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Kiyafet (2015)
Pazen, imzali ipek astar ve diigmeler, 36 beden
Flannel, autographed silk lining and buttons, size 36




EAT ME - MEET ME

MEHTAP BAYDU'NUN ESERLER| UZERINE

ON THE WORK OF MEHTAP BAYDU

Barbara Heinrich

Sanat tarihgi, kUratér ve yazar,
Berlin’de yasiyor ve ¢alisiyor

Art Historian, curator and author;
lives and works in Berlin

GuUzel sanatlar icinde performans, insanin kendini
gerceklestirmesinin ve dogrulamasinin yollarini,
biyografi, kaltdr tarihi ve toplum siyaseti agisindan
arastirmaya en uygun medya olsa gerek. Mehtap
Baydu’nun calismalarinin 6zUnU performans sanati
olusturuyor. Bunun da 6tesinde, performanslariyla
iliskili olan ve calismalarini daha da genisleten nesneler,
heykeller ve fotograflar da sanatinin bir parcasi.
Baydu’nun eserleri, tematik olarak, sosyal alanlarin ve
davranis bicimlerinin incelenmesi, kUltlrel etkilenme,
bireysellik ile uyumluluk arasindaki gerilim ve belirli
rol beklentileri ile bu rollerin belirlenme slrecine
gédndermeler yapan sik gézIU bir agda birlesiyor. insanin
kendi kimligini sorgulamasi her zaman kendi éykuslyle
yakindan bagdlantili oluyor. Kolektif ve bireysel kimlik
nasil meydana geliyor? Kiltlrel otoportre nedir? Bir
yasam cercevesi nasil belirlenir? Baydu, hem bedeni
(kendi bedeni ve izleyicinin bedeni), hem de giysiler,
hareketler, davranislar, yiyecekler ya da dil gibi gtnltk
yasamin sosyo-kultlrel 6Jelerini malzeme olarak
kullaniyor. Sanat¢inin eserleri, birbiriyle baglantili
iki proje kapsaminda -istanbul Artinternational ve
Ankara’da Galeri Nev'de bir kisisel sergi- ilk kez
kapsamli bir bicimde izleyiciyle karsilasiyor.
Ankara’daki sergi, 2010 yilinda gerceklestirilmis
performans videosu “eat me-meet me” ile baslyor.
Baydu, bu video ¢ekimi sirasinda Uzerinde pestilden
bir elbiseyle sergi salonunda oturuyor. Pestil,
kaynatilmis meyve ézlerinden yapilan ve islenip
kurutuldugunda ham deriyi animsatan geleneksel
bir Turk tatlisi. Performans sirasinda, Baydu’nun
kendi elbisesini yemeye baslamasi, izleyicileri de
elbiseden tatmaya isteklendiriyor ve performansin
sonunda sanatgi ciril¢iplak kaliyor. GUnlUk hayatin

In the fine arts, performance seems to be the medium
best suited to explore the themes of self-discovery
and self-assurance, with respect to biography, cultural
history and social politics. Performance art is at the
core of Mehtap Baydu'’s artistic practice. Furthermore,
various objects, sculptures and photographs, which are
affiliated closely with the performances and thus widen
them as regards content, are also part of her works.
Baydu knits a fine-meshed net, which thematically
investigates social issues and behavioural patterns,
cultural imprinting, the tension between individuality
and conformance, and the expectations and
determinations of specific roles. Ultimately, her work
deals with the complicated process of the formation of
identity. The question about the own identity is always
linked to the question about the own history. How
does collective and individual identity form? What is
a cultural self-portrait? How is the frame of your living
determined? Body (her own body as well as that of the
audience), the socio cultural elements of daily life such
as dress, gesture, act, food and language are among the
materials of Baydu. Her work is now widely presented
for the first time in Turkey through two connected
projects, a solo presentation at the Artinternational,
Istanbul, and a solo show at the Galeri Nev, Ankara.
The exhibition in Ankara starts with Baydu’s 2010
performance “Eat Me-Meet Me”, presenting a video
documentation of the artist sitting in an exhibition hall
with a dress made of dried fruit rollup. Dried fruit rollup
is a traditional Turkish desert made of boiled and dried
fruit essence, which resembles to rawhide after the
process. During the performance Baydu starts eating
pieces of her dress, which also encourages the viewers
to taste it, until, at the end of the performance, the



belirlenmis davranis bicimleri icinde kalmis insanlarin
iliskileri, burada, tim katilimcilar icin, sinirlar étesi bir
deneyim haline geliyor. Performans sirasinda bir cam
fanus altinda muhafaza edilen elbisenin minyatdr bir
modeli de “Pestil Elbise” (2010) adiyla sergileniyor.
“Séz Gumus ise” (2010) calismasiyla Baydu,
dilin anlamini ve dilin kUltdrel anlayis kaliplariyla
baglantisini inceliyor. Calisma farkli sosyal siniflardan
yirmi bir kadinin agizlarindan alinmis kaliplarin altin
kaplama bronz dékimlerinden olusuyor. Burada
alintilanan “Séz gimusse, stkGt altindir” ézdeyisi,
bazen uygunsuz ya da gereksiz bir s6z sdylemektense,
susmanin daha iyi oldugunu 8gutlayor. Ozdeyisin
kodkeninde altinin gimusten daha degerli oldugu
yatiyor ve degerlendirme, konuskanlik ile agzi sikilik
oOzelliklerinden ikincisinin daha makbul oldugunu
vurguluyor. Ancak bu 6zdeyis, aynl zamanda, susmanin
baskici bir ara¢ olarak kullanildigr tutucu ve 6zgUrluk
karsiti bir anlayisi da ifade ediyor. Dort yil sonra,
bu calismadan hareketle Stuttgart Klnstlerhaus’de,
Ankara sergisinde de video olarak gosterilecek olan
“Sessizlik” (2014) adli performans ortaya cikiyor.
Klratdér Adnan Yildiz, sergi mekaninda sergilenen
calismalar Uzerine konusurken, Mehtap Baydu, bir
calisma masasinda oturarak, mUhir mumundan
agzinin kalibini ¢ikariyor. Sanatg¢i hazirladigi kalibir daha
sonra bir sargl bezinin yardimiyla klratoérin agzina
bagliyor. Béylece onun susmasini mi, yoksa ikisinin bir
agizdan konusabilmesini mi sagladigi belirsiz kaliyor.
Mehtap Baydu, 2010 yilinda “Osman” figlrinG
de yaratiyor. Soyadi olarak da kullanilan TuUrk erkek
ismi Osman, “daha akilli” ve “glc¢li adam” anlamlarina
geliyor. Bir fotografta bayramlik siyah takim elbisesiyle,
caylirda bir sandalye Uzerinde otururken gortlen Osman,
6zglven ve gururla bize bakiyor. Osman, sanatc¢inin,
kadinlik rolin( terk etmesine ve kiyafet Gzerinden
tanimlanan rol yiklemelerini sorgulamasina yol acan,
“alter ego”su olarak gorulebilir. Calisma ayni zamanda
1960l yillarda Turkiye’den Almanya’ya gdg¢en sayisiz
isciye gbndermede bulunarak, yaban ellerde yeni bir
memleket bulmanin zorluklarini anlatiyor. Memleket
ne demek? Memleket bir yer, bir Glke mi yoksa insanin
bUyddigu ev mi? insan memleketini secebilir mi?
“Ekmek Bavul” (2011) adli eser de gocle ve
strglnle, 6zellikle de Turk kirsal ntfusunun bUyUk
sehirlere ve yabanci iscilerin Almanya’ya gbéc¢lyle
baglantili. Sanat¢i burada glinlik yasamin iki nesnesini
-bavul ve ekmek- duyumsal-éykisel bir yoruma
aclyor. Mldahalesi son derece ince ve sanatsal degeri
kavramsal yaklasiminda yatiyor. Baydu, glnlUk hayatin
bu nesnelerini birbirine hem fiziksel olarak ekleyerek,
hem de dykuUlerinden baglayarak, dénUtstlriyor. Bdylece
farkh bakis acilari da, sanal olarak mekan ve zamanda,
cografya ve tarihte yeni ifade alanlari acacak bicimde
birbirine baglanmis oluyor. Bir kilogram agirligindaki
bir Alman kdy ekmeginin bronz olarak dékuldugu
yeni ¢calismasi “Bir Kilogram Ekmek” (2015) iste bu

artist becomes completely naked. Personal relations
bounded by behavioural patterns determined in daily
life, here becomes a transboundary experience for all
the participants. The miniature model of the dress,
which was preserved under a bell glass during the
performance, is also exhibited, with the name “The Fruit
Rollup Dress” (2010).

In “Speech is Silver” (2010), Baydu explores
the meaning of language and its relation to cultural
conception patterns. The work includes bronze
castings of mouth moulds taken from twenty one
women, all coming from different social backgrounds.
The idiom referred here, “if speech is silver, silence is
gold”, advises us that sometimes it is better to keep
silence, instead of inappropriate or useless talking.
Underlining the fact that gold is more precious than
silver, the saying compares being talkative and tight-
lipped, and values the latter. On the other hand, this
motto is also an expression of a conservative and
anti-freedom mind set, using silence as a means
of oppression. Hence, following this work in four
years, the artist realises her performance called “The
Silence” (2014) at Stuttgart Klnstlerhaus, of which
the documentation is also exhibited in Ankara. There,
while the curator Adnan Yildiz is giving a speech on the
works of Mehtap Baydu, she herself is working at a desk
casting her own mouth’s mould from sealing wax. Then
she fixes this mould with an aid of a bandage to the
mouth of the curator; thereby creating an ambiguous
situation, where one can not tell whether she wants to
shut him up or to give their speech a single common
voice.

In 2010 the artist also creates the figure “Osman”.
In Turkish, forename Osman, which is also used as a
surname, means both “smarter” and “strong man”. In
this one photograph we see Osman with his celebratory
black suit on, sitting on a chair in a wide grass garden,
gazing us with self-confidence and pride. Osman may
be interpreted as the alter ego of the artist that leads
her to leave the role of womanhood and to question
all the roles defined through dresses. At the same
time, this work refers to migrant workers of 1960s who
came to Germany from Turkey and the hardship they
have experienced while trying to find a new home in a
foreign country. What is the meaning of homeland? Is
homeland a place, a country or the house where you
grow up? Can one choose her/his motherland?

“Bread Suitcase” (2011) is also related to migration
and exile; particularly the migration from rural areas
to urban areas in Turkey and the labour migration
towards Germany. Here the artist interprets two objects
of daily life, the bread and the suitcase, in a sensual-
narrative context. Her intervention is very subtile and its
artistic benefit lies in the conceptual approach. Baydu
transforms these everyday objects by applying the
principles of montage, but above all by contextualising
their history. Thus, she links in an imaginary way



baglamda meydana geliyor. Memleket yoksa insanin
dogdugu yer degil de, gunlik ekmegini ¢cikardigi
yer mi? Yoksa memleket aile mi, samimi oldugumuz
insanlara karsi hissettigimiz aidiyet duygusu mu?

“Karakter BlUrinmek” (2012) adli performans,
aile ve egitimin kisiligin sekillenmesinde oynadigdi rolle
ilgili. Sanatci bu calisma icin c¢esitli kadinlardan birer
elbise istiyor; bunlarin arasinda geleneksel uzun bir
elbiseyle katkida bulunan annesi de var. Elbiseler sergi
alanina asiliyor ve duvara not kagitlari yapistiriliyor;
not kagitlarinin Gzerinde elbiselerin eski sahiplerinin
adlarinin yani sira, “Ben klcuUk bir kizken iltimasliydim;
oyun oynadigim diger klcUk kizlara pantolon giymeleri
yasaklanmisken, ben giyebiliyordum. Fakat nineme
ve teyzeme ziyarete giderken kesinlikle elbise giyme
zorunlulugu vardi” gibi kimi notlari da yaziimis. Sanatgi
performans sirasinda bu elbiseleri Ust Uste giyiyor.
Sonunda ¢ok katmanli bir kumas yumagi icinde sikisip
kaliyor ve sonra 6zglrlestirici bir eylem olarak bu
kozadan yavas yavas kurtulmaya basliyor. Baydu,
istanbul’da, bu performansin bir fotografini ve el yapimi
kagitlarla gerceklestirilmis heykelini; Ankara’da ise
performansin videosunu, annesinin sdzkonusu elbise ile
fotografini, ic ice gecmis elbiseleri ve eski sahiplerinin
notlarini sergiliyor. Fotografta Baydu’nun annesi daha
dnce Osman’in da oturdugu sandalyede oturuyor.

Bu performansin ardindan “Annesinin Kumasindan”
(2015) adh heykel geliyor. Bu ¢calisma Mehtap
Baydu’nun annesinin yukarida belirtilen fotograftaki
durusu temel alinarak gergeklestirilmis U¢ blstU bir
araya getiriyor. Blstlerden ilki yine kagittan, ikincisi
kumastan, G¢lnclsl ise mumdan. Kumas blstln
kaplandigi cicek desenli pazen, annesinin cicekli
elbisesine gdndermede bulunuyor. Ayrica Ankara’da
bu ayni kumastan sanatc¢inin bedeninde bir erkek
elbisesi dikilmis. Elbisenin astarina el yazisiyla
“Mehtap Baydu” imzasi dokunmus; ayni imza elbisenin
digmelerinde ve cicek desenli kumasla kaplanmis
ayakkabilarda da yer aliyor. Elbisenin minyatlr modeli
ise, Istanbul’da cam vitrin altinda sergileniyor.

Bu dUnyadaki konumumuzda, ailelerimizin yani
sira, arkadaslarimiz ve tanidiklarimiz da merkezi
bir 5nem tasir. Mehtap Baydu 2014-2015 yillarinda
hayatinda énemli yeri olan erkeklerin (dostlar, tanidiklar,
meslektaslar, eski okul arkadaslari, sik sik alisveris yaptigi
bufenin sahibi gibi) fotograflarini cekiyor. Fotografi
cekilen tim erkekler istedikleri pozu verebiliyorlar, ancak
cekimden sonra Uzerlerindeki gdmlegdi sanatgiya teslim
etmek zorundalar. Baydu bu gémlekleri uzun seritler
halinde kesiyor, yumak haline getiriyor ve sislerle 6rerek
kendisini bir koza ile sarmaliyor. Simdi Ankara’da portre
fotograflarinin yani sira seritlerden olusan bu 6rgi is de
sergileniyor. istanbul’da ise gémleklerin bir portmanto
Uzerinde dizilmis fotograflari géruliyor. Portmanto, yine,
daha énce “Osman”in da oturdugu cayirda duruyor.

Buna, tim gdmleklerin yakalarini Gst Uste
boynuna gecirdigi ve bdylece Karen Padaung’un

different aspects in space and time, in geography and
history, to open up new narrative spaces. Her recent
work called “One Kilogram Bread” (2015), a bronze cast
of a loaf of German bread, is originated from this same
concept. Can it be that homeland is not the place where
you were born but where you earn your daily bread? Or
is homeland the family; is it a sense of belonging to your
familiar people?

The performance named “Wrapping in a Character
7 (2012) is about the role that the family and education
play in the process of identity formation. For this
performance the artist requests from various women
to give in one of their dresses, including her mother
who participated with a long traditional dress. Dresses
are hanged up in the exhibition area, alongside some
notes. On them, besides the names of the owners, there
are quotes. One of them states: “When | was a little girl
| was lucky; | could wear trousers whereas other little
girls that | play with were forbidden to wear. But when
| go to visit my grandmother or aunt, | was obliged
to wear a dress definitely.” During the performance,
the artist wears all these dresses on top of each other,
ending up being squeezed in a many layered fabric
flock. Then she starts to unload this cocoon slowly as
an action of emancipation. In Istanbul, Baydu is showing
a photograph of this performance, as well as a hand
made paper figurine, whereas in Ankara, the video
documentation of the performance, a photograph
of her mother in the above-mentioned dress, the
interwoven dresses and the accompanying notes are on
view. In the photograph, Baydu’s mother is siting on the
same chair as Osman.

And then there is the sculptural work entitled
“From Her Mother’s Fabric” (2015). It includes three
busts based on the posture of the artist’s mother in
the above mentioned photograph. First of the busts is
again made of paper, the second of fabric and the last
one of wax. The flower pattern of the fabric covering
one of the busts refers to the mother’s flannel dress. In
addition, Ankara is hosting a man’s suit in artist’s body
size, sewn with the same fabric. The signature “Mehtap
Baydu” is embroidered on the suit lining; the same
signature is on the buttons and on the shoes covered
with the flower pattern, while a miniature model of the
dress is saved for Istanbul under a glass vitrine.

Besides our parents, our friends and acquaintances
also have a central importance with respect to our
positioning in life. In years 2014-2015 Mehtap Baydu
took photographs of important men in her life (among
them are friends, acquaintances, artist colleagues,
old school fellows or the owner of a kiosk where she
frequently shops). The men photographed were free
to pose as they like, but obliged to give their shirts to
the artist after the shooting. Baydu cuts these shirts in
long strips, makes a bobble and knits a cocoon around
herself. In Ankara along side the men photographs, this
knitted cocoon is also exhibited. Whereas in Istanbul



“uzun boyunlu kadinlar’ini animsatan sanatcinin bir
fotografi eslik ediyor. Tayland’da yasayan bu soyun
gelenedine gore, bakir spiralleri boyunlarina Ust
Uste geciren kadinlar bu sayede boyunlarinin daha
uzun gérinmesini sagladiklari icin daha glzel kabul
ediliyorlar. Adetlere gére bir kadinin mertebesi boyun
spirallerinin ylUksekliginden anlasilirken, bir kizin
evlenme sansi yine spirallerin ylUksekligine gore artiyor.

Sosyal normlarin ve belirli bir zaman dilimine
mahsus politikalarin kadinlarin goérintlsind nasil
belirledigini “Cumhuriyet Kizlar1” (2015) da irdeleniyor.
Calisma, el yapimi kagittan yapilmis ve cam vitrinler
altinda sergilenen bir dizi kiicik heykelden olusuyor.
Sanatcl dénemin cesitli temsillerinden ilham alsa
da, figUrleri yaraticihgini 6zglr birakarak ortaya
cikariyor. Buradaki tek istisna, 6zgln gérintUsline
mUmkUn oldugunca sadik kalinan Sabiha Gékgen
figlrl. Gokegen Turkiye’nin ilk kadin pilotu, dinyanin
ise ilk kadin savas pilotu olarak taniniyor ve pek ¢cok
o6zelligiyle modern TUrk kadinini temsil ediyor.

Mardin Bienali sirasinda sergilenen “Yagmur
Geliyor” (2015) performansinda Mehtap Baydu,
tavus kusu tayleri renginde bir elbise giymis halde
Mardin sokaklarinda dolasiyor ve yanindan gecen
yayalara tavus kusu tlyleri dagitiyor. Bu sirada bir
megafondan dlUzenli araliklarla bir tavus kusunun
c1ghidr duyuluyor. Tavus kusu Hint mitolojisinde
hayatin kaynagidir ve “minh-ao, minh-ao” seklindeki
¢ighgr “yagmur geliyor” anlamina gelir. GUzelligin,
zenginligin, askin, tutkunun ve 6limsdzIGgun semboll
olarak tavus kusunun hayvanlar dlinyasinda eskiden
beri 6zel bir yeri bulunur. Etrafinda farkl kaltar ve
cagdlara ait mit ve efsaneler dolasir. Kurtlerin ilk
dinleri olan Yezidilikte de bu hayvan “Tausi” adiyla
Melek olarak anilir ve Tanri tarafindan en Ust melek
ve dinyanin koruyucusu ve yoneticisi olarak bilinir.

Mehtap Baydu calismalariyla géndermelerden
olusan ince bir oyunu harekete geciriyor. icinde
bUyUudigu ve yasadigi kalturlerle olan mahrem
iliskisini eserlerine yansitiyor, bu kultdrlerin gelenek
ve normlarini sorguluyor, bu kaltdr cevrelerinin
birbirlerine tezat ya da benzer bakis ac¢ilarina isaret
ediyor ve tUm bu ritUel ve kodlar arasinda kulturler
Ustd bir baglantinin olanaklarini arastiriyor. Sanatci
glnlik yasamin kimi konularini ve sosyal eylem
alanlarini incelerken, degismez dinya tasarilarinin
¢c6zUmsUzIGgunl ve gbrme, disiinme ve davranmanin
sinirlandirilmis yapisini gézler éniline seriyor. Bu sirada
izleyiciyi ise daima deneyim ve ¢cagrisim alanlarindan
olusan heyecanli bir sebekenin parcasi haline getiriyor.

one can see a photograph of these shirts hanged in
order upon a stand, and again, the stand is on the same
grass where “Osman” sits.

This photograph of the shirts is accompanied with
a photograph of the artist herself. Wearing all the necks
torn from the shirts on her neck, one on top of another,
she reminds us one of the “Long Necked Women”
of Karen Padaung. According to the tradition of this
tribe living in Thailand, women who put cupper spirals
around their necks to make it longer are accepted to
be more beautiful for this very reason. Also, the higher
the spirals, the higher the rank of the woman and the
possibility of her getting married will be.

The way social norms and politics specific to
certain moments in history determine the image of
women is the issue of “Women of the Republic” (2015)
as well. The work includes a series of small sculptures
of hand made paper, exhibited under glass vitrines.
Although inspired from the representations of the era,
the figurines are created freely; with one particular
exception: Sabiha Gdékcen. Her figure is loyal to her
photographs. The first woman pilot of Turkey and
the first woman war pilot in world’s history, Gokcen
represents the modern image of women in Turkey.

The performance “Rain is coming” (2015),
exhibited at the Mardin Biennial, again refers to the
topic of origin. The artist is wandering in the streets
of Mardin in a colourful peacock costume, distributing
feathers of peacock to the passers by. Her walk is
accompanied with the cry of a peacock, heard from a
megaphone in regular intervals. Peacock is the source
of life in Indian mythology and its “minh-ao, minh-
ao” cry means that “the rain is coming”. Since time
immemorial, peacocks have a special status in the
world of animals as the symbol of beauty, wealth, love,
passion and immortality. There are many myths and
legends around it in different cultures and ages. For
example, in Yazidi religion, which is the ancient religion
of the Kurdish people, peacock is named as “Tausi” and
is known as the highest Angel protecting and ruling the
world.

Mehtap Baydu’s artistic practice sets in motion a
very fine play of numerous references. She reflects her
personal relationship to the cultures she was raised and
is living in, questions their respective traditions and
norms, points out the contradictions and similarities,
and explores which rituals and codes could be linked
in a cross-cultural way. Examining the various issues of
daily contexts and the spaces of social action, Baydu
displays the deadlocks of construed views of the world
and the standardised structures of seeing, thinking
and behaving. At these junctures, she always involves
the audience part of in an exciting network of different
experiences and connotations.



ANLAMAK
TO UNDERSTAND

Dorothee von Windheim

Sanatgl, profesor,
Kunsthochshule Kassel
Artist, professor,
Kunsthochshule Kassel

Mehtap Baydu baska bir Glkeden gelmektedir,
benimkinden farkl bir ana dili ve dini vardir. O,
farkh bir kaltGrden, farkli bir gelenekten ve diger
farkiliklarin yani sira farkli bir kusaktandir... Elbette,
onun sanatl benimkinden farklidir; Mehtap Baydu
benimkinden baska bir maksatla calisir, baska
malzemeler, baska teknik ve araclar kullanir.

Yine de ben onu anlarim, en azindan anladigima
inanirim ve onun da beni anladigini bilirim. iki
tarafin farkliliklarini birbirine baglayan birseyler
vardir ve emin olun bu ikimize mahsus degildir.

Mehtap Baydu’yu farkl kilan ézelikler arasinda,
onun sanatinin ve sanatindan yansiyanlarin ¢ikis noktasi
da sayllmalidir. Erkegin bicimlendirdigi, 6zel ve sosyal
yasamin blyuk él¢ctde gelenekler ve din tarafindan
belirlendigi toplumdan gelen kadin, bu iliskilerden
etkilenir. Baydu’nun bize anlattigi toplumsal yapida ise
‘kadin modeli’ ve onu tamamlayan karsiti ‘erkek modeli’
yer degistirir. Bu modelleri konu edinen sanatci, kimi
zaman aralarinda hareket ederken, kimi zaman onlara
tabi olur. Ayni zamanda kendisi de kadin rolinU birakip,

erkek rolUnU Ustlenerek sinirlari nasil zorladigini sergiler.

Koklerinin bulundugu Turkiye ile yasamini
sUrdlrdigu Almanya arasindaki git-gelleri, i¢ ve
dis gbzlemlerinde, ona cift yénll bir bakis acisi
saglar ve bu sanatina kacinilmaz olarak yansir.
Dahasi, islerinin etkisi de, nerede gosterildiklerine
gobre farklilasir. Orada, burada ya da baska
yerde, baska baska anlasilacaktir. Ama:

Mehtap Baydu’nun sanati anlasilacaktir
/ Mehtap Baydus Kunst wird verstanden.

Mehtap Baydu comes from another country, she

has another language, different than mine, and a
different religion. Besides our many other differences,
she is from another culture, another tradition, and
another generation... Surely, her art is also different
than mine; Mehtap Baydu works with another
intention, uses other materials and other mediums.

Still,  understand her, at least | believe
| do and | know she understands me too.

There is something that binds me and her, and
believe me, it is not only between us two.

Among the qualities that makes Mehtap Baydu
different, | should also refer to the origin of her works
and her reflections. Women, coming from a society
shaped by men, a social and private life determined
by tradition and religion, are affected from these
relations. Whereas in the social structure constructed
by Baydu, the archetype of a woman and that of a
man change places. Working on those models, the
artist sometimes moves among them and sometimes
let herself moved by them. Moreover, she herself
may leave the role of a woman, take over that of a
man instead, and may simply exhibit her challenge.

Coming and going between Turkey, where her
roots are, and Germany, where her life is, provides
her with a double vision in her inner sight as well as
her outer observations. This double vision is certainly
reflected in her art, which is also changing according
to where it is being shown. Her works are understood
differently here, there and elsewhere. However:

The art of Mehtap Baydu will be understood.

/ Mehtap Baydus Kunst wird verstanden.



Kiyafet (2015)
Pazen, imzali ipek astar ve diigmeler, 36 beden
Flannel, autographed silk liningand buttons, size 36




SAHMARAN’IN OYKUSU

A TALE OF SHAHMARAN

Didem Yazic:

Museum flr Neue Kunst Freiburg
Arastirmaci Klratoér

Museum fur Neue Kunst Freiburg
Curatorial Researcher

Kimi sanatcilarin gérdliglindz ilk isi sizi o denli

yakalar ki, o andan itibaren pratidi ile bir sekilde
iliskilendidginiz hissine kapilirsiniz. Mehtap Baydu’yu ilk
defa “eat me - meet me” (2010) performansi sirasinda
tanidigimda, onun hayata dair en temel ihtiyac, gladd
ve kosullanmalari konu ederek kurdugu sanatsal

dilin samimi ve sert grameri bende kalici bir merak
uyandirdr. Ayni anda hem kiskirtict hem de yalin bir
anlatim iceren bu performans, sanatcinin yéntemsel
olarak, katmanli, tarihi ve karmasik konulari damitarak
calistigini ddsinddidrmdstid. Zamanla farkli islerini
tanidikca, bu dislincenin dogrulandigina tanik oldum.
Cok kdaltarld toplumlarin karmasik sosyal yapisini
yansitan gindelik nesneleri kullandigr calismalari
yapmaciksiz bir elestirellik alani sunuyor. Deyimler,
yiyecekler, elbiseler ve bedenler, baglamlarindan
yabancilasmadan, sanatcinin tasarladigi kurgusal

8ykl ve karakterlerde yer alarak, belirli yer, politika ve
kaltirlere géndermede bulunuyor. Hayatin insancil ve
dogal akisini aksatan cekince, ényargi, kimlik, klise,
baski, ayrim gibi kisitlamalar Ustiikapall bir ylizlesmeyle
kendini hissettiriyor. Sanatcinin heykel ve performans
odaklir pratigi, desen, yerlestirme, fotograf gibi
malzemelerle genis bir alana yayilsa da, anlatis bicimi ve
icerigiyle batdanlikld bir sanatsal durusu temsil ediyor.

Didem Yazici: Seni ilk gordigim ani ¢cok net hatirliyor
olmamin &zel bir nedeni var. 2010’da documenta-
Halle’de gerceklestirdigin performansina baslamadan
&nce, orada bulunan ortak tanidiklarimiz Ozlem
GUnyol & Mustafa Kunt aracilidi ile birbirimizi duyup,
sanki birbirimizi tanisiyormuscasina selamlasmistik.
Bundan hemen sonra, Gzerinde bedenini saran
pestilden yapilmis bir elbise ile, beyaz bir kaidenin

There are some artists who, with the very first piece

of work spotted, make you feel affiliated to their art
practice. | met Mehtap Baydu for the first time during
her “eat me - meet me” (2010) performance. The
intimate but hard grammar of her artistic language,
issuing the most basic needs, motives and conditionings
of life, aroused my solid interest. Agitating but at he
same time plain narration of this performance made
me think that the artist produces by abstracting the
stratified, historical and complex issues. | withessed
the verification of this first impression in time as | get
to know her other works. Making use of daily objects,
which reflect the complex social structure of a multi-
cultured society, they are all presenting an area of
sincere criticism. Idioms, food, dresses and bodies
show themselves in fictional stories and characters
designed by the artist without being alienated from
their contexts, they signify a specific place, politics and
culture. The limits of drawbacks, prejudice, identity,
cliché, oppression and discrimination that disrupts the
humanitarian and natural flow of life is felt with a covert
confrontation. Sculpture and performance are at the
centre of her artistic production, although drawings,
installations and photography are always incorporated,
and they all represent an integral artistic stance both in
their style and content.

Didem Yazici: | remember very clearly the moment

| first saw you, and there is a particular reason for

it. Before you started your performance at the
documenta-Halle, thanks to our mutual friends Ozlem
GUnyol and Mustafa Kunt, we sensed and greeted each
other as if we have known each other long before.
Then you just sit on a white stand with your tightly



Gzerine heykel gibi oturdun ve elbisenden parcalar
koparip yemede basladin. Bu slrece izleyicilerin de
katilimi eklenince, bir stire sonra tamamiyla ¢iplak
kaldin ve mekani terk ettin. Bedenin arag¢sallasmasi,
iliskilenmesi, farkli rollere bUrinebilme potansiyeli,
duygusal ve politik bir malzeme olmasi, pratiginin
en temel esin ve meselelerinden biri. Heykel egitimi
alip performansa ge¢cmis olman bu nedenle insanda
merak uyandiriyor. Bu slUrecten bahseder misin?

Mehtap Baydu: Tanistigimiz ginl ben de
dln gibi animsiyorum. Benim icin cok énemli olan
performanslarimdan birine denk gelmisti; ki bir
sanatc¢iyl tanimanin en iyi yolu herhalde onu is
Uzerinde izlemektir. Calismalarimda kendi bedenimi
oldugu gibi, seyirciyi ise bir gonGlltlik cercevesinde
kullanmayi deneyebiliyorum. Sanat¢inin bedeninin
sanatin objesi haline gelmesi elbette yeni bir sey dedil.
Olustudugum mekanlarda ve performanslarimda,
heykel calismalarimin goérsel bir yansimasiyla
karsilasman kag¢inilmaz. Fotograf, video-performanslar,
cizimler, heykel calismalari, ya da enstalasyonlar
birbiri arasinda geciskenligi olan ve benim konturlerle
birbirinden ayirmadigim mecralar. Hepsi bir arada
benim hareket alanimi ve ifade imkanlarimi genisletip
bana farkli olasiliklar sunuyor. Yedi-sekiz yildir diger
calismalarimla birlikte sGrdUrdigim performanslarim
da baslangicta duydugum bu farkl ifade alanlari
ve izleyiciyle karsilasma ihtiyacimin bir sonucu.

DY: 15 seneyi askin stredir bircok grup sergisi,
performans programi ve ufak solo sunumlarin ardindan
pratigini toplayan ve belirli karakteristik islerini bir araya
getiren ilk kapsamli solo sergini bu yaz, “Sahmaranin
Oykust” (A Tale of Shahmaran) adiyla Berlin’de
BERLINARTPROJECTS’de gerceklestirdin. Pratiginde,
cok aceleci davranmayan, éncelikli olarak bir sergide
yer alacadi dlUsUnulerek hazirlanmamis, kendi icinde
butanlukld, agir ama emin adimlar izleyen bir yaklasim
gbérlyorum. Bircok sanatcinin ‘network’, iletisim ve
gorunlrliak stratejilerine agirlik verdigi bir ddonemde
bu tavrin kendinden emin bir durus olarak okunuyor.

MB: Son yillarda en ¢cok is sergiledigim sehir
Berlin oldu. Tabii ki Berlin’deki ilk solo sergi,
sehrin kendi sosyal ve sanatsal dinamigi, ve Berlin
Bienali’ne denk gelen zamanlamasiyla cok heyecan
verici benim icin. Dar bir zamanda seninle birlikte
hazirdigimiz sergide; birbirini tamamlayan islerden
bir seckiye, mekanin dinamiklerini de gdz 6nline
alarak = yer vermeye calistim. icerik ve arka planlari
ile birbiriyle akrabaligi olan isleri sergiledim. Bu
sergi daha ¢cok performanslar ve onlarla baglantilari
olan calismalarimin bir 6zeti niteliginde oldu.

DY: Sergide yer alan her calisma; malzemesi ne
olursa olsun, 6zinde performans pratidi ile iliskileniyor.
Performans aninda Uretilen fotograf, heykel, video ya da
yerlestirme ilgilendigin temel meseleleri farkl formlarda
Uretiyor. Ancak sergide yer alan iki heykel - ‘1 kg Ekmek’
/ ‘1 kg Brot’ (2014) ve ‘Brot-Ekmek’ (2011) - bu anlamda

fitting dress made of fruit leather and started eating
pieces of the dress you pulled off. When the audience
participated to this process, you soon ended up entirely
naked and left the space. Instrumentalisation of the
body, associates of it, the potential of changing roles,
the body being a sensational and political material;
these are amongst the most basic inspires and issues of
your art practice. Your studying sculpture and heading
to performance is thus intriguing. Could you tell us
about this shift?

Mehtap Baydu: | also remember the time we met
as if it was yesterday. It fell right on the day of that
performance, which was very important for me; and
| guess this is the best way to get to know an artist:
on the job. | am trying to use my own body as well as
every voluntary audience during my performances. It’s
obviously not new that the body of the artist becomes
the object of the art. At the spaces | create and during
the performances | conduct, you may surely confront
with visual reflections of my sculptures. There is a
clear transitivity between my photography, video-
performances, drawings, sculptures and installations;
| don’t separate these areas with bold lines. Indeed
they widen my scope offering different expression
opportunities and variant possibilities. | execute
performances along with my other works for seven-
eight years as an outcome of this need for multiplying
my expression and for meeting my audience.

DY: You opened your first extensive personal
exhibition “A Tale of Shahmaran” in Berlin at
BERLINARTPROJECT this summer. This show compiles
all the specific works that characterize your practice
after 15 years of group shows, performance programs
and other small-scale solo presentations. Looking
back, | see a comprehensive progress with slow but
firm steps; you don’t hasten, that is you don’t create
your work just to exhibit in the first place. In a time
when most of the artists are primarily paying attention
to “networking”, communication and visibility, this
behaviour is a very confident stand.

MB: Berlin turns out to be the city where I've
exhibited the most recently. This first solo show
in Berlin was really exciting to me, as it took place
within the general aura of the city’s social and artistic
dynamics and during the specific moment of the Berlin
Biennial. In the very short time we had, you and me
tried together to choose complementing pieces, taking
into consideration the dynamics of the space as well.
Thus | exhibited the works that are related to each other
contextually and sharing the same background. This
show ended up being a summary of my performances
and the related pieces.

DY: No matter what the material is, all the
pieces are indeed related to the performances. The
photographs, sculptures, videos or the installations,
created during the very moment of the performances,
all reproduce the same basic issue in different forms.



diger islerden ayriliyor. Bu gézlem dogrultusunda,
malzeme ve konu iliskisini nasil ¢calistigini acar misin?

MB: Calismalarimda hangi malzemeyi
kullanacagima iliskin bir énkosulla kendimi sinirlamam.
Bu iki calisma, “Osman” ve “5451 Osman’ ¢alismalariyla
ortaya c¢cikan kurgusal gdo¢cmen isci karakteriyle ¢cok siki
baglari olan isler. Elbette ki ekmekten bir bavul ve bronz
Alman ekmegdi, Alman iscisine oldugdu gibi, her klltirden
gurbetc¢iye yakin bagdlara sahip. ‘Brot - Ekmek’ (2011)
calismasinda ekmegdi malzeme olarak kullanip ondan
bir bavul yaparken malzemenin izleyiciyle kurdugu
bag, sundugu imgesel géndermeler ve bavul ile ekmek
kavramlarinin Ust Uste bindirilmesiyle ulasmak istedigim
etki, bronzdan doékllmUs olan ‘1 Kg Ekmek’ isinde
ulasmak istedigim etkiden ¢cok farkli. Kendi bedenimi
kullandigim performanslarda, yine ulasmak istedigim
etki malzeme kullaniminin ve mekan kullaniminin
belirleyicisi. Konu ve konuyu ele alisim malzemeyi
belirliyor ve bu konuda sinirlar cizmekten kaginiyorum.

DY: Sahmaran, su ana kadar higbir isinde kendini
acikca temsil etmemis mitolojik bir karakter olmasina
ragmen, sergiyi ve pratigini betimleyen bir d6zellige
sahip. Baslik ve sergi iliskisinde, Sahmaran mitinden
cok, Sahmaran karakterinin temsil ettigi &ézellikler
Uzerinden, &zellikle performans pratiginle kurulan
bir analoji var. Sana sergi basligi icin Sahmaran’dan
esinlendigimi ilk sdyledigimde, heyecan duymus, bir
slredir Sahmaran ile ilgili bir is yapmak istediginden ve
ailenden kalan bir Sahmaran tasvirinden bahsetmistin...

MB: Cocuklugumdan beri bircok kez dinledigim
ve betimlemeleriyle karsilastigim bir figlr. Bu
tekrarlarla mit olmaktan c¢ikip kendini gercekleyen
Sahmaran “eat me-meet me” ve “Karakter BUrinmek”
performanslarinin hazirlik ve gerceklesme safhalarinda
da sekilsel benzerlikler nedeniyle defalarca bana
kendisini hatirlatti ve yeniden Uzerinde durdugum,
eski bir mitolojik tanidik oldu. Deri degistirdikce
genclesen ve hi¢c yaslanmayan Sahmaran’i senin de
benim islerimle iliskilendirmen, beni hem sasirtti
hem de birlikte disiinmenin keyfini yasatti.

DY: ‘eat me - meet me’ (2010) ve ‘Mit Roten
Schuhen’ (Kirmizi Ayakkabilarla) (2008-2009)
performanslari, izleyiciyi kendisiyle karsilastiran bir
edime sahip. Bireyin kendisiyle baska bir acidan
karsilasmasi ve hesaplasmasi bu calismalarda 6n
plandayken, ‘Osman’ (2010-2014) karakteri ile
farkh bir yaklasim giindeme geliyor. Kendi icindeki
dinamiklerle, Yabancilar Polisi ve gd¢cmenlik
baglaminda, devlet, sistem, politika G¢cgeninde bir
yUzlesme sz konusu. izleyiciyle yaratilan karsilasma
ani yerine, baska bir digim noktasi var. Osman
karakteri ve performansindan s6z eder misin?

MB: ‘eat me-meet me’ performansinda seyirci,
dogrudan isin bir parcasini olusturuyor ya da daha
dnce de soyledigim gibi, malzemesi haline dénlslyor.
Performans aninda kendisi ile ¢eliskili ve kendisinde
tedirginlik yaratan bir durum ile karsilasiyor. ‘Kirmizi

However two sculptures - “1 kg Brot/1 kg Bread” (2014)
and “Brot/Bread” (2011) -diverge from others. With
respect to those, could you tell us how you work out the
relation between your subject matter and your material?

MB: | don’t limit myself with media prerequisite.
Those pieces you named are tightly related to the
fictional emigrant worker figure that came into being
with the performances “Osman” and “5451 Osman”.

A suitcase made of bread and a loaf of German bread
made of bronze; these have close ties to all emigrants
from all cultures as it has to a German worker. The effect
that | wanted to achieve by “Brot/Bread” (2011)-where |
used bread as a medium to make a suitcase-was based
on the relation to be established between the material
and the audience, the imaginary reference presented,
and the overlapping terms of suitcase and bread.
Whereas the effect that | wanted to achieve by the
bronze work “1 Kg Bread” was completely different. The
same is relevant for my performances where | use my
body; it is always the impact that | want to create that
determines the media and the usage of the space. The
subject matter determines the medium, and | refuse to
draw any lines about this.

DY: Shahmaran is a mythological character, which
you didn’t represent in any of your works till now, yet it
is apt to describe your exhibition and your praxis. In the
name of the exhibition, it is not the mythology but rather
the characteristics represented by Shahmaran that
establishes the close affiliation with your performances.
When | first told you that | was inspired by the
Shahmaran for the title, you were excited, you told me
about your will to work on the figure and about the
specific description you inherited from your parents...

MB: This is a figure that | listened to many times
since my childhood and came across with many images.
These repetitions slowly made her a real Shahmaran,
rather then a myth, and she reminded herself to me
during the preparation and the realisation of my
performances “eat me-meet me” and “Wrapping
in a Character”; | thus refocused on her as an old
acquaintance. | was both astonished and very happy to
see that you too affiliated my work with Shahmaran -the
one who never gets old, but on the contrary young and
younger again every time she changes her skin.

DY: The performances “eat me-meet me” (2010)
and “Mit Roten Schuhen” (With Red Shoes) (2008-
2009) make the viewers confront with themselves.
While the viewer meeting and reckoning with him/
herself is at the forefront in these performances, it is
totally different with “Osman” (2010-1014). There, the
confrontation is instead between the self-dynamics
of the piece of art and the state, the system and the
politics, while the Aliens Police and the concept of
immigration are on the background. In “Osman”, instead
of the meeting point with the viewer, there is a nodded
point of intersection. Could you tell us about Osman
and his performance?



Ayakkabilarla’ performansinda bireyin kendi hayatinda
bir karsiligi olmayan, sinirh bir stre icin baska bir rolU
Uzerine alma ve yasama imkani sunuyorum. Bireye
performans esnasinda sistem i¢cindeki rollinden
uzaklasma zemini veriyorum. Fakat hemen hemen butln
islerde seyirci isin malzemesi durumunda. ‘Osman’
performansinda, Osman’in kurmaca bir karakter
oldugunu bilmeden onunla iliskilenen resmi bir kurum
olan vatandaslik bUrosu, blrokrasi ve oradaki personelin
Osman’la arasindaki diyalog 6n planda. Daha 6nceki
islerden farkli olarak bu iste bu unsurlarin, génulltluk
aramaksizin performansin bir parcasi ve malzemesi
haline dénldsmesi, ve Osman’in yerel nifus sayisina

bu kanallari kullanarak midahalesi s6z konusu.

DY: Sergide yer alan ‘SILENCE’ (2014), aslinda
bu sene gerceklestirdigin bir performans sirasinda
Uretilen bir heykel. ‘S6z GUmUs ise’ (2010) isi ile
ayni sorunsaldan yola ¢ikarak, Adnan Yildiz ile yakin
bir diyalog icinde, Klnstlerhaus Stuttgart’in sergi
mekanini sanatcl atdlyesi gibi kullanarak, neredeyse
aynli teknikle, ama bu defa mihir mumu ile ¢calisarak
yeni bir is Grettin. Calismalarin, birer arastirma
alani gibi devam etmekte olan, farkli yer, konu ve
baglamlara gdre yeniden okunabilen bir yapiya
sahip. islerinde birbirini takip eden devamliliin ve
bu devamliligin farkli okumalara olasilik saglayan
dogasinin senin icin dneminden bahseder misin?

MB: Soyledigin gibi, ‘'SILENCE’, Klnstlerhaus
Stuttgart’in sergi salonunu kendi ¢calisma alanim ve
atélyem gibi kullanarak Adnan Yildiz ile bir diyalog
icerisinde yaptigim bir performans. Klnstlerhaus
Stutgartt’a Adnan Yildiz ile birlikte calsmak benim icin
cok keyifli bir stirec oldu. *S6z Gumus ise” isi 2010
yvilinda Kassel’de, documenta-Halle’de sergilendikten
sonra Galeri Nev’de Ankarall sanat takipg¢isinin karsisina
ciktl. Birbirinden ¢ok uzak olan bu iki mekanda da
izleyicinin tepkisi birbirine cok yakindi. ‘SILENCFE’
perfomansinda kendi dudagimin kalibini alip mthar
mumu ile déklyorum ve mihir mumundan olusan bu
dudak ile bir bireyin agzini kapatiyorum. “Séz Gimus
ise”de 21 kadinla tek tek karsilasmak, bire bir calismak
ve kisa bir sUre icin de olsa agizlarini kapatmak, her biri
ile yakin mesafede olmak ve sohbet etmek is Gzerinde
okunmuyorken, ‘SILENCE’da bunu nerdeyse birebir
goérlyoruz. Elbette ki ‘SILENCE’ isinde mUhir mumuyla
yeniden Uretilmis bir agizla bireyin agzinin kapatilmasi
farkh politik ve sosyal deneyimler yasayan ve yasamakta
olan izleyici kitlelerinde farkli etkiler yaratacaktir. Ayni
konu ya da calisma, mekana ve izleyicinin sosyo-kulttrel
arka planina, kullandigim malzemeye ve medyuma
bagli olarak izleyiciyi farkli okumalara tasiyabilir.

MB: The “eat me-meet me” performance makes
the viewer a direct part of the work, or, as | said before,
the material of the work. During this performance, he/
she finds him/herself in a contradictory and distressing
situation. During the “With Red Shoes”, | offer the
viewer a chance to take and experience a role, which
doesn’t have a place in his/her real life. | create a
stage, where he/she can shortly distance his/herself
from the role he/she plays within the system. In many
of my works the viewer is the material. Whereas in
“Osman” performance, there is a dialogue between
Osman and the Bureau of Citizenship: without knowing
that he is a fictional figure, the bureaucracy gets into
contact with him through the officers. Different from
previous performances, | am not looking for voluntarily
participation to include my contacts to my work, they
just become the material when Osman intervenes to the
local population figures.

DY: “SILENCE” (2014) is in fact a sculpture
produced during a performance you practiced this year.
You moulded this sculpture motivated by the same
problematique of “S6z GimuUs ise” (If Speech is Silver)
(2010) with exactly the same technique, but preferring
this time the sealing wax as your material. You worked
in close relation with Adnan Yildiz at the exhibition hall
of Klinstlerhaus Stuttgart and you used the space as
your studio. You keep researching the same issues in
different spaces, subject matters and contexts, and one
can reconstruct the structure your work following these
shifts. What are the importance of this continuation
and the possibility of different readings implicit in the
nature of your work of art?

MB: As you say, “SILENCE” is a performance
that | conducted at Klnstlerhaus Stuttgart, using the
exhibition hall as my own atelier. It was a very pleasant
process to work with Adnan Yildiz in a mutual dialogue.
“Speech is Silver” was exhibited in Kassel, documenta-
Halle in 2010 and then in Ankara, Galeri Nev. The
responses from the viewers of these two distant cities
were very close to each other. During the “SILENCE”
performance | took the mould of my lips and casted
with sealing wax and then | used this to shut someone’s
mouth up. Whereas in “Speech is Silver”, | met with
21 women one by one, chatted and worked closely
together with them while shutting their mouths for a
short moment. You can’t read these moments on the
work itself, but you can witness them all when it is a
performance. The shutting of a person’s mouth with a
reproduced mouth of sealing wax will of course create
different affections on the viewers having different
political and social experiences. One subject matter or
a specific piece of work will drive the viewer to many
different implications depending on the material and
medium | used as well as on the space and on the
viewers’ socio-cultural backgrounds.



Kiyafet (2015)
El yapimi erkek ayakkabisi, késele ve pazen, 40 numara
Handmade man shoes, leather and flannel, size 40






Otoportre: Annesinin Kumasindan
2015, Pazen ve pleksiglas, 47 cm

Self Portrait: From Her Mother’s Fabric
2015, Flannel and plexiglass, 47 cm

Otoportre: Siik{it
2015, El yapimu seffaf kagit, mithtir mumu,
bandaj, pleksiglas, 50 cm

Self Portrait: Silence
2015, Transparent handmade paper,
sealing wax, bandage, plexiglass, 50 cm
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Pazar Gezintisi
2015, Fine art baski, 3+2 edisyon, 40x60 cm

Sonntagsspaziergang
2015, Fine art print, 3+2 edition, 40x60 cm

Long Neck
2015, Fine art baski, 3+2 edisyon, 100x100 cm
2015, Fine art print, 3+2 edition, 100x100 cm










Koza
2015, Performanstan bir fotograf,
Documante Halle, Kassel

Cocoon
2015, A photograph from the performance,
Documante Halle, Kassel

Pestil Elbise
2010, Pestil ve cam fanus, 35x16x16 cm,
Sanat¢1 Koleksiyonu

Dried Fruit Dress

2010, Dried fruit and bell glass, 35x16x16 cm,
Artist Collection







Gokeen, Cumhuriyet Kadinlar: Dizisi
2015, El yapimi seffaf kagit, beyaz ve mavi, 52 cm figiir, postallar ve
liniforma, 70x50x50 cm cam vitrin icinde

Goékgen, Women of The Republic Series
2015, Transparent handmade paper, white and blue, 52 em figurine,
boots and uniform, under 70x50x50 cm glass vitrine



Isimsiz, Cumhuriyet Kadinlari Dizisi
2015, El yapim seffaf kagit, beyaz ve kirmiz, 52 em figtir, 60x50x50 em cam vitrin iginde

Untitled, Women of The Republic Series
2015, Transparent handmade paper, white and red, 52 em figurine, under 60x50x50 cm glass vitrine

Isimsiz, Cumhuriyet Kadinlari Dizisi

2015, El yapimi seffaf kagit, beyaz ve turkuaz, 52 cm figiir, 60x50x50 cm cam vitrin icinde

Untitled, Women of The Republic Series

2015, Transparent handmade paper, white and turquoise, 52 cm figurine, under 60x50x50 cm glass vitrine



iIsimsiz, Cumhuriyet Kadinlari Dizisi

2015, El yapimi seffaf kagit, beyaz, lacivert ve siyah,
52 cm figiir, 60x50x50 cm cam vitrin iginde
Untitled, Women of The Republic Series

2015, Transparent handmade paper,

white, dark blue and black, 52 cm figurine,

under 60x50x50 cm glass vitrine




Isimsiz, Cumhuriyet Kadinlar1 Dizisi
2015, El yapim seffaf kagit, beyaz, mavi, lacivert ve siyah, 52 em figiir, 60x50x50 cm cam vitrin i¢inde

Untitled, Women of The Republic Series
2015, Transparent handmade paper, white, blue, dark blue and black, 52 cm figurine, under 60x50x50 cm glass vitrine

Isimsiz, Cumhuriyet Kadinlari Dizisi

2015, El yapimi seffaf kagit, beyaz, sar1 ve kirmizi, 52 em figiir ve can simidi, 70x50x50 cm cam vitrin icinde

Untitled, Women of The Republic Series

2015, Transparent handmade paper, white, yellow and red, 52 cm figurine and lifebuoy, under 70x50x50 cm glass vitrine









Isimsiz, Cumhuriyet Kadinlari Dizisi

2015, El yapimi seffaf kagit, beyaz, 52 em figiir, 60x50x50 cm cam vitrin i¢inde

Untitled, Women of The Republic Series

2015, Transparent handmade paper, white, 52 cm figurine, under60x50x50 cm glass vitrine

Isimsiz, Cumhuriyet Kadinlari Dizisi

2015, El yapimi seffaf kagit, beyaz ve siyah, 52 cm figiir, 60x50x50 cm cam vitrin icinde

Untitled, Women of The Republic Series

2015, Transparent handmade paper, white and black, 52 cm figurine, under 60x50x50 cm glass vitrine




Karakter Biiriinmek
2015, Fine art baski, 3+2 edisyon, 20x26.5 cm

Wrapping in a Character
2015, Fine art print, 3+2 edition, 20x26.5 cm

Otoportre: Karakter Biiriinmek

2015, El yapimi seffaf kagit, beyaz, lacivert,
mavi, yesil, turkuaz, kirmizi, kahverengi ve sari,
30 cm figiir, 60x50x50 cm cam vitrin icinde

Self Portrait: Wrapping in a Character

2015, Transparent handmade paper, white,
dark blue, blue, green, turquoise, red, brown
and yellow, 30 cm figurine, under 60x50x50 cm
glass vitrine










Otoportre

2015, El yapimi seffaf kagit, beyaz, 48 cm figiir,
60x50x50 cm cam vitrin iginde

Self Portrait

2015, Transparent handmade paper, white,

48 em figurine, under 60x50x50 cm glass vitrine




isimsiz

2013, El yapimi seffaf kagit ve cam fanus, 45x2626 cm,

Vehbi Kog¢ Vakfi Koleksiyonu

Untitled

2013, Transparent handmade paper and bell glass, 45x26x26 cm,
Collection of The Vehbi Ko¢ Foundation




Isimsiz
2013, El yapimu seffaf kagit, banknot, altin ve cam fanus, 45x2626 cm,
Vehbi Kog Vakfi Koleksiyonu

Untitled
2013, Transparent handmade paper, banknote, gold and bell glass, 45x26x26 cm,
Collection of The Vehbi Ko¢ Foundation






Miilakat
2013, El yapimu seffaf kagit, banknot ve cam fanus, 45x26x26 cm,
Ozel Koleksiyon

Interwiev

2013, Handmade paper, banknote and bell glass, 45x26x26 cm,
Private Collection




isimsiz, Kadinbudu Dizisi
2015, El yapimi seffaf kagit, pembe, 13 em figiir, 34x33x33 cam fanus icinde

Untitled, Lady’s Thigh Series
2015, Transparent handmade paper, pink, 13 cm figurine, under 34x33x33 bell glass



Isimsiz, Kadinbudu Dizisi
2015, El yapimi seffaf kagit, pembe, 27 cm figiir, 45x26x26 cam fanus icinde

Untitled, Lady’s Thigh Series
2015, Transparent handmade paper, pink, 27 cm figurine, under 45x26x26 bell glass






isimsiz, Kadinbudu Dizisi
2015, El yapimi geffaf kagit, beyaz, kirmizi ve altin,
27 cm figiir, 45x26x26 cam fanus i¢cinde

Untitled, Lady’s Thigh Series
2015, Transparent handmade paper, white, red and gold,
27 cm figurine, under 45x26x26 bell glass

Sanatginin Kendi Gelin Ayakkabilar:

2007, Kadin ayakkabisi, késele, 40 numara, Sanatci1 Koleksiyonu
Artist’s Own Bridal Shoes

2007, Woman shoes, leather, size 40, Artist Collection




Mehtap Baydu
Papierrepublik

© Galeri Nev

Gezegen Sokak 5
Gaziosmanpaga 06700 Ankara
www.galerinev.com

Koordinatér / Coordinator
Elif Uney

Ceviriler / Translations

Almanca’dan Tiirkce’ye / German to Turkish
Levent Bakag

Tiirk¢e’den Ingilizee’ye / Turkish to English
Selda Somuncuoglu

Didem Yazic1 - Mehtap Baydu sdylesisi,
“Sahmaran’in Oykiisit”, ilk olarak ARTUNLIMITED
Eylil 2014 sayisinda yayimlanmigtir. Dergi
editérlerine ve yazara yeniden yayimlama izni i¢in
tesekkiir ederiz.

Didem Yazici - Mehtap Baydu interview, “A Tale of
Shahmaran”, is first published in ARTUNLIMITED
in September 2014. We are grateful to the editors
and the author for the copyright permissions.
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Tasarim / Design
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Bu katalog, 4-5-6 Eyliil 2015 tarihleri arasinda,
Artlnternational Istanbul'da, 2 Ekim - 31 Ekim 2015
tarihleri arasinda Galeri Nev Ankara’da diizenlenen
Mehtap Baydu’'nun “Papierrepublik” baglikhi sergisi
dolayisiyla hazirlanmstir. Unsal I¢6z ve Zeynep
Kayan’a katkilarindan dolay1 tesekkiir ederiz.

This catalogue has been prepared for Mehtap
Baydu’s exhibition entitled “Papierrepublik”,
taking place between September 4-5-6, 2015 at
ArtInternational Istanbul and October 2 -

October 31, 2015 at Galeri Nev Ankara. We would
like to thank Unsal I¢6z and Zeynep Kayan for their
contribution.
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bandaj, pleksiglas, 50 cm

Self Portrait: Silence
2015, Transparent handmade paper,
sealing wax, bandage, plexiglass, 50 cm

Arka Kapak / Back Cover

Otoportre: Annesinin Kumasindan
2015, Pazen ve pleksiglas, 47 cm

Self Portrait: From Her Mother’s Fabric
2015, Flannel and plexiglass, 47 cm
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