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A4 Acik Sanat Alani (A4 Qada Huneré Ya vekiri) ku insiyatifeke hunermendani ji Amedé ye, hilberin 0 péskésiyén xwe yén ku bi sirikatiyén
cur bi cur re ceribandine, bi pésengeheke no re bar dikin Stenbolé. Pirsén ku di xebata atolyeya bi navé Pésrewa Amedé, ku havina par bi
tevkariya ''jibo Candé Qad''é re pék hatib0, derketibOn holé, naveroka nivisa bi sernavé Bi hev re 0 Soloyé ku bi tevkariya Rojnameya Tigrisé
weke hevkareke taybet hatibd wesandin diyar kirlbOn. Heman pirsan cercoweya péskésiyén di mehén Mijdar 0 Kanoné de pék hatibon ji diyar
kirilbGn. Weke pésengeh, li gel Pésrewa Amedé Bi hev re 0 Solo; Amedé, weke atolyeyeke vekiri, studyoya hunermendan, hilberin & mekaneki
bi hev re fikirfiné pésniyar dikir.

Jibo pésengeha ku wé li Stenbolé pék were, hiloerinén ku bi awayeke kollektif li bajaré wé pék hatine, li cihé xwe hatine peskéskirin U li bajér
belav bine, A4 bi vé pirse derdikeve ré: Ji Amedé heta Stenbolé (ku 1.448.5 km ji hev dor in), ji insiyatifa hunermendan ber bi saziyeke huner ku
derdeki wé yi gezencé nin e, ji avahiyeke ku bi clranan re dihat parvekirin ber bi ciheki ku ji depoyeké perisiye: bi temasevan re ji atolyeyeké
séwirandin 0 avakirina pésengeheke weke guhareke spi, bi peywend 0 naverokeke ku kare bé xurtkirin, dikare qadeke axaftiné/bingeheke
sohbeté yi cawa temin bike?

Berevaijiya biryarén editoryali ku bi pirani ¢capén duduyan ji yén pésin stortir, girstir 0 berfirehtir ¢é dikirin, hevkuratorén me ji bo tevna Stenbolé,
rébaza “ziravkiriné" hildibijérin 0 séwirineke i gori mekan pésniyar dikin. Projeyén hunermendan, li gori [ékolin 0 berfireh kirinén xwe: li gori
sertén n0 0 mimariyé, bi peywendé re tékildar dikin 0 dinirxinin. Weke ku di péskésiya A4'é de jib0, vé caré ji sernav referansa xwe ji muzikjené
duayen Onnik Dinkjiyant digire; disa ji alouma Stranén Diyarbekiré yén Ermenki, strana dawin Diyarbekiri Hokin... Pévajoya pésengehé cirokeke
ré ye ku hem bextewariyé 0 hem ji xemginiyé di xwe de dihebine; pireke demé ye ku gohdari kirina wé seatek e Ié afrandina wé temenek e,
séwirina senaryoyeke bédawl ye.

A4 Qada Huneri ya Vekiri insiyatifeke huneri ye ku derdeki wé yé gezencé tune ye, ji héla Ridvan Kuday 0 Aziz Tilki ve té birévebirin.

Diyarbakir’dan sanatci inisiyatifi A4 Acik Sanat Alani, farkli ortakliklarla strdtrdgu tretim ve sunum deneyimini yeni bir sergiyle istanbul’a
tasiyor. KUItUr icin Alan destegiyle gegen yaz baslayan Diyarbakir Pesrevi isimli atélye ¢alismasiyla ortaya gikan sorular; sehrin yerel gazetesi
Tigris ile isbirligi icinde Uretilen Beraber ve Solo baslikli dzel sayinin igeridini ve Kasim-Aralik aylarinda gergeklesen sunumlann gergevesini
belirlemisti. Bir sergi olarak, Diyarbakir Pesrevi esliginde Beraber ve Solo, Amed'i acik bir atélye, sanatei sttdyosu, Uretim ve birlikte distnme
mekéni olarak dneriyordu.

A4, kendi sehrinde Uretilen, kendi mekaninda sunulan ve ortaklasarak sehre yayilan bu kolektif Gretimi Istanbul'da gerceklesecek sergi
etrafinda yeniden degerlendirirken su soruyla yola cikiyor: Diyarbakir'dan istanbul'a (1,448.5 km uzaklikta), sanatei insiyatifinden kar amaci
gutmeyen sanat kurumuna; komsularla paylasilan bir apartmandan depodan evrilmis bir mekéna; atélyeden beyaz kipe bir sergiyi yeniden
hayal etmek ve kurmak izleyiciyle, baglamla ve gelistirilecek icerikle ilgili olarak, nasil bir konusma alani/sohbet zemini saglarg

ikinci baskilarnin genellikle ilk edisyonlardan daha kalin, hacimli ve genisletilmis oldugu editéryel kararlarin tersine, es-kiratérler istanbul kurgusu
icin, “inceltme" yolunu seciyorlar ve mekana 6zgU bir sergi tasanmi Gneriyorlar. Sanatgi projelerini kendi arastirma ve gelistrme streclerinde;
yeni sartlarla, mimariyle ve baglamla iliskilendirerek ele aliyorlar. A4'deki sunumunda oldugu gibi, baslik bu sefer de mizik duayeni Onnik
Dinkjian'a referans veriyor; yine Ermenice Diyarbakir Sarkilan albimUnden, bu kez son sarki Diyarbekiri Hokin... Sergi streci ayni anda hem neseli
hem hizinlU olabilen bir yol hikayesi; dinlemesi bir saat sUren ama Uretimi bir SmUr alan zaman képrist: ucu agik bir senaryo olarak dusleniyor.

A4 Acik Sanat Alani Ridvan Kuday ve Aziz Tilki tarafindan yUrUtilen ve k&r amaci gitmeyen bir sanat inisiyatifi.

A4 Acik Sanat Alani (A4 Open Space For Art) an artist initiative from Diyarbakir, brings its collaborative production and presentation
experience to Istanbul. The questions emerged during a workshop titled Diyarbakir Pesrevi (Diyarbakir Prelude) which commenced last
summer with the support of Spaces of Culture, have defined the content of the special issue Beraber ve Solo (Together and Solo) produced in
collaboration with the local newspaper Tigris, as well as the framework of the presentations and events held in last November and December.
As an exhibition, Together and Solo, accompanied by Diyarbakir Pesrevi, was proposed to imagine Amed as an open workshop, artist studio, a
place for production and thinking tfogether.

For the occasion of an exhibition in Istanbul, while revisiting this collective work, which was produced in its own city, displayed in its own space
and was collaboratively dispersed throughout the city, A4 starts out with the following question: From Diyarbakir to Istanbul (two cities 1,448.5
km apart), from an artist initiative to a non-profit art institution, from an apartment building that is shared with neighbours to an art space which
was converted from a warehouse, from a studio space to a white cube, by reimagining and installing an exhibition what kind of a ground for
conversation about the audience, context and the content to be developed can be made possible?

For the Istanbul alteration, contrary to the most common editorial decisions where second editions are thicker, bulkier and expanded
compared to the first ones, the co-curators prefer o go “reduced” and propose a site-specific exhibition design. They approach the artistic
projects in relation with the new conditions, architecture and context, within their own research and development processes. The fitle, as it did
for the edition at A4, again gives reference to the great musician Onnik Dinkjian and this time to the very last song from his album Armenian
Songs of Diyarbakir, Diyarbekiri Hokin...The exhibition process is imagined as a road story that can be both cheerful and gloomy at once, as a
time bridge which takes only an hour to listen to but a lifetime to produce, as an open-ended script.

A4 Open Space for Art is a non-profit art initiative run by Ridvan Kuday ve Aziz Tilki.

Bernameya Vekiriné / 21'é Sibata 2020'an
17:30 Danisana Film: Ciroka Garodi | Onnik Dinkjian, Derhéner: Onur GUnay 0 Burcu Yildiz, 2009

Bernameya Niqasé / 22'yé Sibata 2020’'an

16:00 Péskési: Ping-Ponga Para-kuratoryeli: fibido, parazit 0 sifa, Dicle Bestas 0 Misal Adnan Yildiz

17:30 Nigas: “Destor bide min ku ez deriye giyané (hokin) te vekim™

Di moderatoriya Fulya Erdemci 0 Mehtap Bayduyé de, tevi besdarvanan axaftina bi hunermendan re.

Acils Programi / 21 Subat 2020
17:30 Film G&sterimi: Garod (Hasret) | Onnik Dinkjian, Ydnetmen: Onur GUnay ve Burcu Yildiz, 2009

Tarhsma Programi / 22 Subat 2020
16:00 Sunum: Para-kUratéryel Ping-Pong: libido, parazit ve sifa, Dicle Bestas ve Misal Adnan Yildiz
17:30 Tartisma: “Ruhunun (hokin) kapisint agmama izin ver”

Fulya Erdemci ve Mehtap Baydu moderatorldginde, katiimeilarla birlikte sanate konusmalan

Opening Program / 21 February 2020
17:30 Film Screening: Garod | Onnik Dinkjian, Directors: Onur GUnay and Burcu Yildiz, 2009

Discussion Program / 22 February 2020
16:00 Talk: Paracuratorial Ping-Pong: libido, parasite and the cure, Dicle Bestas and Misal Adnan Yildiz

17:30 Discussion: “Let me open the door to your soul (hokin)
Artist talk with the moderation of Fulya Erdemci and Mehtap Baydu
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Bahar TOKUR

TixOb, bicihkirin, 2020. Qumas, qurdele, mankena dir0nker.

Bahar Tokura ku projeya wé ya nuh li Depoyé 18 pésandan vedigere pévajoya légering ya_ bicinkiina xwe ya
bi navé Pine ku ji bo * ji bo Pésrewa Amede Li gel hev 0 Solo"yé afirandiye. Di nava prafika iyané ya rojane de,
fTokura ku kincén jinan ku bone pergeyeke canda kevnesopiyé i gor pivané lasé xwe diafirine, di heman demé
lde bale dikisine ser lekiliya bikar anina kincan 0 mekan. Jinén ku i mekanén girli derbasi mekanén veki dibin,
incan i ser hev i xwe dikin 0 demé ji xwe re dihélin. Qurdelaya res ku hunermendé daxii nav bicihkirina xwe kilye
i bl protestoyén ku ev demek e ew Ji disopine yén ku ji héla jinén calakger yén Sillyé ve pék tén re peywenddar
[Hunermend ji kolonyalizma li ser erdnigariya xwe heye i van calakiyan dinére. Ji bo ku em karibin & bigihén ku ka
hunermende i bo i di her du pésengehén xwe de lweke malzeme qumas bi kar aniye, divé em axaffina wé yi
i derbaré pircjeya wé ya bi navé Pine(2019) ku ji qumasén ku bi gergereyén geleki mezin ve hatibon rakisandin
bek dihat, binin bira xwe: *... bira ku ez dixebitim, nakokiyén weke desthilatdart, zayenda civaki, jin 0 modernizm
o pékutiye dixwe de dihewine. Li héleks pineyén ku biié bi hev ve gire didin, i héleké T gergereyen ku temsiiyeta
pékutiyé ne ku dixwazin bir ji holé rakin, vana ji bo nakokiyé sembolize bikin cihé xwe di vé xebaté de digirin. Em
ikarin weke kirdeya van nankokiyan hemoyan Ji nasnamey@ ango qumas pénase bikin.

Sinir, yerlestirme, 2020. Kumas, kurdele, terzi mankeni.
Bahar Tokur Depo’da sergilenen yeni projesi “Diyarbakir Pesrevi igin Beraber ve Solo” icin tretligi Yama baslkl

yerlestirmesinin arastrma sirecine geri dnbyor. Gindelik hayatin pratigi icinde, geleneksel kiltiron parcast olmus
[ ccin elbiseierini kendi beden dlctierinds Gréten Tokur, aym zamanda bu kyafeliern kullanim ve mekan iskising
dikkat cekiyor. Ic mekanlardan dis mekanlara gegen kadinlar, elbiseleri Ust Uste giyerek, zamandan kazaniyor.
sanatcinin yerlestimmeye dahil ettigi siyah kurdele detayi ise, bir siredi takip etfigi, kendi cografyasiyla kolonyalizm
uzerinden baglant kurdugu ve i de devam eden kadin eylemcilerin yOrittic protestolarla fiskii. Tokur'un her iki
scrgi tretiminde de, malzeme olarak kumast segmesiyle ilgill yaklagimini anlamak icin, biyok boyutta bir kasnaga
oeriimis kumaslardan olusan Yama (2019) projesi hakkinda séylediklerini tekrar hatiiarsak: *...benim calshgim hafiza,
iticlar, toplumsal cinsiyet, kadin ve modernizm gibi Geliskileri ve baskiyi tasiyor. Bir yanda hafizay bitbirine kenetleyen
lyamalar bir yanda da hafizay yok etmeye calisan bir baski, yani sikisikiign temsil eden kasnak, bir celiskiyi ssmbolize
etmek icin calismada yerini koruyor. Tom bu celiskilerin Sznesini de kimlik, yani kumas olarak tanimlayabiliiz.”

Border, installation, 2020. Fabrics, ribbon, tailors dummy

For her new project o be displayed at Depo, Bahar Tokur returns fo The research process of her installation “The
Patch” which she produced for “Together and Solo accomparnied by Diyarbakrr Prelude”. Tokur produces dresses,
lcasual wear which are items of fraditional culture, to fit her own size and points to ses of such clothing and their
elationship with the space. Women passing from indoors to outdoors, save fime by just wearing a dress over on top
of other. Black ribbon detail infroduced in the current installation refers to the ongoing protests by women activists in
[Chile, which Tokur has been following for a while and relating o her own geography in ferms of colonialism. For the
hew work entitled “Border”, the artist collaborated with a Diyarbakir based tailor who is lso an expert on folklore,
Jrerzi Nihat Tezer. In order fo better understand her approach in choosing clothing fabrics as her main material for
both of her productions, let's look back at her words about her earlier work *The Patch” (2019) which used cloth
siretched on a large hoop: *...it bears the paradox and pressure related with the concepts of memory, power,
lgender, woman and modermism which | deal with. On one side, patches that clench memory together and on the
other a stretcher which represents entrapment, a pressure that aims fo efface memory. They are there in the work forl
kymbolizing a confiict. Perhaps we can define the material, cloth as the identity, the subject of such conflicts.”

Ceylan GiFTGi

“'Dicle Korugu', bicihkirn, 2019, bazalt, gebloya infuzyoné, armiska nebatan

Xala ku xebatén Ceylan Giftciyé & derketine, hémaya ku lasé mirovan di gerdoné de bi awayeke spektral diafifine.
Ev merada ku bi pirsén weke, mudaxeley@n ku lixwezay@ ten kirin, derdorén cékinl 0 weke mirov em teseya derdoré
-awa diguherin re mezin dibe; helbet bi tené ne bi las 0 xwezaya mirovi re sinordar e. Di nézikatiyeke ku & de
indibon © jiyan bi tena seré xwe pirsgrékeke ontolofik e, Ciftc dixwaze sinoré vé pirsé berfirehtir bike. Hunermend, ev
iemek e, li ser nebateke endemik ku li ser kevireki bazalt seré man 0 nemané dide vedikole 0 dixwaze derxe holé
u bé ka ev nebat bi seleksiyonén céki cawa liiyané maye. Tekilya malzemeyén weke keviré bazal, armoska
rebatan 6 qebloya infizyoné ku nakoki hev in, gelo bi tené weke pésniyara peykereki formi ye an i bermayiyeke ku
rin zinci ve? Bi projeya xwe yi ku lhama xwe ji floraya herémi digire, nérineke mikroyi ku ji cureyeke nebatan gifiye
ke melafor bi kar fine 0 ji bo ku em bi hev re liser bifikiin 1égeha "qada jiyané'pésniyari me dike : "Em di nav
iadén xwe yén jiyané de, hebona xwe cawa bi i dikin?

Dicle Korugu, yerlestime, 2019, bazall, infiizyon kablosu, bitki poscsi

Ceylan Gifti’nin calismalannin Gikis noktasi, insan bedeninin evrende spektral olarak yarathi imge. Dogaya
apilan midahaleler, yarathgimiz suni ortamlar ve insan olarak cevreyi nasil sekilendiiyoruz gibi sorularla cercevesi
enisieyen bu merak, elbette sadece insan bedeni ve dogasi le sinili dedil. Carlh olmanin ve yasamin kendisinin basl
foasina ontolojik bir soru haline geldigi bir yaklasimla, Giflci bu sorunun sinrlanni genisletmek istiyor. Sanate, bir stredir
oir bazalt tasinin Gzerinde yasam miicadelesi veren endemik bir bitkiyi inceliyor ve bu bifkinin yapay seleksiyonlarla
hasil hayatta kaldigin arashnyor. Bazal taginin, bitki posasinin ve infizyon kablosunun birbiriyle celisen malzeme liskisi
kadece heykelsi bir form Snerisi mi, yoksa hala yasayan bir atik mi2 Yerel foraya bakarak iham dldin projesiyle, bir
oitki 1010 Ozerinden gelistirdian mikro bakisi metafor olarak kullaniyor ve Gzerine bilikte disinmek igin “yasama alani”
erimini Sneriyor: “Yasam alanlanmizda kendi varolusumuzu nasi konumlandinyoruz?”

Sour grapes from Tigris, installation, 2019, basalt, infusion cable, plant feculence

The departure point for Ceylan Giffei's pieces is the spectral image human body forms in the universe. Her inferest
i this topic which is expanded through questions regarding the interventions we make on earth, the arificial
kpaces we build and the way we shape the environment, is not solely limited to the human body and nature. With
an approach that designates being alive and life iself as ontological questions, Giflgi infends to expand the limils
of these terms. The artist who has been for a while exploring an endemic plant struggling fo survive on a baslt
tone, has dlso been researching how this plant survived through arlificial selection. Is the contradictory material

[ elationship between the basall stone, plant feculence and infusion cable just a sculptural proposition or do they
together form a living waste? Through the piece that took its inspiration from the local flora, the artist uses a micro
lapproach she formed through this specific plant as a metaphor and proposes the term *'living space” for thinking
together. *'How do we position our own existence within living spaces2”

Evindar TOKUR

Mase, Fimé animasyoni, 2019, 4'

Fimeé animasyoni ku ji hela Evindar Tokuré ve bi hémayeén biyografi hatiye pevaistin, bi tene ne erdnigariya wé
arokantiya wé , di heman demé de mekanizmayén zayendén civaki, kevnesopi 0 desthiladiyé i weke mijor di

we de hebandiye. Rébaza metodik ya peviisting fiim, li ser gramatika zayendf ya zimané kurdi ava boye. Weke
minak tégehén weke malbat, héfin, mekan 0 bir ku aidiyetén civaki pék finin, di nava fimi de bi béjeyén mase 0
kulika hinaré ku di Zimané kurdi de gertafén nértt 0 meétiyé digiin hatine bi nav kiin. Weke metafor ji bo jiné kulika
hinaré hatiye bi kar anin, 1& bele ji bo nériyé gelek béjeyén diné hatine bikaranin. Mekanizmaya desthilatdariyé ku
dixwaze li her deré hebe, weke merciyén “cav” hatiye temsikirin, ji bo otoriteyé ji metafora mar hatiye bikaranin. Ji
oo ev fimé animasyoni ku pévajoya afirandina wé ked 0 wexleke pir xwarye, sekna Tokuré zelal e : “Taybetmendiya
binyadiya kurdi pékan kirye ku merev karibe xwedanderiyén serén li emigariya kurdan pék 1&n i ser zayendé
inindne. Em bi ji cihguvestina maseyeké dibin sahidé encamén sistematik yén tahakkuma desthilatdariyé. Mase,
wedi erka, bar li ser xwe histin, parastin 0 vesarting ye ji ber vé yeké ye ku weke nér hatiye pénasekirin. Mase ji ber
ku hem ji aliyé demeé ve hem Jiji aliye diréjbiné ve xwed kirahiyeké ye, weke hilgiré biré cihé xwe girtiye. Em.
mekan, bir, ziman 0 rigasa nasnameyé ku Ziman pekan dike, li ser 1&vén derizi yén maseyeké dibinin. *

Mase, animasyon film, 2019, 4'

Evindar Tokur'un biyografik égelerle kurguladign animasyon filmi sadece yasadian cografyayi ve cocuklugunu degil,
layni zamanda toplumsal cinsiyet, gelenek ve ikfidar mekanizmalanni da konu ediyor. Filmin kurgusunun metodik
byaklasim, Kort dilinin gramatikal cinsiyet ézeligi tizerinden oluslurulmus. Omedgin, toplumsal aidiyeli olusturan alle,

/va, mekan ve hafiza gibi kavramiar, fim boyunca Kot dilinde el ve disi eki alan masa ve nar ciced kelimelei
W-vincion Ksiestimis. Kadin imgelestren bir metafor olarak nar iged kulianirken. erli bikae frds kifia kendiri
lgcstermekte. Iktidar mekanizmasinin her yerde var olma istegi, “gez" mercileri fle temsi ediliken oforitenin bir arayizl
olarak da yilan metaforu kullanimis. Uzun siren ve ézver isteyen bir retim stireci sonucu ortaya cikan bu animasyon
iim icin, Tokur'un tavn net:*Kortge" nin yapisal 8zelligi savasin Kirt cogratyasindaki tezahUrlerini cinsiyet Szerinden
fokumayi mimkon kiimistr. Iktidarnn tahakkimonon sistematik sonuglanna, bir masanin yerinden edisi fle tanik
oluyoruz. Masa, islevsel olarak tasiyan, koruyan ve saklayan bir ézelige sahip oldugu icin eril olarak fanimianmistr.
Hem zamansal hem de uzamsal bir derinlige olan masa, hafizanin tastyicisi olarak da yerini korumaktadi.
Mekén, hafiza, dil ve dili mimkon kian kimlik kiiigini bir masanin catiayan budakian tzerinden &
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Mase, 2019, animation film, 4'

Evindar Tokur's animation fim, constructed with autobiographical elements, dedls not only with geography and
childhood but also issues of gender, tradition and mechanisms of power. The methodical approach of the fim's
editing is based on grammatical characteristics of gender in relation with Kurdish language. For instance, certain
lconcepts such as family, home, space and memory are personified via words for "table” and “pomearanate
blossom” which acquire feminine or masculine suffixes in Kurdish. While The “pomegranate blossom” is used as
ko metaphor for imaging women, masculinity manifests itself in a number of different guises. Power mechanism’s

ill fo be omnipresent is represented by references to “eye” and the “snake” metaphor is employed o stand
or an authoiitative inferface. Tokur has a clear atfitude about the film which s a result of a long and devoled

ork process: “Structural characteristics of Kurdish language enabled investigating of manifestations of war in
Kurdiish geography through gender. We are witnessing the systematical outcomes of dominant power through
isplacement of o table. Table, as a word is designated to be masculine because functionally a table carries, cover
land keeps. Table having @ temporal and a spatial depth, can also be considered as a bearer of memory. We
e the critiques of space, memory, language and identity that makes language possible, through the cracking

00d knots of a table.”

Ridvan KUDAY

Sobe, liser tovalé, bi boyaxa nefté, 1998, 90x120cm
Korahiya Bigisor , i ser 10valé, bi boyaxa nefté, 2020, 90x120cm

Ridvan Kuday ku yek ji réveberé A4é ye, wéneyeki ku ji deslpéka pévajoya alolyeyé mijara sohbelé ye, di dema
amadekiing pésengehé de qedand. *Korahiya Biqusor'(2020) ku pistt xebata wi ya bi navé “Sobe"(1998) bi 22
alan temam bo, belgeyeke zindi ye ku guhertinén di bikaranina rokal, reng figur 0 konfrol § biryarén hunermend
e cebone. Hunermende ku bi formén wéneyi yén weke, rengekevn, hinciin, deforme boyl, riziyayl, bi femen kirin

o veguherinén malzemeyan eleqedar e, xwedi zimaneke wiha ye ku rastiyén civaki, dokumanteri 0 clroki di xwe de
iihewine. “Korahiya Beqisor” Thama xwe , ji “cekgek"a ku merev i kugey@n teng y& Ameda I rast 1, navgineke ku
o1 heza mirovan dixebite O bi tené li vé herdmé heye, digire. Kudayi, dema ku qala seré li navceya S0ré ku di sala
J2015'an de pék hat dike 0 me ber bi wan rojén ku mal 0 dikanén ku bi zoré hatin valakiin ve dibe 0 di derbaré wé
oévaijoyé de ji diroké re wiha dinivisine:* Bi awayeke mechn barkirin, bi awayeke acil top bon, bareki giran i ser
hise me hist. Di wan keliyan ku bangewazt {Di nava saeteké de malén xwe vala bikin.) di guh, sikak 0 odeyén me
e olan didan de fistén me yén pésone ¢i ne? Divé em ci bar bikin? Bari ku biking Divé em ci bi xwe re bibing Em &
vana cawa bar bikin? Em zanin bé valahiya mezin ku van pirsan di fiyana me de 0 di tistén ku em diin de histiye, bi
U alaven malé nikare bé dagirtin. Me nikaribd rawmaya ku ji ber civina bi awayeke refieksif pék hat, bi tu ala
alé re dagirta. Tu tistek spi xuya nake, em vé dawiyé Ié hayil bon ku rengén heri zéde em dibinin, reng
lonen we bon.”

Soba, tuval izerine yagh boya, 1998, 90x120 cm

Kusurlu Derinlik, tuval Ozerine yagh boya, 2020, 90x120 cm

A4'0n yBrolicilerinden Ridvan Kuday, atdlye sireci basladigindan ber sohbet konusu olan bir resmi serginin haziik
Lisrecine paralel olarak bitirdi. lik calismalanndan “Soba” (1998) resminden 22 yil sonra tamamianan “Kusurlu Derinlik”
(2020}, sanatcinin yiizey, renk ve figiir kullanminda deneyimlediai degisim, konlrol ve karar sireclerinin yasayan
oir belgesi. Eskime, yipranma, deforme olma, cirime, yas-alma ve maizemenin ddndsominin resimsel formlanyla
igilenen sanatcinin dili sosyal gercekgi, dokimanter ve hikayeci taviran da sahipleniyor. “Kusurlu Derinlik’in i\hom
kaynagiise. Amed'in dar sokaklannda rastianan, insan giclyle isleyen ve bélgeye &z bir tasma arac
015 yiinda yasanan catismalarda, Sur'daki ev ve dikkaniann bosalticil ginlere giden Kuday, stregle figii o\orok
arihe su notu dijstyor:

* Zorunlu olarak tasinmak ve acilen foplanmak zorunda kalmak zihnimizde agir bir yik birakh. {Bir saat icinde evinizi
foosaltiny duyurulannin kulaga, sokaga, odaya yayldigr anlarda ik Snceliginiz nedir? Neleri tasmaliz Nereye tasmah?
Neleri yanimiza cimaliyiz2 Bunlan nasil fasinz2 Bu sorulannin hayatimiza, yasadigimiz duruma birakhig koskocaman
oir boslugu ev esyalanile doldurmanin higbir anlam ifade etmediginin bilincindeyiz. Anlik reflekslerle bir anda
toparlanmanin fravmasini, higbir beyaz esya fle dolduramadik. Hicbir sey beyaz gBrinmyor, gri ve tonlannin en ok
ocrdigumiz renkler oldugunu sonradan fark etfik.”

Stove, oil on canvas, 1998, 90x120cm
Flawed Depth, il on canvas, 2020, 90x120cm

Ridvan Kuday, one of the inifiators of Ad, completed a painting which became a conversation piece throughout
he workshop period, during the preparations for this exhibition. “Flawed Depth” (2020) which has been
completed 22 years after one of his early pieces on view "Stove™ (1998), is aliving document of the changes the
artist experienced throughout the years in terms of surface and color application, use of figure and control and
ecision-making processes. The artist who is interested in the imagery of aging, wearing out, decay and material
Jiransformation, also owns up to a social realist, documentarist, storyteling approach. The departure point for
"Flawed Depth” is a particular vehicle called 'cekeek’ that is utiized through human force and one often comes
across these in the namow sireets of Amed. The arfist who contemplates the clashes that took place in Sur, and
ihe evacuations of he homes and sfores That followed, makes a nole on history about the process: “Being forced
o move and immediately gather all our belongings left all of us with @ hard burden fo bare. When you hear
ihe announcements {Evacuate your homes in an hour} echoing in your ears, on the streets, in your rooms, what
[oecomes your priority? What should one take? To where one should lake these? What shall we take with us2 How
can we carry these2 We are all aware of the fact that the giant hole these questions created in our lives can't be
iled with any domestic good. We can't recover from the frauma of this sudden move which was realized only
hrough momentary reflexes with any white appliance. Nothing looks white anymore, we orly redlized later that grey|
and its hues have been the colors we have been seeing the most. "

Nadan OICAN

Jibo Depoys, wéneyé diwarl, 2020, 3x4 m
Nadan ®zcan, di waré wéneyén ku di qada civaki de dixuyin, yén weke wéneyén diwaran, mural 0 grafif de
ixebite. Projeyén ku bi her kesén ku di sikaké re derbas dibin re tekiyeke potansiyeli dafinin, Ii der dora vegotingn
[oevxisti 0 problemén temsil tese digirin, her caré bi fayinkirina lokasyoné 0 pivanén wéneyé des! pé dikin.
[Hunermenda ku ev nézi pazdeh salan e ku boyaxa nefté, boyaxa aklik, 0 ya sprey bi kar fine 0 di demén kurt de
xebatén bi zerenglyén mezin qedandine, akforeke calak e ku bi hevnifsén xwe e li skaké di derbaré bira rojane

e dikare biaxive. Dema ku diyardeyén weke ser. calaki, protesto, raperin, li hev xistin, rigasen ofi, cudahiyén siyast

j ber cav derbas dike, li pirsa v& yeka digere, Kian clrok bi Kjan dimen 0 awayiji bo k&, i temsi dike2 Dema ku j

oo " i gel Pésrewa Amede Bi hev re 0 Solo"yé i ser diwart avahiya A4é ku I hewseke Ji her kesi re veki ye dixebil
[Onnik 0 Ara Dinkjianén ku bi Zimané fronik & sikaké ji cih 0 warén xwe bone, I portreya bajér zéde kirye, 1& Tahir Elgiye
u i qadeke civaki hatiye qetilkirin vesartiy i pésengeha ku i bo Depoyé hatiye amadekiin de. nigasa ku bi
hevkuratoran re dike, bale dikisine ser komikbona rewsa girédana tevgereke girseyi bi organizasyonén yek kesi re. Bi
[ sferanseke pir kevin: Min bixwe, min vexwe.

Depo igin, duvar resmi, 2020, 3x4 m

Nadan Ozcan, resim pratiginin kamusal alana yansidigi; duvar resmi, mural ve graffiti gibi teknikler Gzerine calisr,
Sokakian gecen herkesle potansiyel izieyict iliskisi kuran kurgusal anlatiarin ve temsil problemlerinin efrafinda
ekillenen projeler, her seferinde lokasyonun tayini ve resmin yizey élgUst ile baslar. Yaklasik on bes yildrr araliksiz
olarak yagih boya, akilk boya, sprey boya kullanarak calisan ve kisa sirede biydk boyutlu calismalar famariayan
anatc, asinda yasadiar sefrin gindelik hafizasinin kendi kusagindan sokakla konusan akfif akiérlerinden biri.
avaslar, eylemler, protestolar, isyanlar, catismalar, diri tartismalar, siyasal ayriikiar gibl olgulan incelerken, asinda
hikayelerin hangi gérintilerle kimin icin nasi temsil edildigini sorar. *Diyarbakrr Pesrevi esli S
icin A4'5n apartman ortak bahgesinin duvarlanni kullanan sanatc, sehrin portresine sokagin ironik diliyle yurdundan
dlimis Onnik ve Ara Dinkjian'i eklemis ve kamusal alanda katledimis Tahir Elci'yi gizemisti. Depo icin hazrlanan
ergide ise, es kiratérere sordirdian fartsma, kiflesel bir hareketi tek bir bireyin organizasyonuna baglayan durum
[omedisine dikkal cekiyor. Oldukga eski bir referansia: Beni ye, beni ic.

for Depo , 2020, wall painting, 3x4 m

Nadan Gzcan works with techniques of wall painfing, mural and araffiti where his practice as a painter
everberates onto public sphere. His projects which relate to every single passerby as a potential viewer and form
around fictional naratives and issues of representation, start with determining the location and surface area of

the painting. The artist who has been working for around ten years incessantly with oil, acrylic, spray paint and
completing large scale works in very short fime, is himself an active figure in his generation who connects with streets
about day to day memory of the city. While observing events and facts such as wars, protests, demonstrations, riots,
clashes, religious disputes and polifical divisions, he also poses the questions of how, for whom and through which
[mages the stories are being represented. For “Together and Solo accompanied by Diyarbakr Prelude” the artist
orked on the courtyard walls of the apartment building where A4 is located and using the ironic language of the
ireets, he generated portrails of Onnik and Ara Dinkjian, The musicians who were relocaled from their hometown, a|
[oart of the compositions and also artistically hid Tahir Elgi who was assassinated in public space, info the portrait of
ihe city. Now, for the exhibition at Depo, affer discussions with the co-curators, he is pointing to a situation comedy
hich connects a mass protest fo organizations of one single person. With a rather old reference: Eat me, drink me.

LUfU iRDEM

Weénekés, kurtefilm, 2018, 9*

LUt Irdem di fimé bi navé “Wenekés"(2018) ku senaryo, derhénert 0 derhéneriya ditbari ya fime aidiwi ye de, ji
oo ku guherin tékillya me yi biimaja fotografik re fahm bike, ji nava pise O prafiké derdikeve ré. Di demeke wiha
[ her kes bi telefonan dimenan fomar dike ; ku bi fotosop, fifre 0 aplicasyonan hisé me yé rastedin sofl dikin de,
tudyo O kevnesopiyén wénekésan ziyaret dike. Ji bo fahm kiina demé cirokeke ku li dikana wénekésiyé derbas
diike pésniyar dike. Irdemi fimé xwe bi nsanén derdora xwe re, yén ji komuniteya xwe re 0 bi heval O dostén xwe
[ bi awayeke jidifi dikisine. Di van fiman de bi cirokén xwerd yén herémi ku dawlyé dibin gerdoni, leheng, diyalog
dena, bédengi, wargeh 0 bi- bikar anina lehengan, ré dide ku temasevan bi héza xwe ya xeyaliji héla cih 0 demé
we dinava fiman de bi ci bike. Kurtefimen Irdem di péskésiya i Amede, i mekaneki sinemayé yé allernafr, di bin
[oané bernameya fiman de halibon danisandin. Hevkuratorén ku guflogoyén bi lrdemi re ji bo Stenboliyan weke
firsendeke dibinin, minnetdarén derhéneré ciwan in ku, wiev sensa daye wan ku dé karibin “Wenekés", bi awayeke
[renon, ronik 0 tekilya wéne o filmi bi awayeke xurt ragavi mévanan bikin.

Fotografer, kisa fim, 2018, 9"

Senaryosunu yazp, yénetmenligini ve g8rintd ydnetmenligini yaphai 2018 tarinl *Fotografer” isimli kisa fiminde,
L5116} irdem fotografik imaila degisen iskimizi anlamak i¢in, meslegin, prafigin icinden yola cikiyor. Herkesin akil
iclefonlarla strekl kayit aldigi; fotosopun, fifrelerin ve aplikasyonlann gerceklik algimiz bozdugunu bir zamanda,
fotografci stiidyosunu ve gelenedgini zyaret ediyor. Zamani anlamak icin, fotografe dkkaninda gecen bir hikayeyi

neriyor. Irdem'in kendi cevresinden, komiinitesinden ve arkadaslanndan gdnbllilerle cekilen fimlerinde yakaladiar
yerelden evrensele ulasan Szgiin hikdye, karakler, diyclog, ses, sessizlik, mekan ve karakter kullanimiannda dikkafli
20, iZleyicinin hayal giiciine yer ve zaman veren favn dne cikiyor. irdem'in kisa fimleri, Diyarbakir'da gerceklesen
kunumda kentin alfernatif sinema mekanlanndan birinde film programi kapsaminda gésterlimisti. Istanbul’daki sergiyi
rcdem ile diyaloglan ve istanbullu izleyiciler igin bir fisat clarak géren es ki “Fotografcr'y algakgsnolly, ironik
ve fimle fotografin arasindaki gegislerin alfin Gizerek gésterme sansini vert geng ydnetmene minnettar.

Photographer, short film, 2018, 9*

In Pholographer, a short film LitfD frdem wrote, directed and was also the creative director of, the artist posifions
himself within the profession and practice of pholography and depars from i in order fo explore our changing
elationship with the photographic image. At a fime in which everyone constantly records on their smartphones:
fohotoshop, filters and applications distort our sense of reality., the arfist pays a visit fo the tradition of photography
tudio. In an attempt to understand our times, he proposes a story that takes place in a photo studio. In the films he
ealizes through the support of his community. friends and volunteers: his attention to detailin creating authentic
tories that reach from local to global, characters, dialogue, sound, slence and space comes to the fore. His
approach that allows time and space for the viewer's imagination and reflection is also a striking feature of his
ilms. Irdem’s shorts were screened in an altemative cinema venue during the previous edifion of the exhibition in
Diyarbakir. The curators who see this exhibition both as an opportunity in ferms of their dialogue with Irdem and also
o infroduce him fo the Istanbul art scene, are grateful to exhibit the “Photographer”, @ humble and ironic piece tha
underlines the fransitions between photography and fim.

Zelal OIKAN

Bénav, li ser tovalé, bi boyaxa nefté, 2019, 110x120cm
Bénav, li ser tovalé, bi boyaxa nefté, 2019, 80x100cm

Bénav, bi boyaxa nefté, li ser tovalé, 2019, 60x80cm

Qebloya Diréjkiriné , li ser kaxizé, boyaxa avi, 2019, 38x57,5cm
Nivis, li ser kaxizé, boyaxa avi, 2019, 24,5x37,5cm

ROpist, li ser kaxizé, boyaxa avi, 2019, 21x30cm

boyaxa avi, 2019, 30x35cm

Bendewari-l, i ser kaxi:

Zelal Ozkan, i ser mekan O alavén ku di pratika wéneyé de
biraninén wan hene, kevn O xwedi bir in dixebite. Ev vegotinén
&neyi, bi kompozisyon 0 perpeskiifién mudaxele kifl, 1égefina
jhunermend ya li rabirdd 0 zarokantiya xwe, bi nérineke hundirin
dinundifine. Di nava xebatén pisit mezOniyeta hunermanda
kU ev hest sal in bénavber wéneyén bi boyaxa neffi 0 avi
cadike de, em li figurén lasi an i temsiliyeta mirovi rast nayén
(Pozisyona) temasevanén ku bi tunebina xwe hatine tarf kirin,
di cihén girtl de; bi taybefi di nava malan de, bémirov, xew\e
0 atmosferén béden: én hiskirin. Ev k i é
jacizker 0 béyom, i fi pace, defl
ldikevin hundir re li hev digelibin. Di derbaré van wéneyén ku
nisaneya wan bédengi ye, Ozkan li ser ronahiyé wiha dibéje

* Ji dévia dimenén ideal, ez carcoweyén acizker pésniyar
im... Tégeha xéni, hem di hundiré xwe de cureyeke azadiyé
dihewine, hem ji qadeke bisinor 0 sinoré wé diyar e péskési me
dike. Ez dixwazim vé erénaya han bi ronahiyé bikirpinim. Ronaht
hem bandorker e, hem ji ya ku bandor 1& dibe ye. Di heman
ldemé de hem temasevan e, hem ji ya ku 1& 1 fesmasekirin e. *

Isimsiz, tuval Gzerine yagh boya, 2019, 110x120 cm

Isimsiz, tuval Uzerine yagl boya, 2019, 80x100 cm

simsiz, tuval Gzerine yagl boya, 2019, 60x80 cm

Uzatma Kablosu, kagit izerine sulu boya, 2019, 38x57.5 cm
Yoz, kagi Uzerine sulu boya, 2019, 24,5x37,5 cm

Ort, kagit zerine sulu boya, 2019, 21x30 cm

Beklemek-l, kagit Uzerine sulu boya, 2019, 30x35 cm

Zelal Ozkan, resim pratiginde yasanmishdi olan, eskimis ve
hafizasi olan mekanlar ve esyalar zerinde calisr. Bu resimsel
anlatimlar renk, kompozisyon ve misdahale edimis perspektif
ararlanyla, bir anlamda sanatginin kendi gegmis ve cocukluk
illanna dair bir arayis, isel bakisi da icerir. Yaklasik sekiz yildir
araliksiz yagh boya ve sulu boya teknikieryle resim treten
anatcinin, mezuniyet sonrasi bijtiin calismalannda bedensel
oir figir ya da insan temsiine rastlanmaz. Yoklugu dzerinden
icrifienen izleyici (pozisyonu), ic mekanlarda; &zelikle evierde,
insansiz, issiz ve sessiz atmosferlerde hissedilir. Bu tuhaf, rahatsiz
edlici, halla tekinsiz kompozisyonlar pencereden, kapidan ve
isandan yansiyan, sizan ve giren iskla carpisi. Grsel anlamda
sessizige isaret eden bu resimler igin Gzkan'in vurgusu sk
(2¢rine: .. ideal bir manzara yerine, rahalsiz edici ger
v kavrami, kendi iginde hem bir 0 Szgirlok
bannars, hom desnit; sinidanmms, sinian belrl bir alan sunar. Bu
iilem, skla vurgulamaya calisiyorum. Isik, hern etkileyen hem del
etkilenendir. Ayni zamanda hem izleyen, hem de izlenendir.”

eler

Unfitled, oil on canvas, 2019, 110x120cm
Unfilled, oil on canvas, 2019, 80x100cm

Unfitied, oil on canvas, 2019, 60x80cm

Exlension Cord, walercolor on paper, 2019, 38x57,5cm
Text, watercolor on paper, 2019, 24,5x37,5cm

Cover, watercolor on paper, 2019, 21x30cm
Waiting-1, watercolor on paper, 2019, 30x35cm

In her painting practice, Zelal Gzkan focuses on old spaces
and objects with histories and memories. These paintings, with
heir color palette, composition and particular perspectives
also suggest an internal gaze and a quest for the artist's past
and childhood memories. The artist has been practicing ol
oainting and watercolors for the past eight years, and any form
of human representation is absent in all the paintings she has
completed after her studies. The position of the viewer, which
s portrayed through ifs absence, is often perceived in the
epicted interiors; particularly domestic places, deserted quiet
ervironments without people. These uncanny, disturbing and
even eerie compositions colide with the light that is reflecting
and seeping through the window, the door and the oulside. In
ihese paintings, which visually point to sience, Gzkan infends fo
[out the emphasis on the light: *Instead of an ideal scenery, 'm
oroposing disturbing frames...The concept of a home comes

ith a sense of freedom, but also proposes a limited, confined
kpace with defined borders. | try to emphasize this duality
hrough light. Light is both the influencer and the influenced,
and also both the viewer and the viewed."




