume that the exhibition consists
of works that emerged during the pandemic period
and therefore bears the traces of the introversion we
all have experienced. The photograph which gave the
exhibition its title, Yet the Forest was Naked!, contains
the connotations of coming out of this gloomy period.
The curfews coincided with Mehtap’s residency at the
Tarabya Cultural Academy, and during the days we all
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bUrinmemis evresini, ddnglsel degisimin hemen
dncesini, potansiyelini betimliyor aslinda. Fakat belki
de ayni zamanda doga ile kUltUr arasinda bir ayrisim
olmadigi, insanin yasamini dogayla ézdeslesmis
sekilde strdlrdagu, kiyafetler ve onlara eslik eden
ahlaki normlar ile kendini értmedidi, ¢ciplakligiyla
birlikte onun bir parcasi oldugu kopus 6ncesi bir an.
insanhgin gelisimi strecinde kiyafet, 6zellikle
Afrika’dan kuzeye dogru yasanan ilk go¢lerle birlikte,
dusUk i1stya sahip iklimlerde hayatta kalmayi saglayan
bir 6nlem olarak ortaya cikmis olabilir. Fakat zamanla
Uzerine yUklenmis kilttrel kodlarla birlikte kiyafet
kullanimi, insanin ¢iplak bedenini, 6rtdlmesi gereken,
kendisine yabanci bir ylzey olarak algilanmasi
sonucunu da beraberinde getirmis. Ortinen bélim,
Ortlnln altinda sakli duran boélim, gérinen bolim...
Bu bakis acisiyla bedenin bltlnselligine dair imge
de kesintiye ugruyor ve uzuvlari, organlari kendi
iclerinde bir gorsellik iceriyormuscasina algilamaya
basliyoruz. Mehtap, Henlz Orman Ciplakti! sergisinde,
insan bedeni ve teni ele alirken, bu parcalayici bakisa
da gbndermede bulunuyor. Altin rengiyle gbz alan
Belimi Blktim isimli eser, beden Uzerindeki belki de
en genis duzlUk sayilabilecek sirt ylzeyini alintiliyor.
Yapimda kullanilan inorganik malzemenin ve tercih
edilen ¢ergevelemenin etkisiyle bu yUlzey, bir kalkani,
kaplumbaga kabugu gibi tene yapisik, onu koruma
islevi gbéren, taslasmis ikinci bir teni hatirlatiyor. Sirt
kaslari arasinda olusan oyugun estetik albenisinin
yani sira omurga da ince fizyonomisiyle izleyicinin
dikkatini cekiyor. Son derece girift bir yapiya evrilmis
insan beyninin, sinirler araciligiyla bedenin buttnayle
bag kurabilmesi icin gelismis bir omurga sistemine
ihtiyaci var. Karmasik koruma mekanizmalariyla bu
islevi yerine getiren insan omurgasi, etkileyici yapisina
ragmen, diger canlilarin omurgalariyla kiyaslandiginda,
tamamlanmamis evrimin getirdigi bir kirilganliga
sahip. Atletik ve zarif gerginligiyle énimuzde duran
sirt, bu goérintisilyle celiserek en cok agriya neden
olan boélgemizi goérsellestiriyor. Yapitin adindaki
Belimi Bliktim ifadesi de icinde bu kirilganhga dair
bir ima barindiriyor. Ayrica, dogrudan bir anistirma
mevcut olmasa da bel buklUlmesiyle 6zdeslestirilen
olumsuz durumun domestik ortamda yapilan, temizlik,
alisveris ve cocuk bakimi gibi gtindelik rutinlerle
tetiklendigini biliyoruz. Dolayisiyla, cinsiyetler
arasindaki asimetrik emek dagiliminda kadin bedenine
yUklenen gérevler de geliyor akla ister istemez.
Sergideki bir diger yapitta bu degdini daha belirgin
sekilde okunuyor. Adem Elmasi, Mehtap’in bedeninin
burun hizasindan gégsine dogru inen bolimuna
yansitiyor. Blst formundaki alisiimis partisyona
yakin fakat suretteki ifadeyi kuran gézler ve kafanin
Ust tarafi eksik bir kompozisyon. Daha ¢ok tarihsel
karakterleri onurlandirmak icin tretilen ve cogunlukla
erkek figUrleri tasvir eden bustlerle karsilastirildiginda,
eksikligiyle isaretlenmis (bu anlamda yapitin adinda da

had to retreat into our cocoons, Mehtap spent most
of her time at the German Consulate. The photo was
taken at the seasonal turning point in the Consulate’s
garden, as it was coming out of winter and heading
towards spring, when nature began to renew itself and
the green colors began to reappear. Mehtap’s naked
body stands out as a very small detail in the frame.
In the middle of organic and curved lines, on one leg,
she displays a geometric body posture resembling the
letter T: a figure that comes from nature but overflows
out of it, almost establishing its own culture. The title
of the work actually describes the phase of the forest
not yet covered in leaves, just before the cyclical
change, referring to its potential. But perhaps it is also a
moment before the rupture; when there is no separation
between nature and culture, when human beings
continue their lives identified with nature and are part
of it in their nakedness, without covering themselves
with clothes and the moral norms accompanying them.
In the course of human development, the need
for clothing may have emerged as a survival measure
in low-temperature climates, especially with the first
migrations northward from Africa. However, the use of
clothing, along with the cultural codes that have been
imposed on it over time, has led to the perception of
the naked body of the human being as a foreign surface
that needs to be covered. Parts that are covered, parts
hidden under the cover, parts that are visible... From
this perspective, the image of the body integrity is also
interrupted, and we begin to perceive the limbs and
organs as if they contain some kind of a visuality within
themselves. In Yet the Forest was Naked!, Mehtap refers
to this divisive gaze while dealing with the human body
and skin. The radiant golden-colored work, / Bent My
Waist, quotes the back, which is often considered as
the widest flat surface on the body. With the effect of
the inorganic material used in the production and the
preferred framing, this surface resembles a shield, a
stone-like second skin that adheres to the flesh like a
turtle shell and protects it. In addition to the aesthetic
appeal of the hollow formed between the back muscles,
the spine also draws the viewer’s attention with its fine
physiognomy. The human brain, which has evolved into
an extremely complex structure, needs an advanced
spinal system to connect with the whole body through
nerves. The human spine, which fulfills this function
with complex protection mechanisms, despite its
impressive structure has a fragility brought about by
incomplete evolution when compared to the spines
of other living species. The back, standing in front of
us with its athletic and elegant tension, contradicts
this image and visualizes the area that causes us the
most pain. The phrase ‘| bent my waist’ in the title of
the work also contains an implication of this fragility.
Although there is no direct reference, we know that
the negative condition associated with a twisted lower
back can be triggered by daily routines in the domestic
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ikinci bir ironi gizli) ve boylelikle izleyicide tedirginlik
uyandiran, kendini izleyiciye timuUyle teslim etmeyen
bir kadin temsili var karsimizda. imgenin odagini
olusturan dudaklardan her an bir séz duyacakmisiz gibi
hissediyoruz. Benzer bir gerilim, daha kl¢Uk 6lcekli bir
diger eserde, fki Dudadgimin Arasinda’da da mevcut.
Bedenin satihlara ayrilmasini sergide en uca gotiren
c¢alismanin bu oldugunu sdyleyebiliriz. Ortalama boy
hizasinda duvara yerlestirilmis, altin rengine boyall

bir dudak gorliyoruz sadece. Agiz, bedenin az sayida
acikliklarindan biri, sindirim sisteminin baslangi¢c noktasi
ve insani diger canlilardan farkl kilan konusma yetisinin
araci. Erotik yUklenimin yani sira, iletisimin daha seffaf
bicimde gerceklesmesi icin konusma sirasinda surekli
baktigimiz yer dudaklar. Tipkl, U¢ sene dnce sergilenen
Sen Séylemezsen, Ben S6ylemem’de oldugu gibi, yine
harekete gecme potansiyeli metalik dokuya goémulmus

environment, such as cleaning, shopping and childcare.
Therefore, the tasks assigned to the female body in the
asymmetrical distribution of labor between the sexes
inevitably come to mind.

In another work in the exhibition, this reference is
read clearer: Adam’s Apple depicts a part of Mehtap’s
body from her nose to her chest; a composition close
to the usual partition in bust form but missing the
eyes and the top of the head, excluding the facial
expression of the figure. Compared to the common
busts that are mostly created to honor historical
characters and mostly depict male figures, we have a
female representation that is marked by its absence (in
this sense, a second irony is hidden in the title of the
work) and thus arouses unease in the viewer while not
surrendering itself completely to the viewer’s gaze. It
feels as if we are about to hear a word at any moment
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sekilde duruyor ve bu anlamda “sUkut altindir” deyisine
meydan okuyor. Her an iki dudak aralanacak ve agiz
sbze gelecek gibi hissediyoruz. Yapitin adi da bu sakli
glcUn altini ¢iziyor; dudaklarin arasindan ¢ikacak

bir cift s6z zihinde olusmus karari aciga vuracak ve
hayatta bir ¢catallanma daha ortaya ¢ikacak; iyisiyle
kotlslyle sé6zUn adirligr gelecege sekil verecek.

Hendz Orman Ciplakti! sergisinde bedenin
butinligunden ayristiriimis parcalar Gzerine kurulu
calismalar arasinda 2017°de de gdsterilmis olan %6.19
ve Zeynep de yer aliyor. Ayakta kendi baslarina
durmakta olan bir ¢ift bacagin ve ikiye yariimis
ayagin giydigi ayakkabilar dnceki sergide oldugu
gibi kadinhgi vurgulayan kirmizi renkte degdiller. Bu
kez beyaz birakilmislar. 2017 tarihli Sen Séylemezsen,
Ben Séylemem dizisinden alinan ve Mehtap’in suretini
(ve kendi agzini) tasiyan bUstte de kirmizi mthtr
eksik. Yine Uzerlerinde Mehtap’in ten dokusunu
tasiyan yapraklarla olusturulmus Gullik Gdlistanlik
adli ¢alisma, bu kez kirmizi degil beyaz bir duvarin
6nlnde durmakta. Mehtap’in rengi eksiltme ve
beyazi vurgulama yénindeki tercihi belki de kimliksel
anistirmalardan ¢ok kendi bedeni, benligi ve varolusu
Uzerine odaklanma arayisiyla alakali. Daha 6nce bahsi
gecen Belimi BUktim eserine benzer bir sekilde, kendi
sirtindan aldigi bir baska kalipla Urettigi Tavsan toz
porselenin beyazini Gzerinde tasimakta. Yapitin adi
Mehtap’in tek renk Uzerindeki bu vurgusunu anlamak
icin anahtar niteliginde. GUnUmuUzde tavsanlara
genellikle dogada degil, sis hayvani satan ya da
barindiran ortamlarda rastliyoruz. Bunlarin cogunun
da rengi bembeyaz; postlari sergideki toz porselen
malzemesinin tonunu anistiran, hafif pastel ve yumusak
beyazlikta. Bu renkte bir tavsanin dogada hayatta
kalmasi, yirtici hayvanlarin gézinden kacmasi hayli
glc¢. Evde beslenen diger tarler gibi, beyaz tavsanlar
da dogadan koparilmis ortamlarda UrGyor ve secilim
yontemiyle elde ediliyor. Dolayisiyla Mehtap’in yapitin
adini belirlerken “Tavsan” kelimesini secmesi, yine doga
ve kiltlr arasinda yapilan ayristirmaya géndermede
bulunuyor belki de. Ayni zamanda Mehtap’in, sanat
endUstrisinin orta yerinde bedenini ve suretini
gbdstermesine eslik eden kendine yabancilasma hissini,
imgesine yeniden bakmanin ve onu yeniden Uretmenin
anlamini tartismaya actigini da sezebiliyoruz.

Bu yondeki tartisma/oyun/deney sergide yer
alan Gegirgenlik adl figUr dizisinde daha farkl bir
yoénteme basvuruyor. Mehtap yine kendi bedenini ve
ten dokusunu yapitlarinin ham maddesine dontstirmas
durumda. Sanatcinin cildi, strekli acilan bir kumas
topu gibi, Gzerinden alinan kaliplar vasitasiyla, ylzeyler
Uretiyor. Gecgirgenlik dizisinde, bu ylzeylerin kesilip
farkli varyasyonlarda birbirine dikilmesiyle klasik heykel
gelenegdine yakin duran oylumlu figlrler ortaya ¢cikmis.
Bedenin battntnden ayrilmis torso, bacaklar, gégusler,
sirt ve omuzlar birbirleriyle alisiimadik sekillerde
yeniden birlestirilmis. Kompozisyonlar anatomik

from the lips forming the focal point of the image.

A similar tension is present in another smaller-scale
work titled /n Between My Lips. One could say that

this is the work that takes the division of the body into
surfaces to the extreme as we only see a lip painted
gold, placed on the wall at average height. The mouth
is one of the few gaps of the body, the starting point
of the digestive system and the medium of speech
that distinguishes humans from other living beings. In
addition to the erotic connotation, the lips are what we
continually look at during a conversation in order to
make communication more transparent. Just as in Sen
Séylemezsen, Ben S6ylemem! (I won'’t tell, if you won’t
tell), the potential for action remains embedded in the
metallic texture, and in this sense, challenges the saying
“silence is golden”. We feel as if at any moment the lips
will part, and the mouth will tell. The title of the work
underlines this hidden power; a pair of words between
the lips will reveal the decision formed in the mind and
eventually, a new dichotomy will emerge; for better or
worse, the weight of words will shape the future.

Yet the Forest was Naked! includes the works
6.19% and Zeynep, also shown in 2017, which are works
based on fragments separated from the integrity
of the body. This time, the shoes worn by a pair of
legs standing on their own and a foot split in half are
not red, emphasizing femininity, as in the previous
exhibition, but left white instead. Taken from the 2017
series Sen Séylemezsen, Ben Séylemem! (I won't tell,
if won’t tell), the bust bearing Mehtap’s image (and
her own mouth) is also lacking the red seal. The work
titled The Rose Garden, again composed with leaves
bearing the skin texture of Mehtap, this time in front of
a white wall instead of a red one. Mehtap’s preference
for subtracting color and emphasizing white is perhaps
related to her quest to focus on her own body, self and
existence rather than identity references. Similar to
the aforementioned piece / Bent My Back, The Rabbit,
which she produced with another mold taken from
her own back, wears the white of powdered porcelain.
The title of the work is key to understanding Mehtap’s
emphasis on a single color. Often today, rabbits are not
found in the wild, but rather in places where animals
are sold or kept like ornaments. Most of them are also
pure in color; their fur is slightly pastel and soft white,
reminiscent of the tone of that powdered porcelain
material used in the exhibition. It is quite difficult for
a rabbit of this color to survive in the wild and escape
the eyes of predators. Like other domesticated species,
white rabbits are bred in environments isolated from
nature and obtained through a process of selection.
Hence, Mehtap’s choice of the word “rabbit” as the
title of the work again alludes to the division between
nature and culture. At the same time, one can sense
that Mehtap accentuates the sense of self-alienation
that accompanies showing her body and image in the
middle of the art industry and opens up the meaning of



mantigi degdil, okunmanin ve uyarilmanin zihinde
yarattigi gezgin dinamigi izliyor gibi. Ten dokusu
Uzerindeki ince detaylar neredeyse hiper-gercekgci
bir gérinim ortaya koyarken, parcalar arasindaki
dizenlemeler doga disi organizmalar kuruyor; boylece
izleyicinin zihnini kurcalayan bir gerilim ortaya ¢ikiyor.
Gergekdlstlcilerin, donemin burjuva algisini sarsmak
icin olusturduklari beden kolajlarini animsatiyor olsalar
da, Mehtap’in bu dizideki amaci sasirtmak ya da algilari
ters yUz etmek degil. Aksine o, izleyiciyi bedenin
parcalariyla yeniden iliskilenmeye davet etmek ve kendi
bedenine disaridan bakabilmesini saglayan bir oyun
olusturmak pesinde. Eser adi olarak secilen kavram
tenimizin biyolojik yapisina dair gézlerden kagan bir
gercedi, yani cildin bir duvar olmadigini, icerisiyle
disarisi arasinda sivilarin gegisine izin verebildigini
hatirlatiyor ve dolayisiyla i¢c ve dis karsithginin,
benlik ve 6teki, beden ve cevre arasinda kurulan
ayriliklarin kirilganhgina bir kez daha isaret ediyor.
Henliz Orman Ciplakti! sergisinde en 6ne cikan
yapitin 2017°de Galeri Nev’de gerceklesen sergiye
de adini vermis Ben ve Her Sey Arasindaki Mesafe
oldugunu sdylemek yanlis olmaz. Onceki sergide tek
bir yapit olarak karsimiza cikan calisma 2022’deki
sergiye dort farkli versiyonla damgasini vuruyor.
ilk eserin ortadan yarilmis ve yere hayvan postu
gibi serilmis gérintUsinin tersine, bu kez, sergi
mekanin farkl koselerinde, yine Mehtap’in kendi
bedeninden kalipla ¢ikarilmis dort ayri deri 6ébegdi
buluyoruz. Esnek olduklari izlenimini veren blkUlme
ve katlanmalarla, evimize girdigimizde Uzerimizden
cikarip etrafa yaydigimiz kiyafetleri cagristiriyorlar. Biri
bir sandalyenin Uzerine asili, biri masanin kenarindan
sarkiyor, bir digeri bir duvar askisinda, sonuncusu ise
belki sanki evden c¢ikarken giyilmek Uzere hazir, elbise
askisinda duruyor. Bastaki versiyonda oldugu gibi bir
siddet edimi sonucu ortadan yarilmis gérinmuyorlar.
Griye calan renkleriyle daha cok teknolojinin iyice
ilerledigi bir gelecekte yedek olarak kullanilan, kolayca

cikarilip tekrar giyilebilecek beden kiliflarini andiriyorlar.

Suret ve maske arasinda kurageldigimiz iliskiyi bu sefer
beden lzerinden insa ediyorlar. SOyle sorular GsUstyor
yine izleyicinin aklina: Toplum icinde bedenimin
goérintlsunid ne siklikla degistiriyorum? Bunlar ne
Olclde benim icimde sakladigimi disindidgim
hakikati yansitiyor? Ruhsal durumuma ya da i¢cinde
bulundugum ortama gére degisik gérinimler mi
sergiliyorum? Farkli personalar mi kuruyorum? Mahrem
alana geri ¢ekildigimde bunlari bir kenara atip ¢iplak
kalabiliyor muyum; kendim olabiliyor muyum? Ben
dedigim sey o ¢iplak halim mi, yoksa toplum icinde
belirdigim halim (ya da hallerimden biri) mi?

Mehtap performanslarinda cografya, kimlik,
toplumsal cinsiyet gibi glcli ve ¢cagrisim haznesi
genis temalar Uzerine ¢alisiyor ve bu performanslarda
gucll bir mevcudiyet ortaya koyuyor. Galeri Nev'de
gerceklestirdigi son iki kisisel sergi ise bu mevcudiyete

looking at her own image again and reproducing it for
discussion.

The discussion/play/experiment in this direction
takes a different approach in the series of figures
titled Permeability in the exhibition. Mehtap has again
transformed her own body and skin texture into the
raw material of her works. The artist’s skin is like a ball
of fabric that constantly unfolds, producing surfaces
through molds taken from it. In the Permeability series,
these surfaces are cut and stitched together in several
variations, resulting in figures that are close to the
classical conventions of sculptural tradition. The torso,
legs, breasts, back and shoulders, detached from the
entirety of the body, are reassembled in unconventional
ways. The compositions seem to follow not anatomical
logic, but rather the wandering dynamic created in the
mind by being read and stimulated. The fine details
on the skin texture create an almost hyper-realistic
look, while the rearrangements of parts form unnatural
organisms, resulting in a tension that puzzles the mind.
Although this series is reminiscent of the body collages
created by the Surrealists to disturb the bourgeois
perception of the period, Mehtap’s aim is not to surprise
or flip perceptions. To the contrary, she seeks to invite
the viewers to re-engage with the parts of the body and
to create a play that allows them to look at their own
body from the outside. The concept chosen as the title
of this work reminds us of an overlooked fact about
the biological structure of our skin; that the skin is not
a wall, that it can allow the transition of fluids between
the inside and the outside, and thus once again points
to the fragility of the opposition between inside and
outside, between the self and the other, between the
body and the surroundings.

It would not be inaccurate to say that the most
prominent work in the exhibition Yet the Forest was
Naked! was the work titled The Distance between me
and everything else, which also gave its name to the
exhibition held at Galeri Nev in 2017. The work -shown
as single body of work in the previous exhibition- marks
this exhibition in 2022 with four different versions.
Contrasting with the image of the first work, which
was split down the middle and laid out on the floor
like animal skins, this time, in different corners of the
exhibition space, we come across four separate piles of
skin molded from Mehtap’s own body. With the flexible
twists and folds, they evoke the clothes we take off and
throw around as soon as we enter home. One hangs
over a chair, one over the edge of a table, another on a
wall hook, and yet another on a coat hanger, as if ready
to be worn again when leaving the house. These pieces
do not appear to have been cut in half by an act of
violence, as in the first version; with their grayish color,
they look more like body covers, easily removed and
re-worn as a backup in a future where technology is
more advanced than ever. They re-build the relationship
we have established between face and mask, this time
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dair bir ic sorgulama niteliginde isliyor. iki sergi

de sanatcinin bedeninin, suretinin ve bedenine ait
parcalarin yogun gérinarligu Gzerine kurulu. Fakat
buradaki kullanimlari performanslarindan baska

bir yoringeyi takip ediyor. Karmasik toplumsal
tartismalarin bir adim disina cikarak daha sessiz bir
goérsel dille, insanin var olusuna dair temel sorular
Uzerinde durmaya calisiyor. Baskalarinin bakisina ve
algisina acik bedenin, suretin, tenin tam olarak ne
oldugu Uzerine kafa yoruyor ve bu gérinenin benlik
denen seye ne 6lclde karsilik geldigine, benligin bu
cisimselligin disinda algilanip algilanamayacagdina,
anlamlandirilip anlamlandirilamayacagdina

iliskin derin bir distnim firsati sunuyor.

% 6.19

Polyester dékiim | Polyester cast
2017, 60x24x13,5 cm

through the body. Some questions come to the viewer’s
mind: “How often do | change the image of my body in
public?”, “To what extent do these reflect the truth that
| think I’'m hiding inside?”, “Do | present different looks
depending on my mood or the situation I’'m in?”, “Am |
creating personas for myself?”, “When | step back into
my safe space, am | really able to put these things aside
and be naked, am | capable of being myself truly?”,
“This thing | call me, is it my naked self or the self (or
one of many selves) | wear in public?”

Mehtap often focuses on intense and widely
evocative themes such as geography, identity and
gender in her performances and she always shows
a strong presence. Her last two solo exhibitions at
Galeri Nev function as an internal interrogation of this
presence. Both exhibitions are centered around the
strong visibility of the artist’s image, body, and body
parts, but their use here belongs to a different path
than her performances: Mehtap takes a step away
from complex social discussions and tries to address
fundamental questions regarding human existence
through a calmer visual language. She ponders on
what exactly is the body, the image, the skin that is
open to the gaze and perception of others and offers
an opportunity for a deep questioning of the extent
to which what appears on the surface corresponds
to what is called the self, and whether the self can be
perceived and realized beyond corporeality.






Gegirgenlik

Durchlissigkeit

Yiiksek pisirim, porselen | Stoneware, porcelain
2021, 2 ed. + (1ae), 62x44x28 cm









Gegirgenlik
Durchlissigkeit

Yiiksek pigirim, porselen | Stoneware, porcelain
2021, 2 ed. + (1ae), 82,5x31x20 cm



Gegirgenlik

Durchldssigkeit

Yiiksek pisirim, porselen | Stoneware, porcelain
2021, 2 ed. + (1ae), 39%24x31 cm









Gegirgenlik
Durchléssigkeit

Yiiksek pisirim, porselen | Stoneware, porcelain
2021, 2 ed. + (1ae), 63x26x24 cm



Gegirgenlik
Durchlissigkeit
Alc1dékiim | Plaster cast
2021, 112x12x21 cm






Gegirgenlik

Durchldssigkeit

Yiiksek pisirim, sirlar, porselen | Stoneware, glazes, porcelain
2021, 2 ed. + (1ae), 47x27x24 cm



Gegirgenlik
Durchléissigkeit

Yiiksek pisirim, porselen | Stoneware, porcelain
2021, 2 ed. + (1ae), 47x27x24 cm






Gegirgenlik
Durchlissigkeit

Alc1 ddkiim | Plaster cast
2021, 61x34x25 cm



Tavsan
Rabbit

Toz porselen dékiim, altin varak | Porcelain powder cast, gold leaf
2021, 38,5x16 cm



Tavsan
Rabbit

Toz porselen dékiim | Porcelain powder cast
2022, 31x20 cm









Tavsan
Rabbit

Toz porselen dékiim | Porcelain powder cast
2022, 36x21 cm



Belimi Biiktiim
IBent My Back

Toz porselen dékiim, altin varak | Porcelain powder cast, gold leaf
2022, 4220 cm
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Polyester dékiim | Polyester cast
2017, 60x24x13,5 cm












Ben ve Her Sey Arasindaki Mesafe
The Distance Between Me and Everything Else

Polyester dékiim, ahsap aski | Polyester cast, wooden hanger
2022, 112x44x37 cm






Ben ve Her Sey Arasindaki Mesafe
The Distance Between Me and Everything Else

Polyester dékiim, demir aski | Polyester cast, iron hanger
2022, 109%42x34 cm



Ben ve Her Sey Arasindaki Mesafe
The Distance Between Me and Everything Else

Polyester dékiim | Polyester cast
2022, 85x88x58 cm



Ben ve Her Sey Arasindaki Mesafe
The Distance Between Me and Everything Else

Polyester dékiim, demir aski | Polyester cast, iron hanger
2022, 42x34x109 cm



Ben ve Her Sey Arasindaki Mesafe
The Distance Between Me and Everything Else

Polyester dékiim, demir aski | Polyester cast, iron hanger
2022, 42x34x109 cm






Ben ve Her Sey Arasindaki Mesafe
The Distance Between Me and Everything Else

Polyester dékiim, ahsap sandalye | Polyester cast, wooden chair
2022, 86x47,5x108 cm



Mehtap Baydu
Heniiz Orman Ciplakt1
Der Wald War Noch Nackt!

© Galeri Nev

Kirlangig Sk. 24/3
Gaziosmanpaga 06700 Ankara
galerinev.art

Ceviriler / Translations
Tiirkee’den Ingilizee’ye / Turkish to English
Ekin Timer

Fotograflar / Photography
Oguz Karakiitiik

Tasarim / Design
Barek

Bask: / Printing
Filmsan Digital

Kapak / Cover
Gegirgenlik
Durchldssigkeit

Yiiksek pisirim, porselen | Stoneware, porcelain
2021, 2 ed. + (1ae), 47x27x24 cm

Arka Kapak / Back Cover

Tavsan
Rabbit

Toz porselen dékiim | Porcelain powder cast
2022, 36x21 cm






galerinev.art



