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Gerceklik Adinda Bir Kurgu'

Marcus Graf

Gerceklik Uzerine

Gerceklik nedir? Gercekligi nasil anlayabiliriz? Gercekligi nasil
temsil edebiliriz, kaydedebiliriz ve paylasabiliriz? Gerceklik
imgelerinin dogru ve aslina yakin temsiliyetler oldugundan nasil
emin olabiliriz? Diinya imgelerine nasil glivenebiliriz ve gerceklik
bu kadar karmasik ve genis bir alana yayilmisken, gorsel
yansimalarina nasil inanabiliriz? Aslinda, bu, kendi gdlgenizi
yakalamaya benzeyen, gerceklestirmesi imkansiz bir gorev. Her
zaman orada ama hicbir zaman tutamiyorsunuz. Yine de hicbir
zaman gercekligimizi gosterdigi zannedilen imgelere elestirel
bir gozle bakmayi birakmamamiz lazim. Yogun gorsel kiltlr, 24
saat 7 gin medya bombardimanini yaratan endustriyi Uretirken
diinyayr algilamamiz da aracilar ile bize olusan imgeler ile.
Bu ylizden de gerceklik ile gercekligin manipilasyonu aslinda
hepimiz icin 6nemli bir konu. Ozellikle ressamlar icin bu konu,
modern sanatin baslangici ve fotografin, filmin icadindan beri
merkezde yer aliyor. O zamandan beri resim alani gerceklik ve
onun temsiliyeti sorusuyla ilgileniyor. Burada, 19. yiizyilin basinda
gercekcilik okulu gercekligi yakalamaya calisti. Kabul etmeleri
gerekti ki yaptiklari objektif bir temsiliyet degil de her zaman
kisisel bir bakis acisi ve gerceklik hakkinda bir yorum idi. Bu
ylzden de gerceklik de aslinda bir kurgu tiri sayilabilir. Gustave
Courbet 1855'de Paris'te islerini “Pavillon du Réalisme” adini
verdigi spontan sergi mekaninda gdsterdiginden beri, dogayi
taklit etmekten gercekligin yeniden uretimine ve ltopik ya da
distopik diinyalar hakkinda alternatif imgelerin Uretimine kadar
dizinelerce gercekci resim stili ortaya cikti.

Daha sonra, fotograf gercekligi oldugu gibi kaydetme ve gosterme
iddiasiyla ortaya cikti. ‘Objektif’ ismi izlenen objeden isigi alan
optik unsur olma kaygisini gosteriyor. Bugin, fotografin sibjektif
gercekligin insan tarafindan yapilan bir Grini oldugunu da
farkindayiz.

Modern Alman bilim adami Max Planck bir zamanlar bir seyi
olcemiyorsaniz gercek degildir demisti. Planck icin gerceklik
Olciilebilendi. Einstein icin ise hersey goreceliydi; Baudrillard
gercekligin her gorsellestirilmesi sadece bir similasyonken
Lyotard gercekligin  bir gerceklik ilizyonu oldugunu
savunuyordu. Sahsen heterojen, cogulcu ve dinamik, bir giincel

A Fiction called Reality'

Marcus Graf

On Reality

What is reality? How can we understand it? How can we present
it, record it and share it? How can we be sure that the images
of reality are true and accurate representations? How can
we trust in images about the world and believe in any kind of
visual reflections of reality, when understanding it is so diffuse
and complicated today? Actually, it is an impossible task to
accomplish, as it resembles the attempt to capture your shadow.
It is always there, but you can never grab it. Nevertheless, we
should never give up the critical review of the images that are
supposed to illustrate our reality. In times of an overwhelming
visual culture that brought up its own industry for creating a 24/7
media bombardment, our understanding of the world is mainly
based on mediated images. That is why the interrelationship
between reality and its manipulation is an important topic for all
of us. Especially for painters, it is a fundamental question since
the beginning of modern art and the invention of photography
and film. Since then, the field of painting is dealing with the
question of reality and its representation. Here, at the beginning
of the 19th century, the school of realism tried to catch reality.
Though, also they had to admit that instead of an objective
representation, always a personal view and comment on reality
was given. That is why also realism can be considered as a kind of
fiction. Since Gustave Courbet showed in 1855 in Paris his works
in an improvised exhibition space that he entitled “Pavillon du
Réalisme”, from the imitation of nature, over to the reproduction
of reality and finally to the creation of alternative images of a
utopian or dystopian world, dozens of forms of realistic painting
styles occurred.

Later, photography claimed to have the possibility to record
and present reality as it is. The name “objective” as the optical
element that gathers light from the object being observed is an
indicator of this believe. Today though, we know that also a photo
is a man-made view on a subjective reality.

The modern German scientist Max Planck once said that if you
cannot measure a thing, it is not real. For him really is what can
be measured. For Einstein though, everything is relative, for
Baudrillard, every visualisation of reality is just a simulation, and
Lyotard claimed that reality is just anillusion of reality. | personally
believe rather in the contemporary notion of a heterogeneous,
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gerceklik kavramina inaniyorum. Clnki bu sayede kesin bir
tanim onleniyor ve gerceklige totaliter bir aracilik da yapilmamis
oluyor. Ama yine de diinyanin sanatsal temsiliyetinde orijinallik
ve gerceklige karsi siiphe ile yaklasiyorum. Gerceklik ve kurguyu
iki uc noktaya koyma fikri, size kendi gercekliginizi kurma
0zgurliglnd veriyor.

Alpin Arda Bagcik Uzerine

Alpin Arda Bagcik'in islerinin merkezinde gerceklik ve gercekligin
temsiliyeti oturuyor. Sanatci gercekligin insasi edilmesi yok
edilmesini elestirel olarak tartisirken farkli kurumlarin gercekligi
nasil maniplile ettigi Uzerine de dustindiriyor. Gorsel carpitmalar
ve sabotaj bugtinlerde o kadar yaykin ki yalanlar ve yanlisliklar
Uzerine kurulu imge enddustrisi onlardan besleniyorlar. Teknik
gelisme o kadar ileri bir noktada ki gercekten dogru gorsel bir
gerceklik kopyasi ile editlenmis bir imge arasindaki farki ancak
bir uzman anlayabiliyor. Bu yilizden gerceklige inaniyoruz clinki
imgelere gliveniyoruz. Bu oldukca tehlikeli clinki diinya hakkinda
kesin ya da objektif bir imge lretilmesi mimkiin degil. Yine de
etrafimizdaki gorsel yansimalari takip etmek zorundayiz ve
ummaliyiz ki nispeten dogrular cinkl dinyayr bunun disinda
gozlemlememiz mimkin degil.

Bagcik icin gerceklik her zaman akiskan bir halde ve bu ylizden de
keskin tanim ya da ilistrasyonlara sahip olamaz. Saf ya da dogal
bir gerceklik olmadigindan, hersey tasarlanmak ve Uretilmek
zorunda ve kurgu da bunlardan biri. Gerceklik ve planlanmis kurgu
arasindaki ince cizgi Alpin Arda Bagcik'in Galeri Zilberman'daki
serisinde biylk bir rol oynuyor. Sanatci icin gerceklik ve illizyon
arasindaki ic icelik dinya hakkindaki fikirlerimizi tretmemizi
sagliyor ve sizofren bir hastanin durumunu animsatiyor; sizofren
hastasi slirekli gerceklik ile kurgu arasindaki farki anlayamazken
diinya ile kisisel iliizyonu arasindaki limboda yasar, gidip gelir.

Kendimiz ile fiziksel ortamlarimizin imgeleri arasindaki iliski sije
verastgeleolanbirobjearasindakiiliskigibidegildir. Dinyamizdaki
gorsellerin cogu profesyoneller tarafindan tasarlannis, uretilmis
ve editlenmistir ki belli kurumlarin, kapitalin ya da siyasiamaclara
uygun olsun. Bu ylzden de her gin icinde oldugumuz gorsel
bombardimanini elestirel bir sekilde gormemiz ve sorgulamamiz
gerekir. Fotograflar sadece orada durmuyor; diinyaya oylesine
atilmiyorlar ve oylesine var olmuyorlar! Fotograflar belli
bir amacla birileri tarafindan cekiliyor. Bu ylizden imgelerin
yazarlarini sormaliyiz, nedenlerini ve amaclarini arastirmaliyiz.
Bu cercevede, gerceklik temsiliyetinin objektifligini sorgularken
gercekligin arka fonunu tartismaliyiz. Burada Alpin Arda Bagcik'in
gorsel secimleri, kaynaklari ve resimlerinin temelleri bu seriyi
anlamak icin nemli. internet’ten dnemli tarihi olaylara referans
veren meshur fotograflari secmis. Peki bu resimler bir zamani,
yeri ve olayl oldugu gibi gosteriyor mu? Gercekligin yansimasi

pluralist and dynamic concept of reality, because it prevents an
absolute definition and therefore totalitarian mediation of reality.
Although | am sceptical against any authenticity and originality in
artistic representations of the world, | still think that this idea of
the dichotomy of reality and fiction gives you the freedom to build
your own versions of the reality.

On Alpin Arda Bagcik

The matter of reality and its representation stands in the focus of
the work of Alpin Arda Bagcik. The artist critically discusses the
construction and destruction of reality, as well as its manipulation
by various institutions. Visual distortion and sabotage is so
common today that a whole image industry of lies and falseness
is feeding on them. The technical progress is so advanced that
the difference between a relatively accurate visual reproduction of
reality, and an edited one can only be revealed by an expert. That
is why the believe in reality, which is always based on a trust in
images, is always dangerous, as no absolute or objective images
of the world can exist. Nevertheless, we have to follow the visual
reflections around us, and hope that they are relatively right,
because we have no other chance of observing the world.

Also for Bagclk, reality is always in a state of a liquid flux, and
therefore lacks any concrete definitions or illustrations. As there
is no pure, natural reality a-priori given, everything is designed
and produced, and, in a way, fiction. This thin line between
authentic reality and planned fiction plays an enormous role in
the series that Alpin Arda Bagcik exhibits at Galeri Zilberman. For
the artist, the interconnection of reality and illusion, out of which
we create the ideas about our world, resembles the situation of
a schizophrenic patient, who cannot understand the difference
between reality and fiction, and therefore constantly lives in a
limbo between the world and his personal illusionary model of it.

The relationship between us and the images of our physical
environments is not a relationship between a subject and a
randomly occurred object. The visuals of our world are mostly
designed, produced and edited by professionals in order to serve
certain institutions, and their mostly capital or political interests.
That is why we permanently have to critically review and question
the visual bombardment we are exposed to day by day. Photos are
not simple there; they are not thrown into the world, and do not
simply occur! They are taken by someone with a certain intention.
That is why we should ask for the author of these images, as well
as analyze its reasons and goals. In this context, while doubting
any objectivity of a reality representation, we also should discuss
the background of the reality it presents. Here, Alpin Arda
Bagcik's choice of images that function as sources and bases of
his paintings is of importance for the understanding of this series.
He has chosen famous photos from the internet, which all refer to
historicalincidents of great importance. Though, are the paintings
really reflecting the time, place and incident as it was? Is the

dogru mu? Fotografin gercekligi, resmin gercekligi gibi sadece
gercekligin farkli bir ilizyonu mu?

Bu sorular ile calisirken Alpin Arda Bagcik, modern ve giincel
resim tarihindeki 6nemli bir noktaya isaret ediyor: resmin diinyayi
temsil etmek icin bir arac olarak tanimlanmasi ve anlasilmasi.
Tabi resim her zaman ressamin gercekliginin sijektif bir
yansimasidir. Buylizden de bireyseldir. Bagcik son 200 yildir resim
alaninda varolussal kirilmalar olarak kendini gésteren varolussal
krizlerin farkinda. Yeni islerinde bu sorunu islerinin kavramsal ve
bicimsel olarak ortasina koyuyor. Bu sayede de imge lreten bir
sanatci olarak roliini sorguluyor.

Bagcik kendisini bir fotorealist olarak gormiyor; fotografin
gercekligini kesfetmekle degil de gercekligin temsiliyetinin
olabilme ihtimalini arastiriyor. Rengin eksikligi bu ilgisinin bir
kaniti; uzaklastirma etkisi gerceklik ile kurgu arasindaki ikiligi
gostermesine yariyor. Aslinda bu seriyi 6ne cikaran arastirmanin
6zginligi degil de sanatcinin toplumu manipiile etmek icin
gerceklik temsiliyetine bilincli midahaleyle olan elestirel iliskisi.
Bu ylzden isleri realizm ve fotorealizm arasinda duruyor ve
realizmin yeni bir formunu olusturuyor; bu bicime medya-realizmi
demek istiyorum.

Galeri Zilberman'da yagli boya resimlerin disinda yedi tane kara
kalem desen gosterilecek. Bir haftalik bir siirecte yapilan desenler
sanatsal bir deney olarak gordilebilir; Alpin Arda Bagcik, ayni
fotografin farkli versiyonlarini yaratmis. Resim isimsiz, kimligi
bilinmeyen bir adami gosterse de sanatci bu seriyi taninmayan
bir adam Uzerinden kendi durumunu gordigi bir tir oto-portre
olarak anliyor. Bu, kendini anlama ve gdsterme icin alisilmamis ve
dramatik bir yontem. Dramatik boyut, ylzin bir kismini yok eden
gorsel carpitma ile daha da gicleniyor ve kendini gdsteriyor. Bu
yok etme hareketi ile figlir anonimlesiyor. Simdi, hepimizi tasiyan
bir hale geliyor ki hepimiz figir ile bir olalim. Bu ylizden de bu
is sadece sanatcinin otoportresi degil de kendini ise vermek icin
zaman ve efor sarfeden her izleyicinin portresi haline geliyor.

Galeri Zilberman'daki sergi, Alpin Arda Bagcik'in entelektiel
olarak onemli meseleleri cekici bir gorsellikle birlestiren, glicli
bir sanatcr oldugunu kanitliyor. Resimleri, icinde yasadigimiz
daginik durum hakkinda bir yorum niteliginde. Gercekligin
ylzeyinin otesine gecerek resimleri yapicilik ve diinyamizin gorsel
temsiliyetin goreceliligini aciga ¢ikariyor.

reflection of reality really accurate? Is the reality of the photo, just
like the reality of the painting not only another illusion of reality?

While dealing with these questions, Alpin Arda Bagcik points to
an important matter in the history of modern and contemporary
painting: The understanding and definition of the role of painting
as instrument of representing the world. Obviously, painting is
always a subjective reflection of a painter’s reality. That is why
it is per se individual. Bagcik is aware of the ongoing crisis
of representation, which has lead several times to existential
disruptions in the field of painting in the last 200 years. In his
current works, the artist puts the problem right in the centre of
his conceptual and formal interest. By doing so, he also questions
his own role as an artist, who produces images.

Bagcik understands himself not as a photorealist, as he is not
investigating the reality of a photo but the possibility of any reality
representation itself. The lack of colour is a proof of this interest,
as this alienation effect supports his revelation of the dichotomy
between reality and fiction. Actually it is not the investigation
of the distinction that is outstanding in this series, but his
critical attitude towards the intentional sabotaging of reality
representation for manipulating the public. That is why his work
stands between realism and photorealism, and forms so a new
version of realism, which | would like to call here media-realism.

Besides the oil paintings, a series of seven pencil drawings are
exhibited at Galeri Zilberman. The series was drawn over a period
of one week and can be understood as an artistic experiment, in
which Alpin Arda Bagcik created different versions of the same
photo. Although the picture shows a nameless man, which identity
is rather unknown, the artist understands the series as a kind
of self-portrait, in which he carefully observes his personal
situation represented by an unknown man. This is an unusual and
very dramatic way of understanding and showing yourself. The
dramatic dimension gets strengthened by the visual distortion,
which destroys parts of the face. Through this destructive act, the
figure becomes anonymous. Now, it can function as the carrier
for all of us, so that we can become one with the figure. That
is why the work not only functions as self-portrait of the artist
but portrait for every spectator who takes the time and effort to
transmit his mind into the work.

In the end, the exhibition at Galeri Zilberman proves that Alpin Arda
Bagcik is a strong artist who understands to merge intellectually
important matters with an appealing aesthetic. His paintings are
great comments on the diffuse situation of reality we all live in.
By going beyond the surface of our reality, his paintings reveal the
constructiveness, and relativity of any visual representation of our
world.

" Doc. Dr., Yeditepe Universitesi, Glizel Sanatlar Fakdltesi, Sanat
Yonetimi Bolumi Daimi Kirator, Plato Sanat Program Direktord,
Contemporary Istanbul

! Assoc. Prof. Dr,, Yeditepe University, Fine Art Faculty, Art Management
Dept.Resident Curator, Plato Sanat Program Director, Contemporary
Istanbul



Gercek ve Onun Temsili arasindaki ikilik

- Marcus Graf’in Alpin Arda Bagcik’la soylesisi

Marcus Graf: Sevgili Alpin Arda, bu senin Galeri Zilberman'daki
ilk kisisel sergin. Son dénem calismalarin hakkindaki sohbetimize
dilersen senin ilgi gosterdigin kavramsal meselelere bir girisle
baslayalim.

Alpin Arda Bagcik: Merhabalar Marcus. Bu sergi son dénem yaptigim
tuval Uzerine yagli boya ve karakalemlerden olusan bir proje sergisi.
Gerceklik ve gercekligin bozuldugu, sabote edildigi ya da manip-
ule edildigi ve sade vatandas olarak bizleri bu belirsiz alanin nasil
etkiledigini anlamaya calistigim sireci izleyiciye sunuyorum.

Graf: Peki, giinimuzin gercekligi hakkindaki diistincen nedir?

Bagcik: Gerceklik bana gore disarida baska bir yerlerde, maruz
kaldigimiz bilgi bombardimaninda degil. Gercek ile kurgu arasindaki
cok ince ve ayirt edilmesi cok zor bir bag var. Her giin hayatimizi
degistirmesi beklenen, “aslinda bildikleriniz dogru degil” seklinde
yapilan haberleri biliriz. Bilgi dagitimindaki sagliksiz durum, bilgi
edinen bireyi de ayni sekilde sagliksiz disiinme bicimine sokuyor.

Graf: Bu senin gerceklige inanmadigin anlamina mi geliyor?
Ya da soyle sorayim, senin calismalarin gercekligi anlamanin
mimkunsizligu hakkindadir diyebilir miyiz?

Bagcik: Gercekligi anlama siirecindeki sizofreni hastasina benzer
bir durumda oldugumuzu distnlyorum. Heniz tedaviyi kabul ede-
bilecek kadar farkindaymisiz gibi de gelmiyor. Calisma pratiginde
kullandigim boyayip kazima durumu yani yaptigini yok etme durumu
siddet ile birlikte gercege donus cabasini temsil ediyor. Bu hastalikli
durumun anlatimi icin de calismalar isimlerini sizofreni tanisinda
kullanilan psikotik ilac isimlerinden aliyor.

Graf: Gercekligin ve onun temsillerinin manipiilasyonunu nasil nite-
lendiriyorsun?

Bagcik: Google'dan bir gorsel arastirdigimda aklima gelen soru-
lar oncelikli olarak, gelismekte olan olay kimin gercekligini
yansitiyor? O ani kadrajlayip cekenin gercekligi mi? ki burada
fotograf cekenin de gercekligi kadraja dahil olur. Fotografa ithafen
kendi duslincelerini yazan yazarin mi? Google'in arama istatis-
tiklerine gore onime sundugu oncelikli bilgilerin yansittigi gercek-
lik mi? Benim de sectigim gorseller arasinda Google'in dncelikli
olarak sundugu fenomen fotograflar var. Ki bu gorsellerden bazilari
farkli zamanlarda farkli sanatcilar tarafindan farkli bicimlerde ele
alinmislar. “Referans olarak inceledigim bu fenomen fotograflarin

The Dichotomy between Reality and its
Representation

- Marcus Graf in conversation with Alpin Arda Bagcik

Marcus Graf: Dear Alpin Arda, this is your first solo show at Galeri
Zilberman. Let us start our conversation about your recent work with
an introduction in the conceptual issues you are interested in.

Alpin Arda Bagcik: Hi Marcus! This project exhibition consists of my
latest oil on canvas and charcoal drawings. | present to my audience
the process in which | try to understand how reality and this ambigu-
ous space where reality is distorted, sabotaged or manipulated af-
fects us everyday citizens.

Graf: So, how is your opinion on today's state of reality?

Bagcik: Reality, for me, is not out there where we're subjected to a
bombardment of information. Reality and fiction have a very delicate
and hard-to-discern connection. We're all aware of the news broad-
casts made every day that have the tagline, ‘what you know is actu-
ally incorrect’. The unhealthy state of diffusion of information dooms
the informed individual to an unhealthy way of thinking.

Graf: Does that mean that you do not believe in reality? Or, in other
words, would you say that your work is about the impossible to un-
derstand reality?

Bagcik: | believe we're at a stage where we're akin to a schizophrenic
patient in the process to understand reality. And | don’t think we're
self-aware enough that we would accept treatment. It's like painting
and then scraping it off, a technique | use. To destroy what you've
created represents the struggle to return to reality through violence.
To describe this infirm situation, the works take their names from
psychotic medicine used in schizophrenia.

Graf: How would you describe the manipulation of reality and its rep-
resentations?

Bagcik: When | do an image search on Google, the first questions
that appear in my mind are: Whose reality does the incident in pro-
gress represent? Is it of the person that shot it on camera? -here, the
reality of the person who took the photograph gets included in the
frame. Is it of the writer who wrote his/her thoughts with reference
to the photo? Is it the reality that is reflected by the prioritised infor-
mation that Google’s search statistics put in front of me? The images
| have selected also contain phenomenal photos Google presented
with priority. It's worth noting that some of these images have been
used at different times by different artists in different ways. | think
the question “How can | reflect my reality or my distorted reality onto
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gercekligine kendi gercekligimi ya da bozulmus gercekligimi nasil
yansitabilirim?” sorusu calismalarda gelistirici unsurlardan diye
distntyorum.

Graf: Yani calismalarin gercekligin kendisiyle mi yoksa onun
fotografik temsilleriyle mi ilgili?

Bagcik: Fotografik sunum gercekligin kendisiyle yasanan problem-
lerin hastalikli temsili. Fakat son donem calismalar, tarihte olan
olaylar Uzerinden yapilmis bir gerceklik sorgulamasi. Fotograf ve
resim o anin kendisine referans olan bir temsil zaten.

Graf: Simdi dilersen biraz da calismalarinin sekilsel karakter ve ci-
simleri hakkinda konusalim.

Bagcik: Resim baslibasina gercekligi algilayabilmek ya da boza-
bilmek icin cok uygun bir medyum. Uzun siiredir de resim yaptigim
icin bu resim yapma pratiginin sebepleri Gzerine distiniirken aklima
bazi sorular takildi. Ben ne yapiyorum? Ne icin resim yapiyorum?
Resim yaparak neyi coziimlemeye calisyorum? Bu sorulara cevap
ariyorken iki boyut Uzerine illizyon yaratarak Uclncl boyutu
algilamaya calisiyorum. “Aslinda bir cesit gerceklik sorgulamasi
yapiyorum” gibi genel cevaplara ulastim. Resim yapma pratiginin
insana sordurdugu sorular sebebiyle gerceklik kavrami Gzerine
egilmek istedim. Yoksa konudan hareket ederek “hangi medyumu
ele alsam en uygun sekilde kendimi ifade ederim?” diye distinerek
resim yapmayi secmedim.

Graf: Realizm ekoliyle bir sekilde alakali, figiratif bir ressamsin.
Buna ragmen resimlerin kurgusal. Resimlerinin gorinimi ve hi-
kayelerini nasil seciyorsun?

Bagcik: Gercekligi konu olarak ele aldigimda ilk olarak sizofreni
Uzerinden yakinlasmaya calisiyordum. Fakat son iki yildir sosyo-
politik konular lzerinden sizofreniyi tanimlamaya, sosyal sizofreni
olarak okumaya calistim. icinde yasadigimiz toplumdan sizofreniyi
okumak cok da zor olmasa gerek. Konularin merkezinde sirekli
insan oldugu icin insani tim gercekligiyle kullanmak dogru diye
dustindim. Dolayisiyla sadece icinde yasadigimiz toplumdan ziyade
tlm dinyayi etkileyen, yon veren olaylar tizerine arastirmalar yaptim.
Bu arastirmalar sonucu oldukca genis bir gorsel arsivi cikti tabi ki.
Olaylar hakkinda bildiklerimiz ve Uzerine yapilan spekiilasyonlar
sebebiyle saf gercekligine ulasamayacagimizi disindiugim konular
lzerinde durdum ve gorselleri ona gére sectim. Gorsel olarak cok
guizel olup konu olarak cok cirkin olmasi gibi ironi tasiyan gorseller
ilgimi cekiyor.

Graf: Calismalarinda ortak ve tekrarlanan konular var mi?

Bagcik: Teknik pratik ve konu disinda ortaklik tasiyan herhangi bir
obje yok. Pratigin sonucu gorsel olarak fotogercekgi bir ifade bici-
mi olarak algilansa dahi kendimi fotogercekci olarak gérmiyorum.

the reality of these phenomenal photos which I've analysed as refer-
ence?” is a constructive element in the works.

Graf: So, is your work about reality itself or its photographic repre-
sentations?

Bagcik: The photographic presentation is the infirm representation
of the problems we have with reality itself. But my latest works are
an interrogation of reality made through historical events. In any
case, the photograph and the painting is a representation which is a
reference of that moment itself.

Graf: Let us talk a bit about the formal character and matters of your
work.

Bagcik: Painting is a very adequate medium to be able to perceive or
distort reality. And as |'ve been painting for a long time, |'ve had some
questions when | was thinking about the reasons of the practice of
painting. What am | doing? Why am | painting? What am | trying to
resolve by painting? As | look for answers to these questions | try to
perceive the third dimension by creating illusions on two dimensions.
I've come up with generic answers such as “I'm basically doing a kind
of interrogation of reality.” | tried to address the concept of reality by
reason of the questions that the practice of painting makes people
ask. | mean, | didn't ask myself “which medium should | choose to
best express myself?” and chose painting.

Graf: You are a figurative painter, somehow related to the school of
realism. Nevertheless, your paintings are fictional. How do you de-
cide on the scenery and stories of your paintings?

Bagcik: When | take on reality as subject matter, | first approach it
through schizophrenia. However, for the last two years, | have tried
to define schizophrenia through political issues, to study it as social
schizophrenia. It wouldn’t be hard to study schizophrenia in the soci-
ety we live in. As the individual is at the heart of all issues, | thought
it would only be right to use the individual with all of his/her reality.
Therefore, in my research, | concentrated on events that have af-
fected and shaped the entire world as opposed to just where we live.
Naturally, that research resulted in a big image archive. | focussed on
events which we cannot get to the pure reality of due to the specu-
lations around them, and | chose my images accordingly. I'm inter-
ested in images that carry the irony of being very pretty visually but
ugly in subject matter.

Graf: Are there common and repetitive subjects in your work?

Bagcik: There is no object that is in common apart from techni-
cal practice and subject matter. Although the result of the practice
makes it get perceived as a photorealist way of expression. | don't
see myself as a photorealist, because photorealism derives from
inducing the whole from details within the options the photograph

Clinku fotogercekcilik fotografin sundugu secenekler dahilinde
detaydan butiine ulasma pratiginden yola cikar. Benim pratigimde
ele aldigim konuyla iliskili olarak fotografin kendisini ve sundugu
gercekligi ya da kurguyu da irdeleyen bir tavir var. Algi farkliliklari
ve bunun sonuclari pratigime yol gosteren kavramlardan biri.
Calismalarin monokrom olmasinin temeli de bu iki ayri zit géris
olarak algilanan konularin birlikteligiyle iliskili. iki ayri kutbu in-
celersek mesela, «hakikat ve kurgu» ikilemi. Hakikat ve kurgu
arasindaki fark «ve» baglacinin kendisi kadar kiiciik bir farktir diye
distindyorum.

Graf: Galeri Zilberman'da sergiledigin sergideki calismalarindan
konusalim biraz da. Onemli gérdiigiin kavramsal ve sekilsel mesele-
ler hakkinda biraz bilgi verebilir misin?

Bagcik : Son iki yildir calistigim sosyo-politik serinin son parcalariyla
olusan bir btiinlik var. Tarihte olmus olan gic ve iktidar savaslari
icin yapilan kiiclik hamlelerin bir araya geldigi bir seri. Buradaki bu
kiiclik hamleler iki iktidar arasindaki glic savasinin seyrini degistiren
ya da algilari degistiren hamleler. Gercekte olup olmadigi tartisilan o
anlar ve biz sade insanlarin bu durumu tiim gercekligiyle anlamaya
calisma cabamizin bosunaligi. Burada izleyici olarak bizler, ejderha-
larin tepismesindeki masum hasta halk olarak gorilmekteyiz.

Graf: Gorlinise gore su ana kadar gordigim calismalarin icerik
bakimindan birbirinden oldukca farkli. Bos bir ev, Ay'da cekilmis bir
fotograf, savasin bitmesini bekleyip tezahirat yapan bir kalabalik ve
bir kamyonun arkasindaki bir grup Asyali asker arasindaki icerik
acisindan baglanti nedir?

Bagcik: Ele aldigim konu icerik olarak cok genis bir kavram olan
gerceklik ve gercekligin bozulumu. Cok genis bir kavram oldugu icin
cok farkli dillerde, tanimlamalarla , medyumlarla anlatilabilir elbette.
Fakat sergideki calismalarin her birini bir bitiinin parcasi olarak
olusturmak istemedim. Resim olmasinin sebebi de her calismanin,
kendi basina, tiim icerigin izleyiciyle iletisime gecebilmesi. Bahsettigin
bos ev, bir similakr. 1956'da Amerika'daki Nevada Coli'nde atom
bombasi testleri sirasinda bir bolgeye yapay kent kurulup evler
yapilmis ve iclerine konu mankenleri yerlestirilmis. Atom bombasinin
etkilerinin arastirildigi bir alanda cekilmis bir fotograf. Yiizey olarak Ay
ylizeyine benzemesinin sebebi de Diinya'ya Gines'in getirildigi ben-
zetmelerinin kullanildigr, atom bombasinin patladigi anda fotografinin
cekilmis olmasi. Ve Ay’daki adam ve ev, gorsel olarak ortaklik icerisin-
deler. Ay'a hic gidilmedigi, prodiiksiyon oldugu iddialari devam etse de
soguk savas doneminde ABD'nin istedigini almasi ile sonuclandi. Tim
bu olayin gercekliginin tartisilmasi dahi anlam kazandiramadigimiz
konulardan biri olarak ontimiizde duruyor.

Gercekliginden emin olamadigimiz her konu hakkinda siipheye
diser korkuya kapiliriz. Korku ve siiphe de sizofreni hastalarinin

presents. In my application there is an attitude that scrutinises the
photograph itself and the reality or fiction it presents in relation to
my subject matter. Differences in perception and its consequences is
one of the notions that guide my application. The reason the works
are monochrome is related to the coupling of these two approaches
that are considered opposites. If we were to examine two polar oppo-
sites, say, the dichotomy of “truth and fiction”, | think the difference
between truth and fiction is as little as the conjunction “and”.

Graf: Let us talk about the current series of works that you exhibit at
Galeri Zilberman. Could give us some information about the concep-
tual and formal matters that you would consider important?

Bagcik: There is a completeness that was formed by the final pieces
of the socio-political series I've been working on for the last two
years. This is a series in which little moves made for power struggles
that have occurred in history come together. These little moves are
moves that changed the course of the struggle between two powers
or ones that changed the perceptions. These moments, which no one
is sure if they actually happened or not, and the futility of us everyday
citizens trying to grasp this situation with all of its reality. We, as the
audience, are seen here as the infirm public during the scuffle of the
dragons.

Graf: It seems that the works that | have seen so far are pretty dif-
ferent from each other with regards to the content. What is the con-
textual connection between an empty house, a picture taken on the
moon, a cheering crowd waiting for the war to end, and a group of
Asian soldiers on the back of a truck?

Bagcik: The topic | take on, reality and its distortion, is a very exten-
sive concept. For this reason, it can of course be explained in very
distinct languages, definitions and mediums. However, | didn't want
to create every piece at this exhibition as part of a whole. The rea-
son they are paintings is that they can all, on their own, connect with
the audience. The “empty house” you mentioned is a simulacrum.
In 1956, when they tested atom bombs in the Great Basin Desert in
the U.S., they built an artificial town with crash test dummies inside
the houses. This photo was taken in a field where they examined the
effects of the atomic bomb. The reason the surface looks like lunar
surface is that it was taken at the moment the bomb exploded and
it was likened to the sun being brought to Earth. So the man on the
moon and the house are visually associated. In spite of all the claims
that the Americans never actually went to the Moon and that it was a
production, the U.S. got what it wanted during the Cold War era. The
discussion of the reality of this event stands in front of us as one of
the things we can’'t make sense of.

We tend to have suspicions and be taken with fear about things the
reality of which we can’t be sure of. Fear and suspicion are sensa-



en sik hissettigi duygulardir. islerin ortak noktasi, ele aldiyi konu
hakkinda mutlak gercege sahip olamayisimizdir. Buradaki belirsizlik
duygusuyla ilgileniyorum. Bir konu hakkinda yanilgiya disttigtiniizi
fark ettiginiz o milisaniye, cok fantastik bir an ve bana cok degerli
geliyor.

Graf: Son serinde gerceklik ve onun temsili arasindaki ikiligi
tartisiyorsun ve diyorsun ki bu ikilik her zaman kendi icinde bir ger-
cekliktir. Fakat resimlerinle ticlincii bir gérsel yaratiyorsun. ilk ger-
ceklikten sonra (hayat] ikincisi geliyor (fotograf). Simdi bu havuza bir
gorsel daha ekliyorsun. Bu, gerceklik ve illizyon oyununa katkida
bulundugun anlamina gelmiyor mu?

Bagcik : Sanatin en basindan beri temel sorunsali illiizyonla ilgilidir.
Bu konuyu Aristoteles lzerinden de tartisabiliriz, Baudrillard tz-
erinden de. Baudrillard’a gore sanat, gercegin temsilinin taklidinin
taklidi. Bir baska ornekle Kosuth'un «one and three chairs» adli isini
sunabiliriz. Sandalyenin kendisi, fotografi ve sandalyeyi tanimlayan
bir yaziyr yanyana sunarak bu temsil kaosunda yasadigi sikintiyi
birbirinden ayirarak sunuyor. Ben calismalarimda l¢ temsil aracini -
senin de bahsettigin gibi hayat , fotograf ve resim- bir araya getirerek
temsil krizinde icinden cikilamaz bir durumda oldugumuzu hisset-
mem sonucu bu sekilde sunmaya karar verdim. Clinkil resimlerdeki
olaylarin da benzer temsil krizleri var. Cok fazla dezenformasyon so-
nucu olusmus kafa karisikligi gibi...

Graf: Bir cok cografyaya ait calismalar goriyorum. Bunlari nasil
bir araya getiriyorsun?

Bagcik: Cogu calismanin Tirkiye gercekligiyle ilgisi var. Kicik
benzetmeler ve tanidik gelen olaylar baska ulkelerin gercekligiyle
ilintili. Farkli cografyalarda farkli gercekliklerle yasasak da maruz
kaldigimiz zorbalik glidisi birbirine benzer. Gezi Parki lclemesi
ve Tiananmen olaylari (Rexapin) icerik olarak birbirine bagli . Ve o
triptik Tiananmen olaylarindan gelen gorselin gercekligiyle cok ilin-
tili oldugunu distintyorum. Tiananmen olaylarinin baslangici ve bir
cok baglanti Gezi Parki direnisiyle cok ilgili. Ve Tiananmen olaylari ile
ilgili Cin Hiikiimeti tarafindan yapilan karartma politikasi bizdekilere
cok benziyor. Mesela, Cin Google'inda Tiananmen olaylarinin
arastirmasini yaptiginizda sadece turistik olarak cekilmis meydan
gorselleri karsimiza cikiyor. Benim de Gezi Parki'ni insansiz bir
sekilde kullanisimin temel sebebi bu. Gezi olaylari ile ilgili o kadar
cok manipulasyon yapildi ki bildigimiz, gordigimiz olaylar hakkinda
dahi slipheye diser olduk. Yasadigim olaylarin biraz gecmiste
kalmasi ve hakkinda yapilan dezenformasyonlarin oturmasi da
gerek biraz.

Graf: Bu arada, biitiin gorseller gecmisten. Niye?

Bagcik: Tamamen temsil krizi ile ilgili calisiyor olsaydim eger
herhangi bir zamanda da cekilen fotografi kullanabilirdim. Fakat

tions schizophrenics feel most often. The common thread to all the
works is the fact that we cannot reach the absolute truth about their
subject matter. | examine the feeling of ambiguity here. The millisec-
ond you realise you've been mistaken about something is a fantastic
moment and it feels very valuable to me.

Graf: In your current series, you are discussing the dichotomy be-
tween reality and its representation, which you claim is always a re-
ality of its own. Though, with your paintings, you create a third image.
After the first reality (life), came the second one (photography). Now,
you add another image to the pool. Does that not mean that you're
contributing to the game of reality and illusion?

Bagcik: From its beginning, the basic problematic of art is related
to illusion. We can discuss this through Aristotle or Baudrillard. Art,
according to the latter is an imitation of the imitation of the represen-
tation of reality. Another example would be Kosuth’s “One and Three
Chairs”. By putting the chair itself, its photo and a text describing the
chair side by side, he presents the distress he felt during this repre-
sentational chaos by separating them from one another. | decided
to present these three representational mediums you've mentioned
(life, photograph and painting) in this form when | felt we were in an
inextricable situation in this representational crisis. After all, the in-
cidents in these paintings have similar representational crises. Like
the confusion caused by an excess of disinformation.

Graf: | see works that belong to many different places. How do you
bring these together?

Bagcik: Many works are related to the reality of Turkey. Small com-
parisons and familiar incidents are connected to other countries’
reality. Although we live in different places in different realities, the
impetus of despotism that we are subjected to is similar. The Tian-
anmen Square protests (Rexapin) are contextually connected. And |
think it is very much connected to the reality of the image from the
triptych Tiananmen protests. The beginning of the Tiananmen pro-
tests and many connections are very much related to the Gezi Park
resistance. The blackout policy of the Chinese government on Tian-
anmen protests are akin to ones we have here. For instance, if you
google Tiananmen in China, the only results you'll get are touristic
images of the square. This is the main reason | used Gezi Park with
no one in it. There has been so much manipulation about the Gezi
Park protests that we've started doubting ourselves even about in-
cidents we know and have seen. What needs to happen is that the
things I've lived through should become a little bit of a thing of the
past and the disinformation about them to settle somewhat.

Graf: Also, your images are all from the past. Why?

Bagcik: If | was working solely with representational crisis | could
use photos that were taken whenever. However, the thing that cre-

buradaki krizi olusturan olay gecmiste yasanan olaylarin manipu-
lasyona maruz kalmasi.

Graf: Gorsellerin siyah-beyaz vasiflari, tarihsel icerikleriyle birlikte
onlari nostaljik bir karaktere birtyor. Nostalji senin icin énemli bir
sey mi?

Bagcik: Nostalji konusu benim gerceklik bozulumuna adim atisimin
baslangici. Senin de cok iyi bildigin lzere nostalji ve aile kavrami
Uzerine uzun sire egilmistim. Gercekliginden emin oldugumuz
nostalji kavraminin parodi ile slpheye disurilmesi nostaljinin
gercekligini bozan bir durumdur. Dolayisiyla sicak ve samimi gelen
nostalji kavramina yaklasimimizdaki bu sevimli hata romantik fakat
yanilticidir.

Graf: Son olarak, sergindeki cizim dizisi hakkinda konusalim. Burada,
gorlinuse gore bir adamin portresi bilgi transferi sirasinda yapilan
bir hata sonucunda yok olmus. Bize bu calismalarin arkasindaki hi-
kayeyi anlatir misin?

Bagcik: Yedi parcadan olusan giinliik cizimler. Ulkemizde giindem
o kadar yogun ve calkantili ki ic glindemimle alakali calismayi cok
istememe ragmen bunu basarmak cok zor. Diger glinlere nazaran
giindemin daha az yogun oldugu giinlerde kendi algi degisikliklerimi
kiclk cizimlerle sunmak istedim. Aslinda planim yedi glinde, her
giin olusan farkli distinme bicimleriyle cizim yapmakti fakat yedi giin
arka arkaya ic glindemimi dinleyebilecek sakinligi yakalayamadim.
Bu calismalar da kendimi dinleyebildigim ginlerde olusturdugum
cizimler.

Graf: Burada gordigimuz adam kim?

Bagcik: Adini bilmiyorum acikcasi ama sabika fotografi cekimler-
inden biri, nostaljik bir fotograf ve suclunun akil hastaligi oldugu
iddia edilmis ciinki gozlerini acmayi reddettigi fotografin lzerine
not diistilmis.

Graf: Gorsel bozulma ne anlama geliyor?

Bagcik: Adamin ifadesi ve durusu ile ilgili birseyi, nedenini bilmiyo-
rum ama kendime cok yakin hissettim. Dolayisiyla bir cesit otoportre
serisi olusabilir diye distindiim. Gorselin bicimini bozma pratigi de
gunliik algilamalardaki degisiklikler ve bozulmalar ile ilgili. Bazen
cok fazla bazen daha az bozulmalar olabilir. Fakat en gercek hali
dahi saglikli bir gériiniim vermiyor. Yagliboya calismalardan farkli
olmasinin sebebi karakalemin, dogasiyla orantili olarak daha 6znel
olmasi. Yagliboya calismalarda sosyolojik bir coziimleme mevcutken
karakalemlerde daha bireye yonelik bir céziimleme daha dogru olur
diye dustindyorum.

ates the crisis here is the fact that these incidents that happened in
the past have been subjected to manipulation.

Graf: Together with their historical context, the black and white char-
acter of the images supports a nostalgic character. Is nostalgia of
importance for you?

Bagcik: Nostalgia is the beginning of my first steps into the distor-
tion of reality. As you know, for a long time | addressed the concept of
nostalgia and family. The bringing into doubt by parody of nostalgia,
a concept the reality of which we're sure of, is a circumstance that
distorts the reality of nostalgia. Therefore this amiable mistake in our
approach to the concept of nostalgia that feels warm and intimate to
us, is a romantic but deceptive mistake.

Graf: Finally, | would like to talk about a series of drawings in your
exhibition, where it seems that a mistake during the data-transfer
destroyed the portrait of a man. Could you please tell us the story
behind these pieces?

Bagcik: These consist of seven daily pieces. The intensity of the tur-
bulent social agenda in our country is such that although | would
like very much to work with my inner agenda. This is very difficult
to achieve. On the days when the social agenda was less intense, |
wanted to present the changes in my perception with little drawings.
My initial plan was to draw seven drawings in seven days on different
ways of thought that form each day, but | couldn’t to reach the calm
to be able to listen to my inner agenda seven days in a row. These
works are drawing | created on the days | was able to listen to myself.

Graf: Who is the depicted man?

Bagcik: Honestly, | don’t know, but it is one of the mugshots. It's a
nostalgic photo and it's been claimed he was mentally ill as it was
noted that the he refused to open his eyes.

Graf: What is the meaning of the visual distortion?

Bagcik: | don’t know why, but | felt really drawn to something about
the man’s facial expression and posture. So | thought | could create
a series of self-portraits. The practice of distorting the form of the
image is connected to the changes and distortions in daily percep-
tions. Sometimes there are many distortions, sometimes there are
less than that. But even its most real state does not present a healthy
outlook. The reason it’s different to the oil works is that charcoal, by
its nature, is proportionally more subjective. There is a sociological
analysis in the oil paintings whilst in the charcoal drawings, | thought
it would be more appropriate to have an analysis that focusses on
the individual.



Ayricaliksiz Laocoon

Ali Simsek

Alpin Arda Bagcik'in tuvalleri, sakin, siddet yukld, tekinsiz ve bir
o kadar tanidik kadrajlar sunuyor bize. Her bir resim tarihten
Uzerimize Uslisen bir “durum terdri” yaratiyor ansizin. Siradan
goriintl... Acaba ne kadar siradan? Aslinda o gri, monokrom
ylizeyden lzerimize, “siradan siddet” akiyor; bir o kadar tanidik...

Alpin, siradan olani “asirt  bir gerceklik’e dénustiriyor.
Hiper Gercek! Gercekten daha gercek... Safrasiz, atiksiz,
metaforlastirlamayan “diiz” bir gercek sokiin ediyor duyularimiza.
Foto-Gercek. iki kere Ustiimiize sokiin eden koca bir insanlik
mirasi. Hayatin, imgenin ve de “kaba” gercek'in yiziimize
carpmasi. Alpin'in boyasi gercek-fotograf ve “an” arasindaki o
sarsicl kisa devreyi gosteriyor. Kosuth'un sandalyesi, sandalye
fotografi ve sozlikteki sandalye maddesi arasindaki gerilimi
boyamak gibi. Hangisi sandalye?

Dijital kutuyayazilantek bir kelimeyle ulasilan milyonlarca gorinti
siziyor likid zihinlere. 1950 Amerika Riyasi'nin parlakligindan
“siyahlar giremez” uyarisina Uzerimize (Uslsen imgeler.
Tiananmen Meydani'ndan sanal demokrasi umuduna, sizofrenik
gecisler. Savasin bitisini flaslarin gozleri kamastirmasiyla
kutlayan buytk insanlik.

Hiper-realizm ve monokrom... Fotografsa neden resim? Resimse
neden fotograf? Hayatin neden aynisi? Cama yapisan sinekler gibi
oluyoruz. Daha 6tesi yok!

Alpin‘in resimlerinde sakin, ciglik atmayan bir siddet var. Yizler
dizlesmis bir griile kaplanmis. Hayatin isiriklarina tuhaf bir hazla
boyun egmis persona’lar...

Ciglik atamayan, atmak istemeyen, koca bir girtlak sesini, hayvansi
tnlemi, uygarligin yontusuna birakan kitleler.

Alpin Arda Bagcik, adini, aynianda hissedilen karsit duygulariifade
eden psikolojik bir terimden alan “Ambivalans” dizisinde, gercek-
hiper gercek ve simiilasyon arasinda dolasan o “ince kirmizi hat"ti
sorguluyor. Yani cigligi tadiyla agzindan cikaramayan “6lculi” ve
uygar monokrom insanliga bakiyor... Durgun, kendinden memnun
ve de soluk bakislar boyuyor. ice gdmiilmiis bir c1§ligi gosteriyor.

Unprivileged Laocoon

Ali Simsek

Alpin Arda Bagcik's canvases present us frames that are as
tranquil, violence-filled and uncanny as they are familiar. Every
painting suddenly creates a “circumstance terror”, piling on us
from history. An ordinary image... But how ordinary is it? Indeed,
what flows towards us from that grey, monochrome surface is an
“ordinary violence”; as it is familiar.

Alpin transforms the ordinary into an “extreme reality”. Hyper
Reality! More real than the truth... Unballasted, wasteless, a
“straight” reality that cannot be turned into a metaphor, crops
up in our senses. Photo-Reality. A legacy of humanity that has
twice cropped up on us. Life, image and the “mean” reality hits
us in the face. Alpin’s colours demonstrate the unsettling short
circuit between real-photograph and “moment”. Like painting the
tension between Kosuth’s chair, the chair’s photo and the entry for
‘chair’ in the dictionary. Which one is the chair?

Into liquid minds, percolate millions of images accessible via a
sole word written on the digital box. From the American Dream
of the 1950s to the warning that reads “No Blacks Allowed”,
images that crop up on us. From Tiananmen Square to the hope of
virtual democracy, schizophrenic shifts. The great humanity that
celebrates the end of war by being blinded by photoflashes.

Hyper-Realism and monochrome... If it's photography, then why
painting? If it's painting, then why photography? Why is it a carbon
copy of life? We become like flies sticking onto glass. There is no
further!

There is a violence in Alpin’s paintings, which doesn’t scream. The
faces are covered in a flattened grey. Personae that have given
into life’s bites...

Masses that leave a non-screaming laryngeal sound to the whittle
of civilisation, a great sound that doesn’t want to scream, an
animalistic interjection.

In his series, which takes its name from a psychological term used
to describe coexistence of opposite feelings towards a person or
a situation, Alpin Arda Bagcik examines the “thin red line” that

Sanat tarihinin klasiklerinden Laocoon kitabinda Lessing, 1506
yilinda Roma’'da bulunan “Laocoon ve Ogullari” heykelinde,
yilanlar tarafindan isirilan babanin ylziine ve kivrimlarina
odaklanir. Truva'yr ele gecirmek isteyen Yunanlilar, Olimposun
tanrilarinin destegiyle Laocoon’un lzerine yilanlar salar. Isirilan
ve damarlarina zehir yayilan baba, heykeltraslar tarafindan oye
yontulur ki, butiin kivrimlari, sakinligi ve “anitsalligi” ile bize
ulasiverir.

Baba ve ogullarini saran siddet ylicedir onun icin. Laocoon bitiin
aclya ragmen tam bir “ciglik” atmaz, “sakin bir ylice” icindedir.
Acinin cirkinligini gérmeyiz. Olciilii bir aci yani. Elbette Lessing 18.
yuzyil klasizmi icinde anlamlidir. Yunan sanati, élciiniin, oranin ve
uyumlulugun zirvesidir. Yani Laocoon, Munch’un cigligi gibi temsil
edilemezdi. Clinki Munch'un Ciguk'r cirkindir. Munch’un ifadesi
herhangi ya da herhangi bir insan gibidir. Caniniz acidiginda
“6lc”, “uyum” ve “denge” gozetemezsiniz...

perambulates between reality/hyper-reality and simulation. In
that, he looks at the monochrome humanity, the “measured” and
civilised humanity that doesn’t let that scream out of its mouth
with full enjoyment... It paints calm, self satisfied and faded looks.
It shows a scream that’s locked away inside.

Lessing, in his book Laocoon, one of the classics in art history,
focusses on the face and the creases of the father that has been
bitten by snakes on the statue “Laocoon and His Sons” in 1506
Rome. The Greeks who want to capture Troy, release snakes
towards Laocoon, with the help of the gods of Olympus. The father,
who gets bitten and is infested with the venom running through his
veins, is sculpted in such a way that all his creases, his serenity
and his “monumentality” reaches us with ease.

To him, the violence that surrounds the father and his sons is
supreme. Despite all the pain, Laocoon doesn’t give out a full
“scream”, he's in “serene supreme”. We don't see the ugliness of
the pain. A measured pain, namely. Lessing certainly is significant
within 18th century classicism. Greek art is the peak of measure,
proportion and harmony. So Laocoon couldn’t have been
represented like Munch’'s scream. Because Munch’'s “Scream”
is ugly. Munch’s expression is just like any other, or like any
other person’s. When you get hurt, you can’t pursue “measure”,
“harmony” or “balance”...

The truth is, the debate of the legacy of the classics to the modern
is an archaic one. Privileged moments. It was thought that art,
expression and beauty was a privileged “moment”. A piece that
was discovered and extracted by its maker in the flow of life.
Laocoon’s scream should have been extracted in such a way that
it's serene and supreme. Yet many waters have flown along the
bed of history. The expression itself, with romanticism, constituted
the supreme; “measured serenity” yielded to the apprehensive
Supreme. There were no more “privileged moments”. In fact every
moment itself was privileged or unprivileged.

Photograph; invented in the 19th century... It was a revolutionary
transformation in the history of humanity. Life that falls onto



Aslinda klasiklerden modernlere miras kadim bir tartismadir.
Ayricalikli an’lar... Sanatin, ifadenin ve de gizelin ayricalikli bir
“an” oldugu disunlliyordu. Hayatin akisi icinden yaraticisi
tarafindan, kesfedilen, cikarilip alinan bir parca. Laoccon’un
cigligr oyle bir sekilde alinmaliydi ki, sakin ve ytice olsun. Oysa
tarihin yatagindan cok sular akti. Romantizmle beraber bizzat
ifadenin kendisi vyiiceyi olusturuyor; “6lcili sakinlik” yerini
endiseli Yice'ye birakiyordu. Artik “ayricalikli anlar” yoktu. Hatta
bizzat her an ayricalikli veya ayricaliksizdi.

On dokuzuncu yiizyilda kesfedilen fotograf... insanlik tarihindeki
devrimci donustimlerden biriydi. Gimus nitrat ile sivanmis plaka
Uzerine disen hayat, daha once deneyimlenmemis bir hayat
sunuyordu. Mercek icin her “an” ayricalikli ya da “ayricaliksiz"du.
Kamera hemen her seyi esitleyebiliyordu. Siradan bir sandalye,
fotografin kadraji ve siyah-beyazin bugusyla, bir Odeysus kadar
yalniz ve destansiydi. Siradan bir nesne, insani duygulanimlar
ediniyordu. Adget’in fotografladigi Paris'in sokaklari, Caspar
David Fredrich’in sarp daglarda yakalamaya calistigr yice
hizni, pasakli gerceklige tahvil ediyordu. Fotograf her seyi
romantiklestiriyordu; ve bu essiz ve sasirticiydi. Duygu, hiizin ve
de siirsel yalnizlik demokratiklesiyordu.

Fotograf, gorsel bilincaltini ifsaa ediyor; daha 6nce gorilmemis
tanidikliklar bahsediyordu. Yakin plan bir yiiz, parmak ya da
derinin kirisikliklari Balzac ya da Proust ile yarisiyordu. Fotografin
diinyasi Laocoon’un c¢cigligini herkesin yapmisti; 6lciisiiz, siradan
ve bir o kadar samimi. Hemen her sey siir, oykl, dram ve tarihti...

Alpin Arda Bagcik'in calismalari, oncelikle gordigimiuz, tekrar
gordigimiz, “gercekten daha gercek”, durumlarla didisiyor.
Duyulamayan, atilamayan, haykirilamayan bir ¢igligi goriyoruz
bu insanlik durumunda. Hepimizin icinde sakli duran olclisiiz
siradanligi ve de bagirmayi. Glzel ol(a)Jmayan durumlari.

Ayricaligin ayricaliksiza doniistigi “an”... Belki de biylk kazanim
bu.

Ya da kaybedis... Kim bilir?

Tabi ki yine biz! O biytk insanlik.

silver nitrate-coated plate, presented a life that wasn’t previously
experienced. For the lens, every “moment” was privileged or
“unprivileged”. The camera could even out almost anything. An
ordinary chair, due to the frame of the photo and the mist of the
black & white, was as lonely and as epic as Odysseus. An ordinary
object could obtain humanly affectivities. The Paris streets that
Adget photographed converted the sorrow Caspar David Fredrich
had tried to capture, into grungy reality. Photography was
romanticising everything; this was unequalled and astounding.
Emotion, sorrow and poetic solitude was democratising.

Photography exposed the visual subconscious, it bestowed
unprecedented acquaintances. A close-up face, finger or creases
on the skin could now compete with Balzac or Proust. The
world of photography made Laocoon’s scream everyone else’s:
unmeasured, ordinary and yet sincere. It was instantly a poem, a
story, a drama and history.

Alpin Arda Bagcik's work scuffles with “more real than the truth”
situations which we’ve seen primarily and repeatedly. We see
an inaudible, unshoutable, uncryable scream, in this human
condition. We see the unmeasured mediocrity and the scream
that's hidden in every one of us. Conditions that aren’t/can’t be
pretty.

The “moment” when privilege turns into unprivileged... That
perhaps, is the big gain.

Or perhaps the loss... Who knows?

We do again, of course! That great humanity.

-

Rexapin, 2014, Tuval lizerine yagliboya/Oil on canvas, 200x140cm (ayr]
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Trifluperazin 1-2-3, 2015
Tuval Uzerine yagli boya/Oil on canvas, 35x50 cm



Rexapin, 2014 Abilify, 2015
Tuval Uzerine yagli boya/Oil on canvas, 200x140cm Tuval Uzerine yagli boya/Oil on canvas, 200x140 cm



Seroquel 1-2-3-4-5-6-7, 2015
Tuval lizerine karakalem/Charcoal on canvas, 12x18 cm (her biri/each)
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