SENCER VARDARMAN

Virtual news

A selection from TV-Landscapes



BiR SONRAKI SiViL. ZAYIiATI: HAREKET HALINDE KOPYALAR / VAHSET TiYATROSU
SENCER VARDARMAN'1n istanbul’daki Kisisel Sergisi Uzerine Notlar

Yazan Shulamit Bruckstein Goruh

Higbir sey orijinal degildir. Hayal giictiniizii atesleyen, sizi ilhamla titrestiren her yerden ¢alin.
Eski filmlerden, yeni filmlerden, miizikten, kitaplardan, resimlerden, fotograflardan,
siirlerden, riiyalardan, rastgele sohbetlerden, mimariden, képriilerden, tabelalardan,
agaclardan, bulutlardan, su birikintilerinden, 1s1ik ve golgelerden beslenin. Sadece dogrudan
ruhunuza seslenen seyleri segip, onlar: ¢alin. Bunu yaparsaniz isiniz (ve hirsizliginiz) 6zgin
olur. Ozgiinliik paha bigilmez; orijinallik diye bir sey yoktur. Bunlar: yaptiktan sonra da
hirsizliginizi saklamakla ugrasmayin, tam tersine icinizden dyle geliyorsa eger, kutlayin bunu.
Her durumda Jean-Luc Godard'in su s6ziinii hep aklinizda tutun: ‘Asil 6nemli olan bir seyleri
nereden aldiginiz degil, onlar1 nereye gotiirdigiiniizdir.”

Jim Jarmusch

TV Manzaralari-manzaralari

Dijital fotograf baskilari, gesitli ebatlar, 2005 - Bugiine
TV-Manzaralari serisinde yer alan ¢alismalar, diinya ¢capinda televizyon programlarindan elde
edilen fotograf kareleri montajlanarak tiretilmistir. TV-Manzaralar: bir takim dehset verici ya
da can sikici imajlari 6yle neo-romantik manzaralara doniistiiriiyorlar ki, izleyiciler onlara
bakmaktan keyif aliyor. Isin garpici etkisi ise giizelliklerin bas déndiiriiciiliigii karsisinda

kendinden gegirerek izleyicide bir toplumsal farkindalik i¢in bilingalt1 yaratmak oluyor.

Sencer Vardarman'in TV-Manzaralart ile yaptig1 sudur. kent manzaralarindan, mimariden, sokaklardan,
dogadan, agaclardan, bulutlardan, su birikintilerinden, 1s1k ve goélgeden besleniyorlar. Canli haber sunumlarinin hard
disk kayitlarindan alinma video kareleri mitlere 6zgii kiyameti ¢agristiran foto-imajlara dontisiiyor. Bagdat, Dresden,
Beyrut, Saraybosna’dan savas sahnelerinin sunuldugu ticari TV haberleri, dogal afetler, 6liimciil seller, orman yanginlari,
niikleer felaketler, depremlere ait biiyiitiilmiis imajlarla harmanlaniyor; fraktal imajlardan olusan bir montaj nefes
kesen giizellikte bir estetik manzaraya veya akillardan ¢gikmayan bir karanliga doniisiiyor; ticari imajlarin orijinal
akisina hicbir sey eklemezken, kes-yapistir'in, yerinden gikartma ve sikistirmanin etkileri kat kat artiyor. Sanatgi
Freudyen bir matris sunuyor: tiiketicinin ruhunun global bilgileri sindirme mekanizmasinin ¢arklari. Vardarman
sanatsal dzenin biiyiiteci altinda ticari TV kayitlarindan olusan masif akisi bir araya getiriyor. Foto-imajlar1 garip
iitopyan dekorlar, peyzajlar, kent manzaralari ve goze tuhaf ve esrarengiz bigimde tanidik gelen doga panoramalarinin

glin yiiziine ¢ikarttig: bir vahset tiyatrosu sergiliyor.

Hareket Halinde Kopyalar
“Istanbul” 2012: Sakin bir Istanbul gériintiisii. Aslinda bu imaj, aralarinda Istanbul, Hong Kong ve

mimarlarin durmaksizin her yerde birbirine atifta bulunmalar1 nedeniyle siluetleri ¢goktan birbirinden ayrilamaz hale
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gelmis baz1 isimsiz Bati sehirlerinin de oldugu kentsel kiiresel
arketiplerin becerikli bir montaji. Gozlerimiz istanbul'un kendine has
adalarina ve o her daim huzur veren Bogaz'in duraganliginda kiirek
ceken iki adama takilirken, gz alic1 bir siluetle goriintiiye damga
vuruyor. Megalopolisin siluetinin iist iiste binmis dort ayr: kat video
alintisi iizerinden izliyoruz. Her biri Istanbul, Hong Kong ve diger ismi
verilmeyen Kuzey Amerika kentleri iizerine yapilmis diger TV
programlarindan alinmis. Buna karsin imaj, kentin uslanmaz renkleri ve
formlari, Bogazici, vapur, ada, sahil gibi Istanbul'un ¢ok bilindik
ozelliklerini de yansitiyor; mutasyona ugrayarak, diinyanin gébeginde,
Dogu ve Bat1 kiiltirlerinin orta yerinde arabuluculuk eden, kiiresel
degisim yoniinde siyasi hevese ve etkileyici bir ekonomik biiyiimeye
sahip kentsel bir dinamo olan giiniimiiziin Yeni Isvi¢re'sinin taniminin
yapildig: bir ticari kent posterine doniisiiyor. Aslinda Dogu ve Bat1 bu
imajda tersine gevrilmis gibi goziikiiyor: Anadolu yakasini gérmeye
alistigimiz adanin ardinda, Bogaz'in Avrupa kiyilar yansiyor: Istanbul,

Hong Kong, ABD ve bir tutam Asya bir sinema filminin kopyasinda

harmanlanmiyor; orijinali olmayan, hala orada oldugunu sandigimiz seyin

istanbul, Dijital Fotograf baskis, 158 x 100 cm, 2012

yoklugunu yansitan bir kopya.

Diinyevi Arzular

Sencer Vardarman'in halka canli olarak yayinlanan her tiirlii haber akigindan alinma video karelerini
kat kat yerlestirdigi montajlar: tutarh bir estetik kod olarak karsimiza ¢ikiyor. Eserler anonim ve bilingsizce pazar
odakli bir kamu retorigini ve bu diinyanin kamusal imajlar: ticari olarak nasil alip sattigin1 yansitiyor. Rétuslu yiizler
ve kes-yapistir viicutlar goktan beridir tiiketicinin estetik cerrahi, moda, yasam stili iirtinleri, turizm ve daha 6tesi
icin piyasay: yonlendiren dykiinmesinin mihenk tasi oldu. Sencer Vardarman bu manzara imajlarinin da kopyalarin

orijinal yerine alinip satilmasi tarihini paylastigini hatirlatiyor bizlere.

Avrupa Manzara Resmi: “Higbir Gergeklik izi Tagimaksizin”

Sencer Vardarman'in TV-Manzaralart paradoksal yollarla, doganin siirsel bir hayal gliciiniin yiice bir
aynasi gibi takdim edildigi Avrupali manzara resimleri gelenegini stirdiiriiyor. Bu bahar Frankfurt Stadel Miizesinde
sunulmakta olan Claude Lorrain'in (1600-1682) sergisinden s6z ederken, Avrupa basinindan 6nde gelen bir sanat
kosesinin 12 Subat 2012 tarihli bashig: soyle: “Bu durumda ve su andan itibaren doga sanati taklit ediyor”. D6neminin
meshur barok manzara ressami Claude Lorrain'in eserleri 18. yiizy1l Ingiliz ve Alman manzara resimlerimde binlerce
ressam tarafindan kopyalandi. 19 ve 20. yy boyunca sayisiz Ingiliz ve Alman evinin salonunda sergilenen bu resimler
biiyiik oranda peyzaj mimarlar: ve sehir planlamacilar: tarafindan taklit edildi. O kadar ¢ok kopya edildi ki, Lorrain
adi, zamaninda in kazanmis olmasina ragmen, neredeyse hafizalardan silindi. Sanat¢i “dogay1” algimiza o kadar
biiyiik bir ustalikla naksetmeyi bildi ki, her tatil, seyahat reklamina baktigimizda onu hemen tanir olduk.

Maharetiyle dogal giizellik konusundaki kisisel anilarimizi sekillendirdi. Ancak buna orijinal illiistrasyonla ilintili bir
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unutkanlik eslik ediyor; igimize siki siki kazinmis ve niifuz etmis bir unutkanlik. Goethe Lorrain’in resimlerine
bakarken soyle demisti: “Bu imajlar higbir gergeklik izi tasimaksizin en yiiksek hakikati ortaya koyuyor”.
Vardarman'in TV-Manzaralart'yla Goethe'nin bu veciz szl tipatip uyusuyor: doga, sanati taklit ediyor, buna karsin
doganin anlik alg illiizyonu disinda evveliyatinda higbir sey yok. ironik bir sekilde, buradaki illiizyon belgesel

imajlarinin biinyesinden c¢ikiyor; 6zenli bir hassasiyetle ¢ok azcik yerinden edilmis, ticari televizyonlara ait canli

sunumlarin hiper-realitesiyle.

Bir Zamanlar, Dijital fotograf baskisi, 94 x 278 cm, 2012

“Bir Zamanlar”, 2012, Afrika cangilinda ortagag Ispanyol satosu; Siluet: Muhtemelen Sili veya Amerika'nin
glineyinden baska bir tilkeye ait fabrika bacalari; On plandaki su: Bilinmiyor. Resmin sagindaki oyuk: Afrika'dan

tropik bir nehir.

Mahseri Zalimlikler Tiyatrosu
Siyasi dil oyle tasarlanmistir ki, yalanlar kulaga gercekmis gibi gelir, cinayet sayginlasir ve
sadece riizgardan ibaret olan bir sey dayanisma gibi gosterilir.

George Orwell

Avrupali manzara resimlerinin dogayi idealize ederek burjuva arzularina yonelik titopyan bir 6zlem
yaratmasina karsilik TV Manzaralar: tam aksini yapiyor. Kiiresel haber yayinlarinin distopyan dilini 6ne ¢ikariyor:
savag haberi umursamaz ve sonu gelmez ve birbiri ardina
eklenerek kiimelesmis bir yayin akisiyla milyonlarin
tavrini ayni potada sunuyor, spor olaylari, dogal ve
ekonomik felaketlerle ilgili bilgiler, hava durumu,
reklamlar, iinliilerle ilgili dedikodular, daha fazla savas
haberi, daha fazla dedikodu, daha fazla dogal afet vs.
Ozellikle savas sahneleri daha yiiksek bir
teatral zalimlik duygusuyla alinip satiliyor. Vardarman'in
“Bir Sonraki Sivil Zayiat1 Ararken” baslig1 tasiyan
calismasinda 5 Nisan 2010 tarihinde WikiLeaks tarafindan
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sizdirilan gizli bir ABD askeri videosuna ait bir dizi imaj yer aliyor. Bu siyah beyaz ‘video still’ montajlar1 bas
dondiiriict bir etkiye sahip. ABD ordusuyla Bagdat'ta konuslanmis 22 yasindaki bir istihbarat analisti tarafindan
ortaya gikartilan bu videoyu sizdiran WikiLeaks “ikincil Cinayet” bagligini kullandi. Bir ABD Apache helikopterine ait
silahin kamerasindan ¢ekilen 12 Temmuz 2007 tarihli bu videoda aralarinda iki Reuters habercisinin de bulundugu bir
dizine ¢ogu silahsiz insanin kentin banliydsii olan Yeni
Bagdat'ta ABD helikopterinin hava saldirisi altinda hunharca
katledilisi agikga gortiliiyor. Sencer Vardarman'in “Bir Sonraki
Sivil Zayiat1 Ararken” adini tasiyan gece efektli siirrealist
montajinda, sanat¢i sahneyi izole ediyor. Sahneyi daha
sonraki izlemeler i¢in kurgularken, canli yayin siyasi
dokiimantasyonlardaki insan zulmiine olan doyurulamaz
aclig1 gozler oniine seriyor. Kurgusal 6zellikler kazanan
hiperrealist imajlar sanatgiy: “sdyleyecek sozlim yok, sadece
gostereceklerim var” noktasina tagiyor (Walter Benjamin).

“Sehir Geceleri” 2010 imajinin tiiyler iirperten
karanhginda en az dort katman bir arada harmanlanmis.
Ufukta: 13 Subat-15 Subat 1945 tarihleri arasinda

Miittefiklerin bombardimani sirasinda Dresden ve sanatginin

eliyle iskelete gevrilmis iki ev; asagida: Kaliforniya'daki vahsi
Sehir Geceleri, Dijital fotograf baskisi, 126 x 120 cm, 2010/2012

orman yangininin eklenmis oldugu gece karanlig1 2007/2009;
ortada ve 6n planda: Yugoslavya'dan savas manzaralari, bir volkanik patlamadan kaynaklanan volkanik kiillerle

kaplanmis yerle bir olmus evler.

Atlar, Dijital fotograf baskisi, 76 x 278 cm, 2012

Sencer Vardarman'in TV Manzaralar: diller, ticaret ve haberler arasinda savasi, kayitsizligi, felaketleri,
0limii normallestiren giindelik yasamin psiko-patolojisini ortaya koyuyor. Eserler halka yapilan yayinlarin anlatisal

akisini, hiper-siirreal olanin esrarengiz asinaligiyla damgalanmis hayal imajlarina dontistiiriiyor.

1- Orijinal Wikileaks baslig1: “Collateral Murder”. Collateral Damage : ikincil hasar; (Savas sirasinda) sivil zaiyat
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“Berlin Sular Altinda”, 2005: Kent
manzarasi: Berlin 1945, Il Diinya Savasi sonrasi. Sag
tarafta: “Berlin Katedrali,” solda: Berlin Saray1
harabesi, heniiz yikilmamisken. Su: Bir Hollywood
prodiiksyonundan ve bir sualt1 doga belgeselinden.

“Gece Nobeti”, 2010: Cesitli konserler,
cesitli gosteriler. On planda: Hard Rock Konseri,
muhtemelen Almanya; Ortada: daha iyi maas icin
greve gitmis olan Ruslarin komiinist bayraklar
tasiyarak yaptiklari gosteri yiiriiyiisii; sol taraf arka
planda: konser sahnesi, kaynagi bilinmiyor. Gece
karanlig1- arka plani: ¢ok biiyiik olasilikla Avrupa’da
bir orman, gece saat kag oldugu belli degil.

“Devlet Otoritesi,” 2011: isbasindaki bir
Amerikali polis memurunun farktal imajlarindan
alinarak yeniden insa edilmis bedenler; asagidan
bakilarak iiretilmis bir perspektifle manipiile

edilmis sembolik bir hareket. %

Berlin Sular Altinda, Dijital fotograf baskisi, 120 x 145 cm, 2005/2010

Gece Nobeti, Dijital fotograf baskisi, 120 x 189 cm, 2010

Devlet Otoritesi, Dijital fotograf baskisi, 120 x 120 cm, 2011
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NEXT COLLATERAL DAMAGE: COPIES IN MOTION / THEATRE OF CRUELTIES
Notes on SENCER VARDARMAN'S Solo Show “Virtual News” in Istanbul

By Shulamit Bruckstein Coruh

Nothing is original. Steal from anywhere that resonates with inspiration or fuels your
imagination. Devour old films, new films, music, books, paintings, photographs, poems,
dreams, random conversations, architecture, bridges, street signs, trees, clouds, bodies of
water, light and shadows. Select only things to steal from that speak directly to your soul.

If you do this, your work (and theft) will be authentic. Authenticity is invaluable; originality is
non-existent. And don’t bother concealing your thievery - celebrate it if you feel like it. In any
case, always remember what Jean-Luc Godard said: “It’s not where you take things from - it's
where you take them to.”

Jim Jarmusch

TV Landscapesscapes

Digital C-prints, several sizes, 2005 - Current
The images of TV-Landscapes series are built out of exported still images from worldwide
broadcasting industries’ TV-videos. They transform horrifying images into neo-romantic scenes
so the spectators feel pleasure looking at them. The sublime effect of the work is to engage the

viewer in an ecstasy of beauties to create a subconscious for social awareness.

Sencer Vardarman'’s TV Landscapes-scapes do that: they devour urban city landscapes, architecture, street
views, nature, trees, clouds, bodies of water, light and shadow, they are video stills exported from hard disc recordings of
live TV news coverage, transformed into apocalyptic photo-images of mythical quality. Commercial TV news coverage of
war scenes in Bagdad, Dresden, Beirut, Sarajevo merge with magnified images of natural disaster, deadly floods, forest fires,
nuclear catastrophes, earthquakes; a montage of fractal images turns into an aesthetic scenery of breathtaking beauty or
haunting darkness, with nothing added to the original stream of commercial images but the multiplying effects of cut and
paste, displacement and compression. The artist exposes a Freudian matrix: the gearing mechanisms of the consumer’s
psyche digesting global information. He summons the massive stream of commercial TV coverage under the magnifying
glass of artistic scrutiny. His photo-images reveal a theatre of cruelties, veiled by weird utopian sceneries, landscapes,

cityscapes, scenes of nature that look strangely and uncannily familiar.

Copies in Motion
“Istanbul” 2012: a tranquil image of Istanbul. The image turns out to be a skillful montage of urban global
archetypes, including TV city landscapes from Istanbul, Hong Kong, and some unnamed Western cities whose skylines long
became indistinguishable, as architects are citing each other in formal ways everywhere, constantly. While our eyes are
caught by Istanbul’s distinctive princess islands and by two men paddling their way in stunning immobility on an all too

peaceful Bosporus, the image is marked by an imposing skyline, showing the megalopolis’ skyline piling up in at least four
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conglomerating layers of video stills, exported from arte and other TV
programs on Istanbul, Hong Kong, and other unnamed North American cities.
Yet, the image carries Istanbul’s unmistakable features, its bodacious colors
and forms, the Bosporus, the ferry, the island, the shore; copy-paste mutates
into a commercial city poster, promoting New Switzerland of our times, an
urban power engine with impressive economic growth, political ambitions for
global change, mediating between Western and Eastern powers, navel of the
world. Indeed, East and West do seem inversed in this image: behind the island,
where we are used to see the Asian sea side shore, the image mirrors us the
European bank of the Bosporus: Istanbul, Hong Kong, US, and a tiny pinch of
Asia, blend into a copy in motion picture, copy with no original, mirroring an

absence of what we think is still there.

Worldly Desires
Sencer Vardarman'’s camouflaged, cut-and-paste, superimposed,
compressed video stills from all kinds of public live stream news emerge as a

coherent aesthetic code. They mirror the anonymous unconscious of a market

driven public rhetoric and its commercial trade of public images. Retouched

Istanbul, Digital C-Print, 158 x 100 cm, 2012

faces and cut-and-paste bodies long became yard sticks for consumer’s
emulation, driving the market for plastic surgery, fashion, live-style products, tourism, and more. Sencer Vardarman reminds

us that images of landscapes, too, share this history of trading copies for origin.

European Landscape Painting: “With No Hint of Reality”

In paradoxical ways, Sencer Vardarman'’s “TV Landscapesscapes” pick up the tradition of European landscape
painting in which nature presents itself as a sublime mirror for the poetic imagination. “In this case, and from now on, nature
imitates art” headlines one of the leading European feuilletons February 12th, 2012, referring to the exhibition of Claude
Lorrain’s paintings (1600-1682) showing in the Frankfurt Stddel Museum this spring. Claude Lorrain, the baroque painter of
landscapes, famous at his time, an artists who painted and drew, whose paintings were copied by the thousands in 18th century
English and German landscape painting, represented in uncounted English and German living rooms through the 19th and 20th
century, was vastly imitated by landscape gardeners and urban architects. He was copied so much that his name, famous at
the time, became almost forgotten. So ingeniously he knew to implant “nature” in our perception that we recognize it in every
travel add, it shapes our personal memories of natural beauty, accompanied by forgetfulness concerning the original illusion, a
forgetfulness firmly imprinted and all pervasive. “These images reveal a highest truth with no hint of reality” Goethe said when
looking at Lorrain’s paintings. With Vardarman'’s TV Landscapesscapes Goethe’s dictum comes full circle: nature copies art
which, in turn, has nothing to begin with but the illusion of immediate perception. Ironically this illusion is embodied here by
documentary images; by the hyper-reality of live stream commercial TV, just a tiny bit displaced, with meticulous precision.

Sencer Vardarman, “Once Up On a Time”, 2012 Medieval Spanish castle in African jungle. Skyline: Industrial
factory chimneys possibly from Chile or another country from America’s South. Foreground water: Unknown. Hollow on right

side of the picture: African Tropical River

City Nights, Digital C-Print, 126 x 120 cm, 2010/2012

Theatre of Apocalyptic Cruelties
Political language is designed to make lies sound truthful and
murder respectable, and to give the appearance of solidarity
to pure wind.

George Orwell

Whereas European landscape paintings
idealized nature, creating a utopian longing for the fulfillment
of bourgeois desires, the “TV Landscapes” do just the
opposite. They expose the dystopian language of global news
broadcastings molding the attitudes of millions with their
indifferent and unending conglomerating stream of war news,
sports events, reports of natural or economic disasters,
weather reports, commercials, celebrities’ gossip, more war
news, more gossip, more natural disasters, etc. Especially
war scenes are traded with a heightened sense of theatrical
cruelty. In one of Vardarman'’s “TV War Scapes” entitled “In
Search of the Next Collateral Damage” we see a montage of
black and white video stills in a dazzling array of multiple
cut-and-paste images exported from a classified US military
video released by WikiLeaks April 5th, 2010. The video,
disclosed by a 22 year old intelligence analyst with the US
Army in Baghdad, entitled “Collateral Murder” in WikiLeaks’
release, was shot from a US Apache helicopter gun-sight. It
clearly depicts the July 12th, 2007 US helicopter air strike
slayings a dozen mostly unarmed people in the Iraqi suburb

of New Baghdad, including two Reuters news staff. In the



surrealist day-for-night montage of Sencer Vardarman'’s “In Search of the Next Collateral Damage” the artist isolates the
stage, setting it up for future viewings, giving in to and thereby exposing the insatiable hunger for human cruelties on live
stream political documentations. Hyperrealist images attain fictional qualities with the artist having “nothing to say, only
to show” (Walter Benjamin).

Sencer Vardarman's “City Nights,” 2010. At least four layers merge into the eerie blackness of this image. At
the horizon: Dresden during the bombing of the Allied Forces February 13 to February 15, 1945, two houses skeletonized by
the artists” hand; below: black of night enclosing Californian forest wild fires 2007 / 2009; middle and foreground:

Yugoslavian war scenes, smashed houses covered by volcanic ashes stemming from an unknown volcanic eruption.

Horses, Digital C-Print, 76 x 278 cm, 2012

Sencer Vardarman’s TV Landscapesscapes expose the psycho-pathology of the everyday, normalizing war,
indifference, disaster, death in language, commerce, news. They translate the narrative stream of public broadcast into

dream images marked by the uncanny familiarity of what is hyper-surreal.

“Berlin under Water”, 2005: City
landscape: Berlin 1945, after World War II. On the
right hand side: the “Berliner Dom,” left hand side:
ruin of Berlin castle, not yet demolished. Water:
from a Hollywood production and from an underwater
nature documentary.

“Night Watch”, 2010: Several concerts,
several demonstrations. Foreground: Hard Rock
Concert, possibly Germany, middle: demonstration of
Russians on strike for better wages with communist
flags; left hand side background: concert scene,
unknown source. Dark night background: most
probably European forest, time of the night unclear.

“State Authority,” 2011: reconstructed
bodies taken from fractal images of an American
policeman in action; manipulated symbolic gesture

with fabricated perspective from below. %

Berlin under Water, Digital C-Print, 120 x 145 cm, 2005/2010

Night Watch, Digital C-Print, 120 x 189 cm, 2010

State Authority, Digital C-Print, 120 x 120 cm, 2011



KATMANLASMARIN GETIiRDiGi GORSEL RiSKLER

Yazan Ali Akay

Donemimiz risk diinyasiyla islemekte: Kiiresellesme, katmanlarin getirdigi cokluklarin cografi olarak
mekana aykiriliklar: ve ayriliklar: tartismasinin donemi. Salinimlarindan, baska olan yerlerin ve sehirlerin ayri ayri
ritimlerinden olusan heterojenliklerle isleyen birimler ve bileskeler olusturmak bugiiniin sehirciliginin alani iginde
goziikmekte. Beispiel kavrami (belki yanlis olarak da olsa ¢rnek diye terciimesini énerebilecegimiz) Hegel'in hareket
halindeki yan yanaliklarla isleyen “yerlesik kimlikli oyunu” i¢in ilging bir 6rnek olarak karsimiza koyabilecegimiz bir
kavram. Ancak, burada, ayriliklarin yan yana getirilmesinin oyunu ortaya konulmakta. Bir hareket ile birlikte 6zdes bir
birimin bir yerden bagka bir yere ‘deplasmani’ ile alakali olarak goriilebilecek bir kavram. 19. yy. iginde var olan
Emperyalist ekonomi i¢cin kullanabilecegimiz ve kullanilan bir kavram, bu. Halbuki bugiiniin ekonomisi Emperyal bir
ekonomi. 19. yiizyilin Bat1 merkezli diinyas:1 ayr1 ayr1 zenginliklerin 6tekiligini yan yana getirirken 6zdeslik tizerine
kurulu bir hareketi ortaya koymaktaydi. Ozdeslik {izerinden aynilig1 yayan bir evrensellige ait olarak bu diinya
¢alismaktaydi. Bugiin, artik daha ¢ok aymi gibi duranlarin farklarindan séz edilmekte. O donemde 19.yiizyil
ekonomisinin iirtinleri metropollerden modeller sunarak diger yerlere medeniyeti tasiyacak bir ekonomi politikasi
tizerinden okunmaktaydi. Halbuki artik s6z konusu olan bu degil: ritimleri ayri olan mimarilerin, sanatlarin, miiziklerin,
gorselliklerin ve goriintiilerin deplasman halindeyken ve kendi 6zdesligini veya kimligini korurken yer degistirmesi
degil; oldugu yerde gocebelesme izlenmekte. Yerlesik olan bile oldugu yerde gdcebe olarak bir yerden diger bir yere
gidip gelmekte ve bunu da bir kimlik sabitligi icinde yapmaktan ¢ok daha fazla, katmanlardaki cogalmalarla -ama
deplasmanlarla degil - ortaya koymakta. Her bir merhalede yersizyurdsuzlasan bir kismi hareket s6z konusu artik.
Yeriyurdu olmayan bir sermayenin hareketleri emperyalizmi kapsamamakta. Risk, bu anlamda diinyasal (mondial), o
bakimdan da ayrisikliklarin getirdigi riskleri ifade ediyor.

Ve bu sadece diinyaya ait bir bakis olarak degil, ayn1 zamanda antropolojik olarak da bir 6nem tasimakta.
Medeniyetler tehdit edicidir ve tehdit altindadir. 21. yiizyil bunu en ciddi sekilde yasayan ylizyil olarak ontimiize
acilmaktadir. Uzayan bir uzamsallik iginde katmanlar gibi isleyerek mekan kendisini her mekana a¢gmakta; biitiin
mekanlari birbirlerine benzeterek ic igce sokmaya baslamaktadir. Her yer baska bir yeri andirmakta, kiiresellesme adiyla
anilan ve kimlik kaybi {izerinden her yeri belirli kiiresel bir model iizerinden 6zdeslestiren yapilanma ortaya ¢ikarilmak-
tadir. Her yer bagka bir yerle kiyaslanir hale gelmekte ve bunlarin arasindaki tarihi farklar bile goz ard: edilerek, tek bir
ortak kimlige ve bigime baglanmis bir sekilde islerlik kazandirilmasi tizerine ¢alisilmaktadir. Risk her yere tasinmistir.

Medeniyet dogaya yonelik tehditler tagimakta. Niikleer santrallerin katastroflarindan orman yanginlarina,
ve tabii ki savaslarin sanalligindan gelen bir vurdumduymazlik iginde, her yerde risk meselesini doga ile birlikte ele
almak durumundayiz. Riskin sadece toplumsal degil, ayn1 zamanda dogal oldugu gerceginin de bir kez daha altim1
¢iziyoruz. Yapay olarak adlandirilan doga, neredeyse bir sanat eseri olarak diisiiniilmekte. Dogal olarak adlandirilanin
artik dogal olmadigini biliyoruz. Ne insanin dogasi ne de tabiatin ‘yapisi’ bu halde. O zaman sanat bir yapaylik araci
olarak zaten yapaydan bir dogallik olusturmakta. Her dogal gibi goriinen zaten 6lii bir dogadan baska bir sey degildi.
Artik, manzaralarimiz da peyzaj resminde oldugu gibi degil, katman katman olan bir yapaylik iginde karsimiza
¢ikmakta. “Yapay bir dogadan” stz edilmekte. Bilim diinyasi bile laboratuarlarinda dogal olani incelemekte. Doganin

kendisi bir laboratuar nesnesi haline geldi.
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kodlarin disinda islerlik kazanmakta. Her yer baska bir yerle katmanlasmakta. Esyalarin ve cografyalarin goériinen
ylizliniin arkasindaki bu yeni zihniyete gore, arka plandaki toksik hale gelen 21. yiizyil bakisinin takibi ancak bir
mekan baska bir mekan katmaniyla ciftlestirildigi zaman anlam kazanabilecek. Sanatlarda bu durumun imgesi
yerlesmeye baslayacak,. 19.ytizyillda Pompiers akimini takip eden yeni post-modern bakisa gore, perspektif her zaman
bir sekilde katmanlarin resimsel yiizeye yerlestirilebilmesiyle miimkiinlesmektedir.

O zaman yasamak, nefes almak, yiyip igmek gibi biyolojik bir veriyle islemesine ragmen, doga her zaman
daha ¢ok risk tasiyarak korunmasizlar: daha kirilgan ve vurulgan hale getirmekte. Keyif siirmenin sartlari,
katmanlarin bileskelerinden zevk alabilmekle alakali olmaya basladi. Sadece kalp yaralar: degil, yasamin agtig:
kirilganlikla birlikte yasamin kendisi kavram olarak yarilmaya basladi. Arasindan kara safra (melankoli) gibi ilerleyen
bir sivi-kat1 birlikteliginden ortaya ¢ikan zehirler maddi olarak hepimizi zehirlemekte, haplarimizi (antidepresanlar)

bize sunmakta, felegin gemberinden gegen deneyimleri bize yasatmakta. Kisisel olmayan bir ¢liimii, Maurice

Orman I, Dijtal fotograf haskist, 100 % 270 cm, 2010 Blanchot'nun da siklikla s6z ettigi gibi, kisisel olan son anla birlestirmeye baslamakta. Zararli maddeler artik sadece

besinlerde degil, toplumsal hayatimizin ve zihniyetlerimizin iginde yer almaktalar. Nefes aldigimizda, yemek

Bir zamanlarin tanrisal ve ilahi olarak diisiiniilen esyalara ait olan ruhlar iizerine konusmak yerine, yedigimizde, igki i¢tigimizde, hatta sulara kadar giden, yikanmamizin imkanlarini bile kusatan bir zehirlenme
bugiin insanlar radyasyona ve GDO'lu yiyeceklerin tahribatina maruz kalmaktir. Esyanin ruhu degil, yaydig: siirecindeyiz.
radyasyon daha ¢ok s6z konusu edilmeye baslanan konular arasindadir. Toksinli ve hormonlu bir diinya i¢indeyiz Felix Guattari, “Uc Ekoloji” olarak adlandirdig kiiciik kitabinda hem doganin, hem politikanin, hem de
artik. Savas bile kimyasallasti. Insanin insan merkezli ve insan bileskesi olan bir figiir yerine, insanin kimya ile ve zihniyetlerimizin nasil kirlenmekte oldugunu, biitiin bu tip iliskilerin aile iligkilerine, arkadaslik iliskilerine ve
diger teknolojilerle birlikte yasayan baska bir figiire doniistiigline sahit olmaktayiz. Doganin insanbicimeci haline politikanin kendisinin i¢gine sirayet ederek bizi zehirledigini daha 1980’11 yillarin sonunda ele almis ve yazmisti.

karsilik medeni bir uygarlagsmanin teknolojisinin altinda kaybolmakta olan insan figiirii, teknigin telkininin

T
agirhiginin altinda yok olmakta. Tek merkezli olmamasina ragmen, her yeri bagka bir yerle kiyaslamaya baslayan bu [

yeni zihniyet iginde Istanbul bir Dubai, Barselona bir Marsilya, Rio bir Cape Town olarak algilanmakta. Goklu = w :

katmanlari olan bir diinyanin olusmaya baslamasiyla birlikte her yer baska bir yerle yeni bir bileskeye girebilme

"

potansiyelini tagimaya baslamistir.

Goriinen diinya ile gordiigiimiiz reel diinya arasinda olusmaya baslayan ¢ok katmanlilik sanki her yerde =

izlenebilir bir hale sokulmakta. Kat katlasan diisiince goriinebilir bir hale gelmekte. Bu yeni gerceklik kiiltiirel olan _*_- m E, T
— Pl E
— — i‘: 3 . .‘..,_ s ;

Son Buzullar, Dijital fotograf baskisi, 82 x 278 cm, 2011

1980’1i yillarda, megalopoller donemi diye adlandirdigim bir donemde, kiiresellesme, post-modernizm,
algak ve yiiksek sanatin arasindaki hiyerarsinin sorgulanmasi, Ugiincii Diinya sanatinin popiilerlesmesi, diinyadaki
biiyiik bienallerin ¢cogalmasi ve gesitlenmesi, merkez ve gevre iligkilerinin {ilke bazindan sehir bazina dogru kaymasi
ve global-kentlerin 6nem kazanmasiyla alakal bir sekilde eski “Ugiincii Diinya iilkelerinde dogan veya ailesel ve
kiiltiirel kokenleri olan” sanatgilarin daha taninir hale geldigini gorebiliriz.

“Gog sonrasi durum” olarak da adlandirilan bu dénem, bugiinkii sanatcilarin artik “Uciincii Diinyal1”,
geleneksel sanat yaparak, iilkelerinin sadece yerel kiiltiirlerini yansitmaktan baska ikili bir elestirel strateji igine
girdiklerini ortaya koydu. Bati-karsit1 olmaktan ok, orada yapilanla es degerdeki teknolojiyi ve diistinceyi kullanarak

yeni stratejiler gelistirdigini sdylemesiyle anlam kazanmaya basladi. Bati’da yasayan, her iki dilde ve tilkede galisip,

eser iireten sanatcgilar daha ilging bir konuma geldiler. Her yerde iki dilli veya ¢ok kiiltiirlii sanatgilarin gitgide

Beton Orman, Dijital fotograf baskisi, 70 x 155 cm, 2012
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¢ogalmasi, batili sehirlerde dogan ti¢lincii nesil olarak adlandirilan veya batili merkezlerde okuyan ve uzun siire
batida kalarak iki kiiltiirlii olabilen; bu sayede de iki tarafa da elestirel bakabilen bir sanatg¢i grubunun bugiiniin
sanat1 iginde yer almaya bagladigini gozlemlemekteyiz. Daha énceleri gelistirilen bati-karsit1 Ugtincii Diinya
milliyetciligi ve gelenege baglilig1 yerine gelen bu duyarlilik yeni bir olusum olarak durmaktadir. Bu tip sanatgilar
geleneksel sol sdylemin de, milliyetci yaklasimlarin da disinda eser tiretmeye baslamislardir. kili bir elestiri yontemi
diye adlandirabilecegimiz bu dekonstriiktif yontem tilkenin igerisi ve disaris1 ayriminin kesin sinirlarinin disina dogru
tasmakta; sinirlarin genisleyerek daralmasinin pragmatik yolunu bulmaya galismaktadir. Ozellikle post-kolonyal
soylem olarak adlandirilan ve bati sanat ortaminin son 20 yildaki belirleyici paradigmasi olarak goziiken ufuk, Uciincii
Diinya sanatg¢ilarinin batili Avrupa ¢agdas sanat sergilerinde boy gdstermesine olanak saglamistir.

Sencer Vardarman; iki kiiltiire (Tiirk ve Alman) birden sahip olup, “ikili kimliklesme deneyimini”
yasamakta olan bir sanat¢i. Diinyanin yukarida s6z konusu ettigimiz gidisini takip etmekte ve katmanlasan
diinyalarimiza katmanlar tasiyan bir goriintii vermek isteyerek fotograflarini kuran bir sanat¢i. Akademi'nin Fotograf
Béliimii'nden mezun olduktan ve Berlin'de on dért yillik bir egitim ve sehir deneyi yasadiktan sonra Istanbul’a ve
diinyaya yine bu yukarida ele aldigimiz perspektiften bakiyor. Birkag yildir yapmakta oldugu bu galismalarinda,
perspektifi bir ylizeye oturtma pratiginden yola ¢ikarak, diinyay: ve megalopollesen yeni merkezleri, katmanlar:
karistirarak, yeniden olusturuyor. Heterojen Kkiiltiirlerin sehirlesme projelerini, sanatsal olarak fotografin perspektivist
bakisinin getirdigi yanilsama unsurlarinin yan yanaligini kullanarak bir bakima katmanlastirmaya galisiyor. Bunun
risklerinin de farkinda olarak teknigin getirdigi Romantik estetigin tuzaklarinin i¢ine kimi zaman yerleserek kimi
zaman bunlardan uzaklasarak teknik bir diizenlemeyi kurmaya c¢alismakta.

Bernhard Riemann'in matematik ¢alismalarinda oldugu gibi, gogalma olarak adlandirilabilecek bir
hareketi sadece mekandaki biiyiikliikte ele almak degil, bu boyuttan itibaren mekanin yeniden kurulacaginin
bilgisinden yola ¢ikmak, bu teknigin bir yontemi gibi goziikmekte. Mekan biiyiikliigii kurmak yerine mekanin
cogullugunu olusturmaktadir: Farkli metrik iligkilerden ortaya ¢ikan ve daha 6nce verili olan boyuttaki mekanin
distintilmesinden ¢ok, mekanin sadece 6zel durum olusturacag: ¢ogulluk boyutunu mekana vermek. Bu agidan
bakildiginda geometrinin genel 6nermelerine bagli kalmaktansa ve bunu bir biiyiikliik ¢lgiisiine baglamaktansa,
mekanin kendi 6zgiilligline bagh kalan bir uzama dogru gitmek, baska bir hipoteze dogru yaslanmak demek olacaktir.

Bu sekilde, mekandan bir temsiliyet olusturarak boyutu n boyuta tasimak demek mekani ¢ogullastirmak demektir.

Yanan Kent, Dijital fotograf baskisi, 120 x 291 cm, 2005

Sencer Vardarman'in fotografik galismalarini, sezgisel bir sekilde ele alinan mekanin yeniden
diizenlenmesini, Riemann matematiginin getirdigi bir mekan anlayisina bagh sekilde diistinebiliriz. Ve bunun soz
konusu bakisa dogru tasinabilecegini ileri siirebiliriz. Sadece 6zel bir yer olarak diisiiniilen ve biiyiikliiklerin
¢ogaltildig1 katmanlasan bir mekan anlayisi, farkli koordinatlar: yeni birlestirmelerle birbirleriyle yakinlastirarak,
karistirarak ayni mekana tasiyabilmektedir. Mekan, bu anlamda cesitlenmekte ve katmanlarin heterojenliginden bir
yanilsama sayesinde bagka bir mekan efekti verilebilmektedir. Yapmis oldugu fotografik dizilerde, megalopoller, siyasi
gosteriler veya volkan patlamalar: hep katmanlagmalarin olusturdugu estetik yerlestirmelerin #iriinii olarak
durmaktadir. Her birinde birden ¢ok mekan ve zaman birbiri igine girmekte, yan yana veya alt alta veya iist iiste
cakismaktadir. Her seferinde tek imajla bize geri donen fotograf tuhaf ve barok bir goriintii olarak kendisini
sunmaktadir. Bu bakisla, Sencer Vardarman giincel cografyadaki kiiresellesen benzerlikler arasindaki ayrimlari ayni
yiizeye tasiyarak diinyasal (mondial) bir soruna parmak basmakta ve estetik bakisini diisiince diizeyine

yerlestirmektedir. %



STRATIFICATION INVOLVES VISUAL RISKS

By Ali Akay

In our days, time runs with a world of risks. It is a time, when the plenitudes brought in by the strata dynamism
is shoveled into a geographical space as irregularities: This is what globalization is. Apparently generating units and
compositions operating through the heterogeneities, comprised of the independent rhythms and librations of separate places
and cities, has become a part of today’s urban planning. Bringing the Beispiel concept -we could offer the word “example” as
a translation and would probably be wrong- into mind, this is an interesting example for Hegel’s “innate identity game”
dealing with mobile adjacencies. However, here the game of bringing contradictions together is played. This is a concept
which could be viewed as involving the ‘displacement’ of an identical along with a movement. This is a concept, which can be
and is used to refer to the imperialistic economy of the 19th century. On the other hand, today’s economy is an Imperial
economy. While bringing the otherness of independent richness together, the West-oriented world of 19th century was
bringing forth a movement based on identicalness. This world was running as a part of some universality disseminating
uniformity through identicalness. Today, the emphasis is rather put on the differences of what seems identical. On those days,
the products of 19th century economy were read from a political economy to carry civilization to other parts of the world
through presenting models from metropolitans. This is not the case anymore: it is not the replacement of architectures, arts,
music, visual elements and images, preserving their identicalness and identity despite their displacements. What is being
observed is: being a migrant at the original location. Even the settled one is going to and fro as a migrant without moving.
This movement is realized not with a constant identity but rather through the multiplication of strata -though without
displacements-. At each stage, we can talk about a partial moving becoming heimatlos (displaced). The movements of a
capital with no fix abode do not include imperialism anymore. In this respect, risk is worldly (mondial) and therefore involves
the risks brought by inhomogeneity.

And this is not just a mundane perspective. It also has significance for the anthropological standpoint.
Civilizations are threatening and are threatened. 21st century stands out as a time when this is intensely experienced. The
space, operating like strata within an elongated spatialness, is opening itself to all other spaces; and by assimilating all
spaces to one another it is starting to lay them nested. Each place looks like another one. This leaves us facing a structuring
making every spot identical -with reference to a global model- through a loss of identity, also known as globalization. Each
place gets compared to another one. Even the historic differences in between are overlooked. They are operated to function
connected to a single common identity and format. Risk is embedded everywhere.

Clearly civilization jeopardized the nature. It involves numerous risks. For instance nuclear power plant
catastrophes to forest fires. Obviously, with an indifference owed to the virtual nature of wars, Vardarman once more
underlines the fact that risk is not only social but also natural and that the issue of risk needs to be tackled together with
nature in any occasion. Nearly, nature defined as artificial, is considered as an artwork. By now, we all learned that what
defined as natural is in fact not natural. Neither the human nature nor the ‘structure’ of nature is. If this is the case, as a
means of artificiality, art is already building naturalness out of what is artificial. In fact, what seemed natural was nothing
more than still life/ or a dead nature. Today, even our landscapes look like stratified artificial elements and mirroring
an unreal reality. We are talking about “an artificial nature”. Even the world of science is studying what is natural in their

labs. The nature itself has become an object of laboratories.



behind the apparent face of the objects and spaces is a consequence of the underlying toxic standpoint of the 21st century.
It will gain a meaning only when a space is coupled with the stratum of another space. The image of this will then be visible
in the artworks. According to another new viewpoint following the Pompiers movement in the 19th century, perspective is
always possible when strata are somehow laid on the pictorial surface.

Then, even though breathing is associated with living and with biological activities like eating and drinking,
it always involves higher risk. Thus it renders the unprotected into a more vulnerable and fragile state. Enjoying has now
become a prerequisite of getting pleasure from the compositions of the strata. Not only the heartbreaks, but the life itself
has been split as a concept due to the fragilities created by living. Toxins, coming out of a liquid-solid composition and
leaking through the split like a sable purulence, are literally poisoning us all. They are presenting us pills and making us
gain through-the-mill experiences. They are starting with uniting a non-personal death with a personal last moment, as

frequently mentioned by Maurice Blanchot. Hazardous substances are not found in food only. Today they are inside our

Forest I, Digital C-Frint, 100 x 270 cm, 2010 social lives and mindsets. We are going through a poisoning process, invading our breaths, foods, drinks and even

bathrooms, the water we bathe with.

Instead of speaking with spirits belonging to objects which were once believed to be divine or holy, today In his tiny book “Three Ecologies” Felix Guattari had already seen in the 80s that how the nature, politics
people are exposed to the destruction of radiation and GMOs. Rather than the spirit of a good, we are now talking more and our mindsets were becoming dirtier. He mentioned that such relationships were penetrating in the politics along with
about the radiation it emits. We are in a toxic and hormone-injected world. Even wars have become chemical. We are into our relations with our family and friends and explained how we were getting intoxicated.

witnessing how mankind turns into figures living together with chemicals and other technologies from being human- S —

centered figures. Despite the anthropomorphist quality of the nature, mankind is vanishing under the civilization P - i
technology. Man is suppressed under the weight of the indoctrination of techniques. Even though it is not mono-centric, -
Istanbul is almost perceived as Dubai, Barcelona, Marseille, Rio or Cape Town, due to this mindset comparing everywhere

with everywhere else. As a world with not only dual but multiple strata is being generated, every single spot has now the

potential of forming a new composition with anywhere. " "i‘ _
The stratification between the apparent world and the real one becomes observable on almost every corner. '*_- = e I 5 "E
P —— -
This multifaceted mindset with countless twines is now palpable. This new reality has turned functional outside the S w i e —

cultural codes. Every place is getting stratified and turning into a strata of another place. According to this new mindset

Last Pieces of the Arctic Ice, Dijital fotograf baskisi, 82 x 278 cm, 2011

We can safely say that artists, who were born or have familial and cultural origin in the Third World countries
became more renowned. Doubtless, there were many factors leading to this such as: globalization, post-modernism,
questioning of the hierarchy between low and high art, popularization of Third World art, the diversification and increased
number of biennales. Also, during the 80s, which I call the era of megalopolises, the center-periphery relations shifted from
being country-based to city-based. The global-cities gained importance in this decade.

This stance, also known as the “post-migration state”, revealed that artists of this age, now from the Third
World, were performing traditional art. Instead of reflecting their native culture only, we understand that they were also
pursuing a dual critical strategy. Their art gained meaning when they expressed that rather than being anti-West they
were developing new strategies employing the technology and thought, used by the West. The position of the artists, who
were living in the West and producing works in both countries, was even more intriguing. The number of bicultural artists

living in two different countries increased gradually. They were born in Western cities and being defined as the third

generation. Or studying in Western schools they were becoming bicultural residing in the country for a long time. Today,

Concrete Jungle, Digital C-Print, 70 x 155 cm, 2012
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we can clearly see that there is an artist group, who can criticize both sides. This sensitive standpoint is now replacing The reconstruction of the space, which is dealt with intuitively, in Sencer Vardarman’s photography, could

the old anti-West Third World nationalism, strongly committed to traditions. The members of this artist group therefore be viewed in the frame of the special understanding set forth by Riemann’s mathematics. We can also argue that
have now started to produce works, which stand outside the nationalistic attitude and the traditional leftist the works could be interpreted through this perspective. The space is viewed only as a special place. The sizes are
discourse. This deconstructive method, which we can define as a dual criticism, is flowing outside the borderlines, multiplied. The understanding of stratifying space takes different coordinates closer with new connections and intertwined
separating the homeland from abroad. With this method, artists are trying to find a pragmatic way of narrowing the them on the same surface. In this sense, the space is getting diversified. Due to an illusion created by the heterogeneous
borders via expanding them. Especially the horizon, which is called the post-colonial discourse and seems like the nature of the strata, the effect of another space is created. In his photo series, Vardarman is using megalopolises, political
key determinant paradigm of the past two decades in the Western art circles, enabled these artists appear in the demonstrations or volcanic eruptions as the outcome of the aesthetic installations generated with the stratifications. In
European contemporary art events. each work, we find multiple spaces and different times are juxtaposed, intertwined, interlaced or overlapped. In each case,

Sencer Vardarman is a bicultural (Turkish and German) artist, who “experienced enjoying a dual identity’”. when a time and space is finally placed on a surface, the photo, presented to the viewer as a single image, has an unusual
Closely following the above-mentioned course of the world he is designing his photos in an attempt of reflecting our and baroque air. With this standpoint, carrying the differentiations between the globalising similarities of the contemporary
worlds’ stratification. After graduating from the Department of Photography of the Academy in Istanbul, he studied and world on the same surface Sencer Vardarman is putting emphasis on a worldly problem and placing his aesthetical view in
lived for another 14 years in Berlin. Now, he is viewing Istanbul from the perspective we mentioned above. In these works a reflexive order. %

he has been producing in the last couple of years, he is reconstructing the strata after melding them. He is recreating the
world and the new megalopolis-like centers based on the practice of laying the perspective on a surface. In a way he is
working on a project of stratifying the adjacency of urbanization projects of heterogeneous cultures with the disillusive
elements of the perspectivist look artistically set forth by photography. Aware of the involved risks, he is sometimes
settling in -and sometimes trying to avoid- the traps of the romantic aesthetics of the technique. Through this, he is
trying to build a technical editing.

Apparently one of the methods employed in this technique is to base the work on the reconstruction, rather
than taking a movement, -which could be defined as multiplication- only with reference to its size. This is something we
also see in the mathematical works by Bernhard Riemann. Instead of building the dimensions, from this point on, the
space is generating its multiplicity: rather than designing a space with given dimensions, based on different metric
relations, this method is about giving the space a dimension of multiplicity, which will create an exceptional circumstance.
From this viewpoint, rather than being limited with the general propositions of geometry, and basing this on a
measurement of sizes, going towards a space connected to the originality of the place will in fact connote a leaning
towards another hypothesis. Through this method, by creating a representation from the space, the dimension will be

carried to the nth dimension, the space will be multiplied.

Burning City, Digital C-Print, 120 x 291 cm, 2005



Dogadan Haberler
News from the Nature

Deniz kiyisi | By the Sea
Dijital C-Print | Digital C-Print
150 x 120 cm

2011



Orman-III | Forest-IIT
Dijital C-Print | Digital C-Print
100 x 270 cm

2010




Son Buzullar

Last Pieces Of The Arctic Ice
Dijital C-Print | Digital C-Print
82x 278 cm

2011



Smoke | Duman

Dijital C-Print | Digital C-Print
110x 275 cm
2011




Forest-I | Orman-I

Dijital C-Print | Digital C-Print
188 x 120 cm

2010-2011




Atlar | Horses

Dijital C-Print | Digital C-Print
76 x 278 cm
2012




Sahil Seridi | Coast Line
Dijital C-Print | Digital C-Print
120x 160 cm

2005/2011




Ci13 | Avalanche

Dijital C-Print | Digital C-Print
95 x 198 cm

2011
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Sahil | Sea Side

Dijital C-Print | Digital C-Print
90 x 236 cm

2011




Tek Basina | Alone

Dijital C-Print | Digital C-Print
120 x 136 cm

2011
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Sehirden Haberler
News from the City

Berlin Sular Altinda | Berlin Under Water
Dijital C-Print | Digital C-Print

120 x 145 cm

2005/2010



Londra | London

Dijital C-Print | Digital C-Print
70 x 200 cm
2005/2011




istanbul | Istanbul

Dijital C-Print | Digital C-Print
158 x 100 cm

2012
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Labirent | Labyrinth

Dijital C-Print | Digital C-Print
100 x 206 cm
2011




Beton Orman | Concrete Jungle
Dijital C-Print | Digital C-Print

70 x 155 cm

2012




Bir Zamanlar | Once Up On a Time
Dijital C-Print | Digital C-Print

94 x 278 cm

2012




Yagmur | Rain

Dijital C-Print | Digital C-Print
120 x 242 cm

2010






Sehir Geceleri | City Nights
Dijital C-Print | Digital C-Print
126 x 120 cm

2010/2012
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Sehir Isiklar | City Lights
F - I Dijital C-Print | Digital C-Print
"‘t . . 123 x 120 cm
- 2010




Diinyadan Haberler
News from the World

Devlet Otoritesi | State Authority
Dijital C-Print | Digital C-Print
120x120 cm

2011



Otopark | Car Park

Dijital C-Print | Digital C-Print
120 x 243 cm

2010
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Yanan Kent | Burning City

Dijital C-Print | Digital C-Print
120x 291 cm
2005







Namaz Kilanlar -I | Salat performers-I
Dijital C-Print | Digital C-Print

120 x 61 cm

2010

Meeting | Bulusma

Dijital C-Print | Digital C-Print
60 x102 cm

2010




Ayin | Ritual

Dijital C-Print | Digital C-Print
60 x 105 cm
2010




Namaz Kilanlar-II | Salat performers-IT

Dijital C-Print | Digital C-Print
60 x 205 cm
2010




Bir Sonraki Sivil Zayiat1 Ararken
Bir Sonraki Sivil Zayiati Ararken
Dijital C-Print | Digital C-Print

106 x 151 cm

2012
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Karanlik Giin | Dark Day
Dijital C-Print | Digital C-Print
120 x 275 cm

2005




Danimarka Pencereleri | Danish Windows
Dijital C-Print | Digital C-Print

120x 169 cm

2010




Mehtab (dar kompoziyyon) | Moonlight (Narrow)
Dijital C-Print | Digital C-Print

120 x 241 cm

2005/ 2010




Adalar | Islands

Dijital C-Print | Digital C-Print
80 x 300 cm

2007/2011
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Savas Manzarasi | War Scape

Dijital C-Print | Digital C-Print
110 x120 cm
2007




Bagdat Bombalanirken | Bombing Baghdad I-II-1II
Dijital C-Print | Digital C-Print

Her biri | Each 60 x 110 cm

2011

Bagdat Bombalanirken | Bombing Baghdad IV-V-VI
Dijital C-Print | Digital C-Print

Her biri | Each 60 x 110 cm

2011

Sonraki Sayfa | Next page
Detay | Detail from
Bagdad’i Bombalamak II | Bombing Baghdad II






istanbul, 1970. Berlin ve Istanbul'da yasiyor ve galisiyor.
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EGiTiM

2003-2006

Baglam icinde Sanat Enstitiisii
(Institute for Art In Context),
Arts-Berlin Universitesi, Almanya

Yiiksek Lisans

2002-2003

Giizel Sanatlar, Prof. K. Sieverding ile,
Arts-Berlin Universitesi, Almanya

Usta Ogrenci

1998-2002

Giizel Sanatlar, Prof. K. Sieverding ile,
Arts-Berlin Universitesi, Almanya

Yiiksek Derece

1992-1997

Giizel Sanatlar Fakiiltesi, Fotografcilik,
Mimar Sinan Universitesi, Istanbul,

Lisans

1987-1991

2009

2007

2002

2001

iktisat, istanbul Universitesi, Istanbul

ODUL VE BURSLAR

KWW- Sanat, Bilim, Ekonomi Bursu -

Stiftung Kiinstlerdorf Schoppingen

Project Grant of Berlin

(Berlin Senatosu Kiiltiir Yonetimi Birimi Bursu)
GASAG Art Odiilii
Digitale Bildwelten (Dijital Gorsel), mansiyon,

Kreissparkasse Sanat Odiilii, Recklinghausen,

Almanya

2012

2008

2006

2011

2010

2009

2008
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KiSiSEL SERGILER

Sanal Haberler - art ON the Gallery, istanbul

Yeni Diizen II - OKK / RAUM 29, Berlin, Almanya

Yeni Diizen I - SOX36, Berlin, Almanya

SECME KARMA SERGILER VE KATILIMLAR

Unique and limited editions-

art ON the Gallery, Istanbul

urban memories (kent anilari)

Altes Museum Neukoelln, Berlin, Almanya
CELEBRATION! - (KUTLAMA!)

ugbar, Berlin, Almanya

R- EVOLUTION? (D- EVRIM?)

siyasi miidahaleler sanat uygulamalar: igbirligi
hareketi- arttransponder, Berlin, Almanya

10 Years at Kasa (Kasa’nin 10 Yil1) -

Kasa Galeri, Istanbul

What Comes Next? (Sirada ne var?)
Duvar sonrasi gergeklikler ve yeni estetik
kramlarinin ortaya ¢ikisi

meinblau, Berlin, Almanya

Taswir (Tasvir)

Modernite ve islam'in Resimli Haritalar1
Martin Gropius Bau, Berlin, Germany
1000+1 Prax(e)is -

2. Selanik Bienali, Selanik, Yunanistan

Istanbul Diptikleri
Briiksel Istanbul Merkezi, Briiksel, Belcika
Baykusun Kareleri

Pera Miizesi, Istanbul,



2007

2006

2005

2004

2001

2000

Sermaye, Lund, Isvec

Kapak, Galeri Metro, Berlin, Almanya
Gergeklik Kesisimleri, 2. Fotofestival
Mannheim / Ludwigshafen / Heidelberg,
Almanya

Kanuni Para, Kasa Galeri, Istanbul,

Komiir Konveyorii, NBK, Berlin, Almanya

Rio, Artnews Projects, Berlin, Almanya
Yalanla ilgili hersey, Apartman Projesi, Istanbul
Karisik Hipnoz, Fleisch Zeigt, Berlin, Almanya

Outliners, Arttransponder e.V., Berlin, Almanya

Bekleme Odasi, Apartman Projesi, Istanbul
Odak istanbul, Martin Gropius Bau, Berlin,
Almanya

Giizellik Hakkinda, (Web Projesi: Giizellik ve
Kamusal Alan) HKW House of World Cultures,

Berlin, Almanya

Hirsi1z Kent, Aksanat, Istanbul

Metamorfoz, 20. IFSAK - Istanbul Fotograf
Giinleri, Istanbul

Berlin- istanbul Tersii-Diizii, Kiinstlerhaus
Bethanien, Berlin, Almanya

Biiyiik Cocuklara Oyuncaklar, Gallery Design

Transfer, Berlin, Almanya

imaja Giiveniriz, 21. istanbul Modern Sanat

Sergisi - AKM Istanbul

Ankara’da Geng Sanat III, Cankaya Cagdas
Sanat Merkezi, Ankara
Koridoru acin, KW, Cagdas Sanat Enstitiisi,

Berlin, Almanya

2009

2007

2006

2010

2009

2008

2007

2005

2004

2001

2000
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KURATORYAL DENEYIMLER

Istanbul off spaces, Stéphane Bauer’le birlikte

Kunstraum Kreuzberg Bethanien, Berlin
Kanuni Para, Kasa Gaeri, Istanbul
Outliners, Arttransponder, Berlin

WEB PROJELERI

www.berlinerpool.de
www.mondaynews.net

YAYINLAR, KATALOGLAR

Cagdas Sanat | Tiirkge - Sotheby’s London

Kasa'nin 10 Yil1 - kasa galeri

Taswir

1000+1 Prax(e)is - 2. Selanik Bienali

Istanbul Diptikleri
Baykus Kareleri

Sermaye
Gergeklik Kesisimleri
Komiir Konveyorii

Odak istanbul

Hirsiz Kent

Berlin Istanbul Vice Versa

imaja Giiveniriz

Digitale Bildwelten

Ankara’da Geng Sanat III

2010

2007

2006

2005

2004

2003

ROPORTAJLAR, MAKALELER VE
DIGER KATKILAR

Das Universum Nebenan -

ISBN 978-3-937828-20-6

European Photography 82 - Say:. 28, No. 2,

Schnittstelle Kommunikation -

ISBN 3-86664-147-8 / 978-3-8666-4-147-1

Plato, no. 2
Plato, no. 1

Genis Ac1, no. 35

guestroom, no. 2
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Istanbul, 1970. Lives and works in Berlin and Istanbul
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EDUCATION
2003-2006
Institute for Art In Context,
University of Arts-Berlin, Germany
Degree: MA
2002-2003
Fine Arts, by Prof. K. Sieverding,
University of Arts-Berlin, Germany
Degree: “Meisterschuelerstudium”
1998-2002
Fine Arts, by Prof. K.Sieverding,
University of Arts-Berlin, Germany
Degree: “Hochschulabschluss”
1992-1997
Fine Arts, Department of Photography,
Mimar Sinan University-Istanbul,
Degree: BA
1987-1991

2012

2008

2006

2011

2010

Economics, Istanbul University-Istanbul, Turkey

GRANTS
2009

KWW-Art, Science, Economy Scholarship -

Stiftung Kiinstlerdorf Schdppingen
2007
Project Grant of Berlin (Stipendium der
Kulturverwaltung des Berliner Senats)
2002
GASAG Art price
2001

Digitale Bildwelten, mansion,

Art Price of Kreissparkasse, Recklinghausen,

Germany

2009

2008

2007
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SOLO EXHIBITIONS

Virtual News - art ON the Gallery,
Istanbul, Turkey

new order II - OKK / RAUM 29, Berlin, Germany

new order I - SOX36, Berlin, Germany

SELECTED GROUP EXHIBITIONS &
PARTICIPATIONS

unique and limited - art ON the Gallery,
Istanbul, Turkey

urban memories - Altes Museum Neukoelln,
Berlin, Germany

CELEBRATION! - ugbar, Berlin, Germany
R_EVOLUTION? - art practice political
interventions collaborative acting - arttransponder,
Berlin, Germany

10 Years at Kasa - Kasa gallery, Istanbul, Turkey

What Comes Next? - Post-wall realities and
emergence of new aesthetic theories - meinblau,
Berlin, Germany

Taswir - Pictorial Mappings of Modernity and
Islam - Martin Gropius Bau, Berlin, Germany
1000+1 Prax(e)is - Thessalonica Biennale:2.,

Thessalonica, Greece

Istanbul Diptychs - Istanbul Centre in Brussels,
Brussels, Belgium

Owl’s Frames - Pera Museum, Istanbul, Turkey

Capital - Lund, Sweden

Cover - Gallery Metro, Berlin, Germany
Reality Crossings, 2. Fotofestival Mannheim /
Ludwigshafen / Heidelberg, Germany



2006

2005

2004

2001

2000

Legal Tender - Kasa Gallery, Istanbul, Turkey

Forderkohle - NBK, Berlin, Germany 2009

Rio - Artnews Projects, Berlin, Germany

all about lies - Apartment Project, Istanbul, 2007

Turkey

Mixed Hypnose - Fleisch Zeigt, Berlin, Germany 2006

Outliners - Arttransponder e.V,, Berlin, Germany

Waiting Room - Apartment Project,

Istanbul, Turkey

Focus Istanbul - Martin Gropius Bau,

Berlin, Germany

About Beauty (Web Project: Beauty and Public
Space) - HKW House of World Cultures, Berlin,

Germany

Thieving City - Akbank Center for Art and Culture,
Istanbul, Turkey

Metamorphosis - 20. IFSAK - Istanbul
Photography Days, Istanbul, Turkey
Berlin-Istanbul Vise-Versa -

Kiinstlerhaus Bethanien, Berlin, Germany

Big Boys Toys - Gallery Design Transfer,

Berlin, Germany

On Image We Trust - 21. Istanbul Modern Art
Exhibition - AKM Istanbul, Turkey

Young Art in Ankara III - Cankaya Center of
Contemporary Arts, Ankara, Turkey
Open up the corridor - KW, Institute for

Contemporary Art, Berlin, Germany
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CURATORIAL EXPERIENCE

Istanbul off spaces, in cooperation with Stéphane

Bauer - Kunstraum Kreuzberg Bethanien, Berlin

Legal Tender - Kasa Gallery, Istanbul

Outliners - Arttransponder, Berlin

WEB PROJECTS
wwuw.berlinerpool.de

www.mondaynews.net

PUBLICATIONS, CATALOGUES
2010

Contemporary Art | Turkish - Sotheby’s London
10 Years at Kasa - kasa galeri
2009

Taswir

1000+1 Prax(e)is - Thessaloniki Biennale:2
2008

Istanbul Diptychs

Owls Frames

2007

Capital

Reality Crossings
Forderkohle

2005

Focus Istanbul

2004

Thieving City

Berlin Istanbul Vice Versa
2001

On Image We Trust

Digitale Bildwelten

2000

Young Art in Ankara II1

2010

2007

2006

2005

2004

2003

INTERVIEWS, ARTICLES AND
OTHER CONTRIBUTIONS

Das Universum Nebenan -
ISBN 978-3-937828-20-6

European Photography 82 - Vol. 28, no. 2,

Schnittstelle Kommunikation -

ISBN 3-86664-147-8 / 978-3-8666-4-147-1

Plato, no. 2
Plato, no. 1

Genis Aci, no. 35

guestroom, no. 2

—107 —



©2012
Sencer Vardarman

art ON the Gallery

Sair Nedim Cad. 4 Akaretler,
Besiktas 34307 istanbul

T: (0212) 259 15 43

T: (0212) 259 15 56
www.art-on.co

Tasarim ve Baski Oncesi Hazirlik
Design and Pre-press
Ulas Ugur

Metinler

Texts

Prof. Ali Akay

Prof. A. Sh. Bruckstein Goruh

Fotograf
Reproduction Photography
Mesut Giivenli

Ceviri
Translation
Zeynep Giiden

Baski ve Renk Ayrimi

Print and Colour Proof

MAS Matbaacilik A.S.
Hamidiye Mah. Soguksu Cad. 3
Kagithane 34408 istanbul

T: (0212) 294 10 00

F: (0212) 294 90 80
www.masmat.com.tr

Bu katalog 13 Mayis 2012 tarihinde art ON
the Gallery’de agilan Sencer Vardarman
‘Sanal Haberler’ sergisi i¢in yayinlanmigtir.
Tim haklar: sakhdir.

This catalog published fort he exhibition of

Sencer Vardarman, ‘Virtual News', opening on
13th of April 2012. All rights reserved.

art ON

T H E G A L L ERY




