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Yanilma Payi
T. Melis Golar

Paranoid Fanteziler, Sahici Entrikalar sergisi ile Alpin Arda Bagcik hakikat sonrasi ¢agin
siklikla kargimiza getirdigi komplo teorilerini, Covid-19 pandemisi iizerinden degerlendi-
riyor. Son iki buguk yildir hepimiz evlerimize kapanmigken, tiim diinyanin deneyimledigi
salginin zaman iginde tiirettigi sayisiz olayi, adeta nefesleri kesen bir dizi gibi takip ettik,
sergi de bizlere bunun bir 6zetini sunuyor.

Medyanin bombardiman halinde ve hizl bilgi Giretimi kaynaklarin sorgulanabilirligini im-
kansizlastirirken, genel gecer kurallar ve bilimsel veriler de 6nemini yitiriyor. Her gegen
giin hakikat sonrasi donemin isaret ettigi gorelilik ve bireysel diisiince yiiceliyor. Bu da
komplo teorilerini kaginilmaz bigimde hepimizin giindemine yerlestiriyor. Sanki herkes bir
haber kaynagi ve sdylenilen her sey gercek, aksinin ispati da pek miimkiin goériinmiiyor.
Bagcik, bu sergi araciligiyla komplo teorileri ve saglk endistrisinin yarattigi muglakliklar
arasinda sikismis insanin politik, sosyal ve psikolojik hallerini inceliyor.

Her ne kadar pandemi heniiz sona ermis sayllmasa da tazeligini kaybetmemis bu konuyu
isleme konusunda sanatginin tercihine baslarda mesafeli baktigimi itiraf etmeliyim. Sim-
diki zamandan objektif bir cikarim sunmak sanatginin gergeklik arayisini zedeleyebilirdi.
Bu noktada Bagcik ile siireg iginde yaptigimiz gorlismeler hep sanat¢inin kendi argiima-
nini nereye konumlandiracadi iizerineydi. Bagcik, sergide insan sagligi lizerine gelisti-
rilmis komplo teorilerine ve saglik endiistrisinin propagandalarla giderek tekinsiz hale
getirdigi ortama dair bir elestiri sunmak yerine, buna inanan insanin siiphe dolu zihninde
bir gergege tutunma ihtiyacini ele aliyor. Baska bir deyisle, ne komploculari destekliyor ne
de bunlar safsata olarak degerlendirenleri yeriyor. Hatta bugiin gercekligi kanitlanma-
mis bir komplo iddiasinin gelecekte ispat edilebilir bir teoriye evirelebilecedini bile akil-
lara getiriyor. Bir simiilasyon icerisinde oldugumuzu hepimiz yavas yavas hissediyoruz
ve bize gosterilen isaretler iginden ulasiimasi imkansiz hale getirilen gergekleri segmeye
itiliyoruz. Adeta sonu olmayan bir labirentteyiz. Bagcik da yolumuzu kaybettigimiz bu
karmasik ortamda, iktidar ve gii¢ sahiplerinin bir somiirii mekanizmasi olarak kullandigi
saglk endistrisini, yeni kapitaller yaratmak ugruna insan saghginin hige sayilmasini ve
beraberinde gelen agiklanamaz tiim gergekleri olaganiistii komplolarla kapatma ¢abasini
sergideki farkli serileri izerinden aktariyor.

Hidroksiklorokin galigmasinda sanatgi 20. yiizyilin baslarinda tiim diinyay etkisi altina
alan ispanyol gribi esnasinda gekilmis bir fotografi tuvale aktariyor. Uzaktan renkli bir
resim olarak goériinen tuval, yakinlaginca monokrom bir resme doniisiiyor. Sanatgl op-
tik bir yanilsama ile izleyiciye bir tiir komplo kuruyor. Aslinda bu illlizyon goziimiiziin
bize yaptigi bir oyun, sanat¢i da resmi araciligiyla bunu bize aktaran. Tuvale yaklastikca
sanatginin gergekligine geri déniiyoruz, yani uzun siiredir ¢alistigi monokrom tuvallere.
Simdi goziimiiz, renkli seritler ardinda hapsolmus gri tonlarinda bir resim gériiyor. S6z
konusu gergeklik oyunu, hem tuval ylizeyinde hem de gorselin igeriginde katmanlaniyor.
Sanatginin sergideki tim serilerinde izlenebilir olan gerceklik arayigina daveti, bu yapit
Ozelinde izleyiciyi tuvale yakinlastirip uzaklastirmasi tzerinden kurgulaniyor. Hareketle
birlikte zamansal bir geri sarma ve simdiki zamana gelme vardiyasina giriyoruz. Her ne
kadar tuvalden bize bakan ‘maske savunucularinin’ dénem kiyafetlerini uzaktan segmek
zor olmasa da, tuvalin renkli goriiniimi sanki simdiki zaman izerinden bir okumayi 6neri-
yor. Tuvale uzaktan da baksak, yakindan da, ispanyol Gribi'ni de yasiyor olsak, Covid-19'u
da emniyetsiz hissettigimiz her an bir araya gelerek daha gliclii hissetme arzumuz, ceva-
b kesin olmayan sorulara yeni gergeklikler yaratma diirtiimiiz degismeyecek. Baska bir
deyisle, insan psikolojik ve politik tekrarlarinin tezahiirii olarak var oluyor. Biz birbirimizin
¢ogalmis tekrariyiz, tarih de tekerriirden ibaret nasil olmasin?

Sergide salgin lizerine gesitlenen komplolara isaret eden Favipiravir serisi komplocularin
¢ogunlukla rasyonel bir temele dayanmayan argiimanlarini desteklemek igin farkli teori-
leri birbirlerine eklemleme ve iliskilendirme egiliminin altini giziyor. Ortaya atilan iddialar
arasinda 5G kuleleri, agi karsiti protestolar, asi propagandasi, insan viicuduna ¢ip takma
iddiasi, salginin laboratuvarda retilmis yapay viriis oldugu ve asinin kimyasal igerigi bu-
lunuyor. Medyanin ortaligi bulandirmasi, Bagcik'in bu serisinde de silinen yiizlerde takip
ediliyor. Serideki tuvaller ekranda beliren bir haber, bas parmagimizla kaydirip gegtigimiz
sayisiz imgeden sadece birkagl... Imgeler komplocular tarafindan ézenle segilip kendi
iddialariyla birlestirilen bir metinle servis edildigi an, viral bir sekilde yayilmaya bashyor.
Bu da karsilasilan goériintiiniin kendine ait olmayan, baska bir hikayenin temsilini istlen-
mesine sebep oluyor. Artik baktigimiz gorsel ile igerik yeni bir gergeklik yaratiyor. Ayni
anda zamansal dogrusallik da yok ediliyor ¢linki, fotografin ait oldugu gergeklikle bilgi-



nin olusturuldugu zaman birbirine uymuyor. Bu ylizden imge ve igerigin dnemi yok oluyor
ve aktarilan bilgiye dair karar, maruz kalan izleyicinin yorumuna kaliyor -en azindan ha-
kikat sonrasi donemin onerisi bu-. Dolayisiyla hikayeler de birbirleri igine gegiyor. Herkes
kendi fantezisini sahicilestiriyor.

Remdesivir serisi yedi farkli gokyiizii imajindan olusuyor. Bu yerlestirme ilk bakista diger
serilerden ayriliyor. Yogun bir bicimde medyadaki gorsel akigi mekan, insan ve nesnelerle
ifade eden imgelerin hemen yaninda bir nefes alma duragi olarak beliriyor. Bu yiizden
belki bir siireligine bilgi ve gérsel yiginindan kurtulup izleyiciyi rahatlatiyor. insana dair
tek referans ucaklarin biraktiklari izlerden ya da uzaklarda duran bir elektrik direginden
algilaniyor. Bu ufak ipuglari bile akla bit yenigi sokmayi basariyor ve gokyiizii imgesinde
tekrar bir komplo aramaya itiliyoruz. Bagcik bu seride de ufak bir biikkme yaratiyor. Rem-
desivir basit bir gokytiizii imgesinde karmasik emeller arayan insanin bakisini bir manza-
radan mistik bir siiphecilige dogru ¢ekiyor. Chemtrail komplosu olarak gegen, yiiksekten
ucan ugaklarin ardinda bir siireligine biraktigi gokytiziindeki izlerin kimyasal bir piiskiirt-
me oldugu iddiasi, salginla birlikte hastaliin bu sekilde yayildigi teorisine evrildi. imaji
bir kaynak olarak kullanan Bagcik, Remdesivir serisiyle kendi gokyiizii yorumunu serinin
icine gizliyor. Alti adet gokyiizi diinyanin farkh bolgelerinden bir atmosferi resmederken
tek bir tuval sanatginin kendi hayalindeki gokyiziini, komplo teorisinin igine sakliyor.
Seri ayni zamanda kafamizi kaldirip havaya baktigimiz olagan bir ani, soru isaretleri dolu
yerlere taglyor. Sanatgi bu seri ile hayal giiciinlin varacagi noktayi, komplocu zihnin uza-
nabilecegdi uglar anlatmak adina 'sky is the limit' (u¢ ugabildigin kadar) diyor.

Covid-19'un en 6nemli aktorlerinden biri de Bill Gates olarak kabul ediliyor. Gates, seneler
once salgini 6ngormesi ve korunmak igin iiretilecek olasi asi senaryolariyla ilgili yorum-
lari nedeniyle glinlimiizdeki salginda hedef haline geldi. Cogu komplocunun teknolojik
araclarin sundugu verinin gergekliginden siiphe duyma veya onlari olusturan bilesenlere
glivenmeme 6zelligi, oklari Gates'in lizerine ¢ekiyor. Gates'in teknoloji konusunda 6nemli
bir otorite olusu onu komplocularin goziinde otomatik olarak giinah kegisi yapiyor. Bill
Gates viicudumuza ¢ip takabilir, bizi izleyebilir, salginin yayilmasini ve daha pek ¢ok seyi
kontrol edebilir. Bunu medya zaten goktan yapmadi mi? Bu noktada sanatginin, galig-
manin ismini neden Librium koydugu anlam kazaniyor. Sergideki tuvallerin hepsi Covid
salginin en basinda doktorlarin hastaligin etkilerini azaltmak igin dnerdikleri fakat sonra-
sinda hig bir ise yaramadigi anlasilan ilag isimlerinden olusuyor, Librium harig. Anksiyete
bozuklugu igin verilen builag, zihinleri uyutan medyanin topluma yazdigi bir Kirmizi Rege-
te'. Medyanin toplumu maruz biraktigi gok sayida imge ve bilgi paylastikga deforme olu-
yor. Yedi tuvalden olugan Librium her kopyada bozulan bir portre serisi olarak kargimiza
gikiyor. Yaratilan dezenformasyon bu yedi tuvalde yankilaniyor. ilk gikan s6ziin son kisiye
gidene kadar bir tiir manipiilasyona ugramasi lizerine kurulan kulaktan kulaga oyununun

' Alpin Arda Bagcik'in 2017 yilinda Zilberman'da, medyanin kirmizi regeteye bile gerek duymadan paylastigi
haberler ile glinimiizde bu bagimlilik yaratan etkenlerini ele alan sergisinin bashgidir.

resimsel bir anlatimi. Gocukken oynanan bu oyun, son kisiden duyulan ciimlenin esprisi-
ne dayaliydi. Bugiin o climle, gergeklik kaymasinin tezahiiri, Ustelik gayet ciddiye aliniyor
ve oyun gercek oluyor!

Paranoid Fanteziler, Sahici Entrikalar sergisi her yoniiyle Covid-19 salgininin toplum ve
birey tizerindeki etkisinin farkli agilardan degerlendiriyor. Sergiyi sadece salgin lizerin-
den analiz etmek yerine, genis bir perspektifte kitlesel paranoya ve iktidarlar nezdindeki
psiko-politikalarin kaydini alan bir hafiza? tizerinden okumak miimkiin. Burada salgin;
sanatg¢inin daimi gerceklik arayisina hizmet eden bir ortam sunmasi ve en giincel ko-
nulardan biri olmasi sebebiyle 6ne gikiyor. Ayni zamanda, sanatginin insan algisinin de-
gisimi ve psikolojik yansimalari tizerine derin bir inceleme sunma ydntemine uygun bir
platform sagliyor. Bu iki 6genin sergide salgini taslyici bir géreve sokmasina neden oluyor
ve sanatginin ana fikri salgin basliginin altina gizlemesini anlasilir kiliyor. Kilit noktanin
toplumun zihinsel ve fiziksel miicadelesi oldugu alt metni tuvallerden g6z kirpiyor.

Covid-19 salgini gergek bir "hayatta kalma miicadelesini" gozler dniine sermisken gii-
niimiiz diizeni baska bir planda farkli aktorlerin savasini beraberinde getirdi. Siyasetgiler,
toplumun farkh kesimleri, komplo teorileri altinda birlesen gruplar, bilim insanlari, saghk
endustrisi ve medya, hepsi biiyiik salgin sahnesinde rol aldi. Debord gdsteri toplumunda,
imajlarin ne gosterdigine dedil, kisiler arasinda imajlarin iligskilendirmesi sonucu gelisen
toplumsal baglara odaklanildiginin altini giziyor.® Gergeklik herkesin aradigi derin bir olgu.
Ote yandan adaletsizlikler, korku ve giivensizlik ortamini kacinilmaz kiliyor ve belirsizlik
hissi herkesi siipheci hale getiriyor. Bu yiizden, gordiigiimiizii anlamlandirmak yerine bir
araya gelip bir neden bulmaya ¢aligiyoruz. Latince 'beraber nefes almak'* anlamina ge-
len komplo kelimesi, bu iligkiyi net bir bicimde anlatiyor. Yol kétliciil bir komplo kurgusu
Uzerinden gergege ulagsma diirtiisi bile olsa, gergeklik arayisi daimi. Ben de tiim bunlarin
golgesinde, Paranoid Fanteziler, Sahici Entrikalar sergisinin; korku toplumunun hezeyan-
larindan arinmis adaletli bir diinyanin gercek olabilecegine isaret ettigini diisliniiyorum.

2 "Komplo teorileri ge¢misi anlamaya, hatirlamaya ve diislinmeye mahal vermeden ikna olunacak hedefler
gdsterme pratigidir, bir ydniiyle bellek politikasidir.” Tangiin, Y. A. & Parlak, i. (2020). Politik Séylemin 'Komplo
Teorisi' Formu'na Ozdes Sinirlari: Kanaat Teknisyeni, Habitus ve iktidar Stratejileri. Miilkiye Dergisi, 44 (2), 287-
320. Alindidi yer; https://dergipark.org.tr/tr/pub/mulkiye/issue/57500/816004

3 Guy Debord, Gésteri Toplumu, gev. Aysen Ekmekgi ve Oksan Taskent (istanbul: Ayrinti, 1996), s.13.

4 Jovan Byford (2011), Conspiracy Theories: A Critical Introduction. London: Palgrave Macmillan, s.20.



Margin of Error
T. Melis Golar

With Paranoid Fantasies, Real Plots, Alpin Arda Bagcik problematizes conspiracy theo-
ries that the post-truth era often brings us face to face with, through the Covid-19 pan-
demic. We all have been locked in our homes for the last two and a half years and in the
meantime we have closely followed countless events brought about by the pandemic
over time, like a breathtaking series, which the exhibition presents a summary of.

Content bombardment and proliferation of information in the media makes it impossible
to confirm news sources, as a result of which universal rules and scientific data get to
lose their significance. Relativity and individual thinking marked by the post-truth era
grow to be more glorified every other day. This has inevitably placed conspiracy theories
on our agenda. It is as if everyone is a new source of information and everything uttered
by everyone is true, and the contrary seems unlikely to be demonstrated. Through this
exhibition, Bagcik examines political, social and psychological conditions that the con-
temporary person finds herself in, caught between conspiracy theories and ambiguities
that the health industry creates.

Although the pandemic is not considered to be over yet, | must admit that, at first glance,
| was distant towards the artist’s choice in dealing with this subject, which seemed too
fresh yet. To me, there was arisk in terms of making an objective inference from the pres-
ent time which could have resulted in damaging the artist's search for reality. Therefore,
the discussions we had with Bagcik during the process were mostly based on where he
would position his argument. In the exhibition, Bagcik addresses the need to hold on to
a truth in doubtful minds of those who believe conspiracy theories, instead of presenting
a full-fledged critique of conspiracy theories on human health and disinformation rein-
forced by the increasingly distrustful propaganda of the health industry. In other words,
he neither supports conspirators nor disparages those who view them as nonsense. He
even brings to mind that a seemingly out of touch conspiracy hypothesis might evolve
into a provable theorem in the future. We all feel gradually more like in a simulation, and
as if we are forced to choose among realities which are actually made impossible to
reach, following the signs shown to us. We are in a labyrinth with no end as it were. In
this complicated environment where we have lost our way, Bagcik presents various se-
ries in the exhibition in order to problematize the health industry, used as an exploitation
mechanism by the powerful, as well as the disregard for human health just for the sake

of creating new capitals, subsequently the effort to cover inexplicable realities with ex-
traordinary conspiracies.

Hydroxychloroquine is based on a photograph that the artist paints on canvas taken
during the Spanish flu, which affected the whole world at the beginning of the 20th cen-
tury. The canvas, which looks like a color painting from afar, turns out to be monochrome
as one gets closer. The artist makes use of optical illusion to create a kind of conspiracy
to the viewer. In fact, this illusion is a trick that our eyes play on us, and the artist merely
undertakes the role of conveying this through his painting. The closer we get to the can-
vas, the more we face the artist's depiction of reality, which constitutes the monochrome
canvases on which he has been working for a long time. Now a picture in shades of gray
trapped behind colored stripes lies before our eyes. The game of reality in question earns
layers both on the surface of the canvas and in the content of the image. The artist's in-
vitation to the search for reality, which is visible in all series in this exhibition, is designed
specifically to bring the viewer closer and to drive her further away from the canvas. With
movement there happens a shift consisting of a temporal rewind and arrival at the pres-
ent time. Although it is not difficult to recognize the era costumes of the "mask defend-
ers" staring at us from the canvas from afar, the colorful appearance of the canvas seems
to suggest a present time reading. Whether we look at it from afar or closely, whether we
have experienced the Spanish Flu or the Covid-19, our desire to come together and feel
stronger whenever we feel unsafe, and our urge to create new realities for questions with
ambiguous answers, does not change. In other words, human life is the manifestation of
psychological and political repetitions. When we are no more than the multiplied repeti-
tions of each other, how can history not repeat itself?

Favipiravir series, referring to various conspiracy theories about the pandemic, under-
lines the tendency to bring together different theories in order to support arguments of
conspirators mostly devoid of a rational basis. Among the allegations made are 5G tow-
ers, anti-vaccine protests, vaccine propaganda, the claim of inserting chips into the hu-
man body, that the pandemic is an artificial virus manufactured in the laboratory, and the
chemical content of the vaccine. The blury atmosphere due to the media is reflected in
the deleted faces in this series of Bagcik. The canvases in the series are just a few of the
countless images that appear on the screen, which we scroll with our index finger. Once



the images are served with a text carefully selected by the conspirators and combined
with their own claims, they go viral. This results in the encountered image to assume the
representation of another story that is not part of it. Now, the image we look at and the
given content create new reality. At the same time, temporal linearity is destroyed be-
cause the reality to which the photograph belongs and the moment when the information
is created do not overlap. Therefore, both the image and the contect lose importance
and what comes to prominence is the viewer who sees and interprets them in their own
way, at least that is what the post-truth period proposes. Therefore, the stories get to be
intertwined. Everyone makes their own fantasy real.

Remdesivir series consists of seven different sky images, which is essentially different
from the other series. Located right next to the images that intensely express the visual
flow in the media in terms of space, people and objects, this series serves as a breathing
stop. It might be for this reason that it relieves the viewer by letting out the congestion of
information and images for a while. The only reference to humans is perceived from the
trails left by airplanes or from a distant transmission tower. Even these little tips suffice
to lure the viewer, driving her to look for a conspiracy in the image of the sky. Bagcik cre-
ates a slight twist in this series as well. Remdesivir shuffles the gaze from a landscape
to a mystical skepticism, resulting in a search for complicated ambitions even in a sim-
ple sky image. The claim that the trails in the sky left behind for a while by high-flying
aircrafts are actually a chemical spray, which is known as the Chemtrail conspiracy, has
evolved into the theory that the coronavirus disease gets to be spread in this way. Using
the image as a source, Bagcik hides his own interpretation of the sky within the Remde-
sivir series. Six pictures of the sky illustrate the atmosphere from different parts of the
world, whereas one canvas among them includes the artist's own dreamed sky hidden
inside a conspiracy theory. A usual moment of looking up into the air gets deflected into
a place full of question marks. With this series, the artist says “sky is the limit" (fly as high
as you can) in order to describe the marginalities where the human imagination as well
as a conspiratorial mind can reach.

One of the most prominent actors of Covid-19 is known to be Bill Gates. Gates has be-
come atarget in today's pandemic because of his futuristic predictions years ago and his
comments on possible vaccine scenarios for protection. The fact that most conspirators
doubt the authenticity of the data provided by technological tools or distrust the com-
ponents that make them up casts doubts on Gates. Gates's role as an authority figure
of technology automatically makes him a scapegoat in conspirators' eyes. Bill Gates
can insert a chip in our body, monitor us, control the spread of the pandemic, and more.
Hasn't the media already done that? At this point, it makes sense why Bagcik named the
work Librium. All of the canvases in the exhibition consist of drug names that doctors
suggested to the patients at the very beginning of the Covid pandemic in order to allevi-
ate the effects of the disease which later turned out to be of no use, except for Librium.
This pill for anxiety disorder is the Red Recipe’ that the society has been prescribed by

" The title of Alpin Arda Bagcik's exhibition at Zilberman in 2017, which deals with the news media without red
prescription and the accompanying addictive factors today.

the sedative media. A vast number of images and information that the society is ex-
posed to by the media gets deformed during the course of sharing. Consisting of seven
canvases, Librium is a portrait series that deteriorates in every copy. The disinformation
resonates in these seven canvases, which remind a pictorial narration of the telephone
game, based on the natural process of change of the original phrase until it reaches the
last person. This game we played as a child was based on the humor of the last sentence,
whereas today that phrase manifests a shift in reality, and it is taken very seriously, the
game became real!

The exhibition Paranoid Fantasies, Real Plots evaluates the impact of the Covid-19 pan-
demic on society and the individual from various perspectives. It is possible to under-
stand that the exhibition offers a memory log? that records the mass paranoia and psy-
cho-politics of governments in a broader perspective, rather than simply analyzing the
pandemic. Here, the pandemic stands out because it offers an environment that serves
the artist's persistent search for reality and is one of the most current issues. At the same
time, it provides a convenient platform for the artist's method of presenting a deeper
examination on the change of human perception as well as the psychological reflections
of such change. These two elements result in the pandemic to be a carrying block in the
exhibition and make it understandable that the main idea is hidden under the pandemic
title. The subtext as the key point reflecting the mental and physical struggle of society
winks at us from the canvases.

While it is true that the Covid-19 pandemic has put us in a real “struggle for survival”,
today's order has brought with it the war among different actors in another plane. All
types of people such as politicians, different segments of the society, groups united un-
der conspiracy theories, scientists, the health industry and the media have played a role
in the big pandemic scene. Debord underlines that the determining factor in the society
of the spectacle is not what the images show, but the social relationships created by the
association of images.® Reality is a deeper phenomenon that everyone seeks, however
injustices make an atmosphere of fear and insecurity inevitable, and the resulting feeling
of uncertainty makes everyone skeptical of everything. So instead of making sense of
what we see, we try to come together and find a reason. The Latin root of conspiracy,
meaning "to breathe together", describes this relationship clearly. The search for truth
remains to be perpetual even if the path to it looks like an evil urge leading to conspiracy
theories. In light of all this, | believe Paranoid Fantasies, Real Plots indicates that a just
world, free from the delusions of the fear society, can be real.

2 “Conspiracy theories are the practice of targeting without allowing to understand, remember and think about
the past; they are, in a way, memory politics.” Tangiin, Y. A. & Parlak, i. (2020). Politik Séylemin ‘Komplo Teorisi’
Formu'na Ozdes Sinirlari: Kanaat Teknisyeni, Habitus ve iktidar Stratejileri. Miilkiye Dergisi, 44 (2) , 287-320.
Retrieved from https://dergipark.org.tr/tr/pub/mulkiye/issue/57500/816004

3 Guy Debord, Gosteri Toplumu, transl. Aysen Ekmekgi and Oksan Taskent (Istanbul: Ayrinti, 1996), p.13.
4 Jovan Byford (2011), Conspiracy Theories: A Critical Introduction. London: Palgrave Macmillan, p.20.
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Fanteziler ve Sahici Entrikalar Arasinda

Komploculuk Zihniyeti
Dr. TUrkay Salim Nefes

Alpin Arda Bagcik'in komplo teorileri {izerine olan sergisi bu anlatilari bir yanda paranoid ve
tehlikeli fanteziler olarak, diger yanda ise toplumsal gercekligi anlamak igin samimi ¢abalar
olarak goren akademik perspektifteki genis yelpazeyi derinlemesine yansitmaktadir. Bag-
cik'in ¢aligmasini tanitmak igin komplo teorilerini paranoid fanteziler olarak géren yaklagim-
la onlari sahici entrikalar olarak algilayan yaklagim arasindaki bilimsel ayrimi kisaca betimle-
yecegim. Bu ayrimdan yola ¢ikarak s6z konusu serginin komplo teorilerini anlamamiza nasil
katkida bulunabileceginin ayrintili olarak iizerinde duracagim.

Komplo teorileri iizerine akademik literatiirde iki ana ekol goriiliir." Klasik bakis agisi olarak
adlandirilabilecek bir arastirma ekoliine gére komplo teorileri fantezi yiikli olmalari ve gergek
disi 6zellikleriyle 6ne gikar. Bu ekol iki konuyu isler: (a) Komplo teorileri gogunlukla yanhstir
ve (b) komplo zihniyeti cesitli baglamlarda siyasi asiricilikla iligkilenme egilimindedir.? Bu
bakis agisi komplo teorilerini olaylarin gergek niteligini agiklayamayan akil digi ve normatif
on yargilarla sekillenmis agiklamalar olarak tasvir eder.® Baska bir deyisle, komplo teorile-
ri tehlikeli birer dezenformasyon kampanyasi olarak tanimlanir. Ornegin, Hofstadter'e gére,
komplo teorileri paranoid tipteki inanislardir ve diinyayl anlamanin fantezi yiikld, daginik bir
yolunu dnerirler: “Paranoid Uislubun ayirt edici yani, onu benimseyenlerin tarihte biraz suraya
biraz buraya serpistirilmis komplolar gérmeleri degil, 'yaygin' veya ‘devasa’ bir komployu ta-
rihsel olaylarin itici glicii olarak gérmeleridir."* Paranoid tislubun olumsuz sonuglari tizerine
diisiinen Norman Cohn Nazi ideologlarinin siyasi siddete mesruiyet kazandirmak igin Yahudi
karsiti komplo teorilerini kullandigi 6rnegini vermistir.®

' Nefes TS (2013) Political parties' perceptions and uses of anti-Semitic conspiracy theories in Turkey. The
Sociological Review 61(2): 247-264; Nefes TS (2017) The impacts of the Turkish government's conspiratorial framing
about the Gezi Park Protests. Social Movement Studies 16(5): 610-622.

2 Imhoff R ve digerleri (2022) Conspiracy mentality and political orientation across 26 countries. Nature Human
Behavior. https://doi.org/10.1038/s41562-021-01258-7

3 Bronner S (2003) A Rumor About the Jews: Anti-Semitism, Conspiracy, and the Protocols of Zion. New York: Oxford
University Press; Goertzel T (1994) Belief in conspiracy theories. Political Psychology 15(4): 733—744; Pipes D (1997)
Conspiracy: How the Paranoid Style Flourishes and Where it Comes from. New York: Free Press; Robins RS and Post
JM (1997) Political Paranoia: The Psychopolitics of Hatred. New Haven, CT: Yale University Press.

* Hofstadter R (1965) The Paranoid Style in American Politics and Other Essays. New York: Alfred Knopf, s. 29.

5 Cohn N (2005) Warrant for Genocide: The Myth of the Jewish World Conspiracy and the Protocols of Elders of Zion.
Londra: Serif.
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Kdltiirel perspektif olarak adlandirilabilecek baska bir arastirma ekolii ise komplo teori-
lerinin basl basina akil disi birer anlati oldugu 6nermesine katilmamaktadir. Komplolarin
giindelik yasamin bir pargasi oldugu konusunda israr eden kiiltiirel yaklagim komplo te-
orilerini insanlarin gercekligi anlamak icin Urettigi akla uygun, dogal birer girisim olarak
goriir.® Bu minvalde Peter Knight komplo teorilerini bir “kendi kendine sosyoloji" imkani
olarak degerlendirir.” Clare Birchall ise bu teorileri, glivenilir olmasalar da, akil yiiriitme
bicimlerindeki 6zgiirliik nedeniyle yaratici birer metin olarak kabul eder. Buna gore Birc-
hall komplo zihniyetini megruiyetten yoksun ilan ederken durup diiginmemiz gerektigini
savunur.®

Bagcik'in sergisi komplo teorilerini patolojiklestirmek ile toplumdaki yerini normallestir-
mek arasinda orta bir tutuma yerleserek bu yaklagimlar arasindaki akademik ayrimin &te-
sine gegiyor. Bu incelikli tavir komplo zihniyetini anlamanin iki zit yoniini birden igcermesi
bakimindan takdire sayandir. Bana kalirsa bu yaklagim komplo teorileri kavramina dair
acik uglu bir okumaya da olanak saglyor. Ornegin, ilkin uzaktan renkli bir tablo gibi gorii-
nen Hidroksiklorokin adli tuval bize iginde bulundugumuz COVID-19 pandemisini hatirla-
tiyor. Yakindan baktigimizda ise, baska bir doneme ait siyah beyaz bir tabloya doniistii-
giine sahit oluyoruz. Gegmis ile giiniimiiz arasindaki bu etkilesim pandemilerin tarihteki
strekliligini ve pesi sira gelen komplo teorilerini takdir etmeye yonelik bir kivilcim yakiyor.

Sergi ugaklarin gokyiliziinde biraktigi iz, 5G, COVID-19 salgini ve asi tereddiitli dahil ol-
mak lzere cok ¢esitli komplo temalarini kapsiyor. Bagcik bunu yaparken, bilginin kitlesel
olarak yayilmasinin haliyle birgok ¢arpik ¢esitlemeye yol agtigini vurguluyor. Bill Gates'e
ait, Birlesmis Milletler'deki bir toplantida elinde agi tutarken gekilmis bir fotografin ¢oklu
portreleri bunun gok iyi bir ornegidir. Bagcik bu fotografin yedi farkli portresini sunuyor.
Sergiye girildiginde tahrif edilmis lig¢ portreyle karsilagiliyor. Her portrede goriintii yavas
yavas netlesiyor. Benzer sekilde, sanatginin ayni fotograftan elde ettigi duvarin diger ta-
rafindaki dort portre de netlik kazaniyor. Portreleri bu sekilde yerlestirmek bilginin gevrim
ici ve gevrim disi medya lzerinden hizli yayilmasiyla meydana gelen tahrife dair yerinde
bir icgori sunuyor.

Sonug olarak Bagcik'in komplo teorileri tizerine olan sergisi son derece giincel, diigiince-
ye alan agan ve agik goriisli bir sergi olarak karsimiza ¢gikiyor.

6 Birchall C (2006) Knowledge Goes Pop: From Conspiracy Theory to Gossip. Oxford: Berg; Bratich J (2008)
Conspiracy Panics: Political Rationality and Popular Culture. Albany, NY: State University of New York Press;
Brotherton R (2015) Suspicious Minds: Why We Believe Conspiracy Theories. Londra: Bloomsbury; Gray M (2010)
Conspiracy Theories in the Arab World. Londra: Routledge.

7 Knight P (2000) Conspiracy Culture: From the Kennedy Assassination to the X-Files. Londra: Routledge.

8 Birchall C (2006) Knowledge Goes Pop: From Conspiracy Theory to Gossip. Oxford: Berg.

Conspiracy Mentality Between

Fantasies and Real Plots
Dr. Tdrkay Salim Nefes

Alpin Arda Bagcik's exhibit on conspiracy theories insightfully reflects the entire spec-
trum of academic perspective, which ranges from viewing these narratives as paranoid
and dangerous fantasies to sincere efforts to understand social reality. To introduce
Bagcik's intervention, | will briefly delineate the scholarly distinction between seeing
conspiracy theories as paranoid fantasies and perceiving them as real plots. Building on
this distinction, | will then highlight in more detail how this exhibit could contribute to our
discernment of conspiracy theories.

The academic literature on conspiracy theories has two tendencies.” One line of research,
which can be called classical perspective, emphasizes fantasy-laden and unreal char-
acteristics of conspiracy theories. It underlines two aspects: (a) conspiracy theories are
most often false; (b) conspiracy mentality tends to be associated with political extrem-
ism in various contexts.?This perspective delineates conspiracy theories as irrational and
value-laden explanations that fail to explain the true nature of events.® In other words, it
describes conspiracy theories as dangerous disinformation campaigns. Hofstadter calls
beliefs in conspiracy theories paranoid style and contends that they propose a disar-
rayed and fantasy-laden way of understanding the world: ‘The distinguishing thing about
the paranoid style is not that its exponents see conspiracies or plots here and there in
history, but that they regard a "vast" or “gigantic” conspiracy as the motive force in his-
torical events." Reflecting on the negative consequences of the paranoid style, Norman
Cohn, gave the example that the Nazi ideologues justified their political violence by an-
ti-Semitic conspiracy theories.®

" Nefes TS (2013) Political parties' perceptions and uses of anti-Semitic conspiracy theories in Turkey. The
Sociological Review 61(2): 247-264; Nefes TS (2017) The impacts of the Turkish government's conspiratorial
framing about the Gezi Park Protests. Social Movement Studies 16(5): 610-622.

2 Imhoff R et al (2022) Conspiracy mentality and political orientation across 26 countries. Nature Human
Behavior. https://doi.org/10.1038/s41562-021-01258-7

3Bronner S (2003) A Rumor About the Jews: Anti-Semitism, Conspiracy, and the Protocols of Zion. New York: Oxford
University Press; Goertzel T (1994) Belief in conspiracy theories. Political Psychology 15(4): 733—744; Pipes D (1997)
Conspiracy: How the Paranoid Style Flourishes and Where it Comes from. New York: Free Press; Robins RS and Post
JM (1997) Political Paranoia: The Psychopolitics of Hatred. New Haven, CT: Yale University Press.

4 Hofstadter R (1965) The Paranoid Style in American Politics and Other Essays. New York: Alfred Knopf, p. 29.

5 Cohn N (2005) Warrant for Genocide: The Myth of the Jewish World Conspiracy and the Protocols of Elders of
Zion. London: Serif.
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Another line of studies, which can be called cultural perspective, disagrees with the
premise that conspiracy theories are irrational narratives per se. The cultural approach
insists that conspiracies take place in everyday life and views conspiracy theories as
people's rational and natural attempts to comprehend reality. In his insightful analysis,
Peter Knight regards conspiracy theories as do-it-yourself sociology.” Clare Birchall con-
cedes that while these theories might not be very reliable, they are creative texts because
of their freedom in argumentation. Accordingly, Birchall argues that we should not un-
hesitatingly delegitimise conspiracy mentality.®

Bagcik's exhibition transcends the academic division between these approaches by tak-
ing a middle stance between pathologizing conspiracy theories and normalizing their
place in society. This exquisitely tactful attitude is commendable, as it includes two
opposite sides of understanding conspiracy mentality. In my view, this also allows an
open-ended reading on the concept of conspiracy theories. For example, the canvas ti-
tled Hidroksiklorokin first appears to be a colorful canvas painting from distance and
reminds us of the current age of the COVID-19 pandemic. It turns into a monochrome
painting from another period when one gets a closer look at it. This interplay between
the past and the present ignites an appreciation of the historically continuous nature of
pandemics and ensuing conspiracy theories about them.

The exhibition covers a good range of conspiracy themes, including chemtrail, 5G,
COVID-19 pandemic and vaccine hesitancy. While doing so, Bagcik highlights how mass
dissemination of information naturally creates many distorted versions. This is very well
exemplified by the multiple portraits of the photo of Bill Gates holding a vaccine in a
United Nations meeting. Bagcik created seven portraits of this. Upon entering the exhi-
bition one encounters three distorted portraits. The image gradually gets clearer in each
portrait. Likewise, four portraits of the same photo at the other side of the wall even be-
come more lucid. Placing the portraits in this manner hints at how the dissemination of
information through online and offline media might create its many distorted versions.

All in all, Bagcik's exhibit on conspiracy theories is very timely, thought-provoking and
open-minded.

6 Birchall C (2006) Knowledge Goes Pop: From Conspiracy Theory to Gossip. Oxford: Berg; Bratich J (2008)
Conspiracy Panics: Political Rationality and Popular Culture. Albany, NY: State University of New York Press;
Brotherton R (2015) Suspicious Minds: Why We Believe Conspiracy Theories. London: Bloomsbury; Gray M
(2010) Conspiracy Theories in the Arab World. London: Routledge.

7 Knight P (2000) Conspiracy Culture: From the Kennedy Assassination to the X-Files. London: Routledge.
8 Birchall C (2006) Knowledge Goes Pop: From Conspiracy Theory to Gossip. Oxford: Berg.
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Tuval lizerine yagliboya/Oil on canvas
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Alpin Arda Bagcik'in Paranoid Fanteziler,

Sahici Entrikalar sergisi lizerine
Ekmel Ertan

Bugiine kadar hichir donemde bu kadar ¢ok goriintiiye ve goriintii formuna maruz kalma-
dik; goriintiiniin bu kadar hizla, kolaylikla ve gesitlilik igerisinde Uretildigine sahit olmadik.
Bugiin herhangi bir goriintliyli yeniden liretmenin veya yoktan var etmenin onlarca yolu
teknigi, araci, pratigi var. Ote yandan teknolojik (dijital) gériintii kendi basina dogrudan
tekil bir baglam olusturmuyor, iiretildigi anda kaynagindan kopup uzaklasiyor, gogaliyor;
gerceklikle iliskisi o andan sonraki seriiveniyle bigimleniyor. Gorsel dil giderek yazinin
oniine gecer gibi ama kdiltlirimiiz hala metin-so6z temelli. Teknolojik goriintii ise giderek
tekinsizlesiyor.

Paranoid Fanteziler, Sahici Entrikalar COVID-19 salginina dair komplo teorilerine kanit
olarak ilistirilen dijital fotograflardan yola gikiyor. Bagcik'in tuvalleri onlara kaynaklik
eden goruntilerin tekinsizligini gorinir kihyor. Paranoid fantezilerle sahici entrikalar
arasinda onlari yeniden Uretirken iletisim teknolojileri ve medyadan bireysel ve toplumsal
kinlganhklarimiza kadar genis bir sorgulamanin temeline goriintiiniin gerceklik-temsil
iliskisini oturtuyor.

Bagcik uzun siiredir gergeklik sdylemini konu edinen, gergeklik ve gergeklik-6tesi kav-
ramlari lizerine isler yapiyor. Hemen hemen iki yildir icinde oldugumuz, kolaylikla da bit-
meyecek gibi goriinen COVID salgininin hemen akabinde, salginin bolgesellesmeye bas-
ladigi ve kiiresel etkisinin azaldigi, bizim de biraz —belki gereginden fazla— rahatlamaya
basladigimiz bir donemde, resimleriyle salgin siirecinde iretilen komplo teorilerini konu
edinirken ortak tecriibemize dokunuyor. Evlerimize kapandigimiz bu uzun siiregte hepi-
miz bir yandan salginin gidisatini izler, bir yandan marketten aldigimiz Griinlerin paketle-
rini sabunlarken, diger yandan da COVID'in kaynaklari, yayilma ve tedavi yollari ya da asi
ile ilgili komplo teorilerine kulak kabarttik. Bazilarimiz pek ciddiye almadik, bazilarimiz
asl olmadik!

Siyaset bilimciler Petersen, Osmundsen, ve Arceneaux komplo teorileri liretenler ve ya-
yanlar iizerine yaptiklari arastirmada’ bu kisilerin siiregte statii kazanabilmek igin kurulu
diizeni yikmaya yonelik girisimlerle motive olan sosyal ve politik olarak dislanmis birey

' Petersen, M. B., Osmundsen, M., & Arceneaux, K. (2018). The “Need for Chaos" and motivations to share hostile
political rumors. https://doi.org/10.31234/0sf.io/6m4ts

ve gruplar oldugunu 6ne siirliyor. Arastirmaya gore kaostan medet uman bu kimseler
siyasi siddeti desteklemek, siyasi asiriliklar ve narsisizm gibi anti-sosyal kisilik 6zellikle-
rine sahip ve bu yolla bir tiir digman yaratarak benzer diislinen birey ve gruplari harekete
gegirmeyi hedefliyorlar.

Bazi durumlarda komplo teorileri kaos yaratmak kadar var olan kaosa bir diizen getir-
mek kaygisi ile de yayiliyor. “"Komplo teorilerine olan inang, epistemik (kisinin gevresini
anlama), varolussal (giivende olma ve gevresini kontrol etme) ve sosyal (benlik ve sosyal
grup hakkinda olumlu bir imaji siirdiirme) olarak nitelendirilebilecek giidiiler tarafindan
yonlendiriliyor gibi goriinmektedir"2. Kaos durumlarinda epistemik ve varolussal kaygilar,
farkinda olarak ya da olmayarak pek ¢ok insanin bizzat inanmasa da komplo teorilerinin
yayllmasina katkida bulunmasina yol agiyor. istikrarli, dogru ve kendi icinde tutarl bir
diinya anlayisini insa etme ihtiyacindayiz.

Komplo teorileri tam da boyle tarihsel kaos anlarinda ortaya gikiyor. Bir yandan var olan
kaosu firsat bilip kendince bir anlam getirmeye calisan bu teoriler aslinda kaosu arttirma-
ya ve diizenin muhtemel geri gelisini engellemeye calisiyor. Bazi birey ve gruplar iginse
kaos anlari seslerini duyurabilmek icin tekil birer firsat, kamusal var olus imkani. “inang
bireyseldir, paylagsmak ise kamusal bir eylem." Fakat s6z konusu arastirma komplo teo-
rilerinin dogru olduguna onlari yayanlarin da inanmadigini ortaya koyuyor. Salecl bu ha-
berleri yayanlarin neyin dogru neyin yanlis oldugunu bildiklerini ama komplo teorilerini
yaymanin onlara psikolojik tistiinliik sagladigini diisiindiiklerini soyliiyor.*

Komplo teorilerini kotiiciil bir niyetin tezahiirii olarak gormek miimkiin, fakat icinde bulun-
dugumuz tiimel kotiliikle bas etmek igin de bir diirtiiye ihtiyacimiz var. Salecl COVID-19
pandemisinin kiiresel anlamda yapisal degisim olasiligini ortaya gikardigini soyliiyor. “Gii-
nimdiiz kapitalist diinyasinin esitsizligi arttirip iklim degisikligini hizlandirdigini, her gegen
giin daha az sayida insanin cebine giren kar saplantisinin kamu sektoriiniin biiyiik bir

2 Douglas, K., Sutton, R. and Cichocka, A. (2017). “The Psychology of Conspiracy Theories. Current Directions in
Psychological Science”, 26(6), pp.538-542. https://journals.sagepub.com/doi/full/10.1177/0963721417718261,
15 Mart 2022'de erisildi.

3 Age.s.5
4Salecl, R. (2022). Cehalet Tutkusu & Neyi Neden Bilmek istemeyiz (1st ed.). Timas Yayinlari.
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kismini yok edip saglk sistemini ¢iriittiigiini, evrensel gelir ve siirdiriilebilir ekonomi
fikirlerini dnemsizlestirdigini gozler 6niine serdi ve bu konularda radikal bir diisiince sii-
recini baslatt”".®

Bagcik komplo teorilerini ele alarak tam da Salecl'in s6ziinii ettigi bu disiince siirecini
karsimiza gikariyor. Begeneceg@imiz ya da begenmeyip sirtimizi dénecegimiz resimler de-
gil bunlar. Anlama ve anlamlandirma ihtiyaci doguruyor, ne dedigini gormeye calisiyoruz.

Serginin merkezinde duran Favipiravir serisi bu bakisin da merkezinde duruyor. Hem te-
killigiyle hem butiin kurgusu igindeki yerleriyle her bir resim salgin dénemini “hatirlama-
miza" degil, anlamlandirmaya calisan bir gozle salgin tizerine yeniden diistinmemize yol
aclyor. Farkli boyutlarda siyah beyaz yagli boya tuvallerde farkli baglamlara ait goriintiiler
galerinin genis duvarinda iligki ihtimalini igeren bir rastgelelikle dagilmis. Hala nekahet
déneminde oldugumuz bir hastalik sonrasi, COVID-19 salginina dair kanit fotograflarin
imgeleriyle, yani pek yakin gegmisimizle karsi karsiyayiz. Komplo teorilerini besleyen o
belirsizlik ve kaosa, o bir daha normale donemeyecegimize dair korku ve endigemize sim-
di Bagcik'in aramiza koydugu bir mesafe ile bakiyoruz. Adeta polisiye bir filmin bir nokta-
sinda muhakkak bulunan o klasik sahnedeki gibi, duvara raptedilmis goriintiiler arasinda
gizli iligkileri kurmaya, olay! aydinlatmaya ¢alisiyoruz. Soguk beyaz i1k, beyaz duvar ve
beyaz tonlarin hakim oldugu resimlerle olayin igine giriveriyoruz. Favipiravir serisinin ser-
gilenmesine dair segimler biitlini tutarh bigimde kuruyor.

Bagcik medyada komplo teorilerine kanit olarak sunulan fotograflari kendi yontemleriyle
yeniden Uretiyor. Bu yeniden Uretimde imge ¢iplaklasiyor, medyanin atadigi séylem, iddia
ile inkar arasinda yalnizlasiyor. Sanatci goriintliyl yeniden retiyor, komplo teorilerini de-
gil. Bagcik'in ayricalikli yani bu dili kurabilecek diistinsel ve pratik ustaliga sahip olmasi;
gosterilene gosterenle mesafe almasi. Bunu birkag yolla basariyor Bagcik: dijital medyayi
kaynak olarak kullanmasi, segtigi fotograflar, onlari yagl boya ile yeniden iiretmesi ve
bunu siyah beyaz yapmasi ile.

Bu komplo teorilerinin ilistirilen fotograflardan baska bir kaniti yok. Daha ilginci kanit ola-
rak sunulan fotograf aslinda komploya kanit olabilecek "ani” da géstermiyor. Genellikle
siradan, bazen bildigimiz, herhangi bir baglama ait olabilecek fotograflar. Fakat muhte-
meldir ki ne komplo teorisini tretenler ne inanan ve yayanlar fotografin igerigine bakiyor;
sadece bir fotografla desteklenmis olmasi ile ilgileniyor. Fotograf bu anlamda komplo
teorisi Uretiminin kontrol listesinde tiklenmesi gereken bir kutucuk gibi.

W. Burroughs'un ikonik climlesi (ve sesi) ile “Images, millions of images, that's what |
eat"s deyisinin lizerinden ¢ok yil gegti. 0 zaman (50'ler, 60'lar) heniiz internet yoktu. Sa-

5 Age.
6 “Goruntd, milyonlarca goriintd, yedigim sey bu". Buroughs W. S., Sant G. V., 1985, Millions of Images, 45 rpm/m

Vinyl https://www.amazon.com/Millions-Images-Hipster-Be-bop-Junkie/dp/BO00XUYGNO, 15 Mart 2022'de
erisildi.

vas sonrasl refah toplumuna ilerleyen ABD'de gériintli (imaj) gazete ve dergiler, kigisel
kameralar, televizyon ve sanat araciligiyla yayginlasiyor, yeni kusagin anlatim araglarin-
dan biri haline geliyordu. Burroughs'un “milyonlar”la andigi yarim asir éncenin goriintiisii
bugiin dijital teknolojilerle goriinmez hale geldi. Bir yandan bir giinde Uretilen toplam go-
riintli sayisini” 50'lere kadar uretilmis olan butiin goriintilerin toplamiyla karsilagtirmak
bile anlamsizken artik goriintli Gretme ve tiiketme teknolojileri de (AR, VR, yapay zeka,
vs.) degisti, ucuzladi, kolaylasti.

Hal boyle iken hala fotografa inaniyor olmamiz, kanit olarak kabul etmemiz pek naif degil
mi? Bagcik tam da bu kirllmay1 hatirlatmak igin kullandigi fotograflari fotografin baglan-
gicing, hala belge degeri olduguna inanilan zamanlara gekiyor, onlari yeniden {iretirken
siyah-beyaz goriintiiler haline getiriyor. Oysa kullandigi fotograflarin gevrimigi mecra-
larda dolasan siradan ve elbette renkli fotograflar oldugunu biliyoruz (zira artik siyah be-
yaz fotografi sadece sanatgilar kullaniyor). Bagcik fotograflarin siyah-beyaz yagl boya
versiyonlari ile kendi belgelerini Gretiyor; verili baglami kiriyor ve anlami yeniden kuruyor.
Temsil edilen temsil edenin kendisine dénisiyor.

Bu fotograflarda temsil, esasen fotograflarin kamusal alanda dolagima girmesi, paylasil-
masi ve paylasildigi baglamla birlikte olusuyor. Bagcik goriintliyii yalnizca formel olarak
degistirmekle (fotografi siyah beyaza gevirmekle) kalmayip medyumu da degistirerek im-
geye yeni bir temsiliyet kazandiriyor. Tuval ve sanat Bagcik'in goriintiiyli yeniden Urettigi
ve paylastigi medyumlar. "Medium is the message”.® Medyumla beraber mesaj da degi-
siyor, goriintiiniin gosterileni bir komploya kurban gidiyor.

Bugiiniin iletisim teknolojileri ile maruz kaldigimiz bilgi alimlama kapasitemizin lizerin-
de. Her seyi bilemeyecegimizi biliyoruz. Bu da neyi bilmek istedigimiz kadar, bilmek is-
temediklerimizi de segtigimiz anlamina geliyor; cehaletimizi segiyoruz.® Bagcik komplo
teorilerini yeniden sunarken bize segilmis cehaletimizi sorgulatiyor. Baz bilgileri hayati-
miza dogrudan yon vermekte etkisi olmadigini diisiindiigiimiiz igin bilmemeyi segiyoruz
bazilarini da boyle bir etkinin gergeklesmesinden korktugumuz igin. Bilmemeyi sectikle-
rimiz arasinda komplo teorileri de var. Bir tiir yliziegsme ani bu; komplo teorilerini ciddiye
almazken neleri bilmemeyi segiyoruz? Bir kismi konsensiis rejiminin gériinmez kildig
anonim 6zneler,'®bir kismi da giivenli alanlarimizi terk etmemize sebep olabilecek fikir ve

72020 Kasim itibari ile, 3.2 milyar goriintii ve 720,000 saat video sadece giinliik olarak internette paylasilan
rakam. https://theconversation.com/3-2-billion-images-and-720-000-hours-of-video-are-shared-online-daily-
can-you-sort-real-from-fake-148630, 15 Mart 2022'de erisildi.

8McLuhan'in mesajin iletildigi ortamin mesajin igerigini belirledigini ima eden meshur s6zi. McLuhan, Marshall
(1964). Understanding Media: Medium is the Message. ISBN 81-14-67535-7.

° Ertan, Ekmel., 2022. Segilmis Cehalet Sergi Katalogu, Akbank Sanat, Istanbul. https://www.akbanksanat.com/
sergi/secilmis-cehalet, 15 Mart 2022'de erisildi.

0 Komplo teorilerini yaratan ve yayan insanlarin tam da dislanmig, marjinal birey ve kesimlerden oldugu ya da
onlarin sesini temsil ettigi kabuliiyle, Ranciereye referansla. bkz. Jacques Ranciére'de Politik Sanat ve Temsil
Sorunu Sayar, M. (2015). “Jacques Ranciére'de Politik Sanat ve Temsil Sorunu” | E-Dergi, Sanat Tarihi. E-Skop.
Com/Skopbulten. https://www.e-skop.com/skopbulten/jacques-ranci%C3%A8rede-politik-sanat-ve-temsil-
sorunu/2578, 15 Mart 2022'de erisildi.
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inanglar mi? Bagcik komplo teorilerine dair bir dogrulama ya da kiiclimseme igerisinde
degil. Sanat(gin)in komplosu burada devreye giriyor. Bagcik komplo teorilerinin tekinsiz-
ligini ele alarak kitle iletisim araclarindan saglik sistemine ve yasadigimiz sisteme kadar
elestirel bakisi miimkiin kilacak temsil araligini acarken, bir yandan da bizi kendimizle
yiizlestiriyor.

Salecl'in Cehalet Tutkusu'nda aktardigi lizere, The Simpsons'in bir bélimiinde Lisa'nin
iklim krizine dair fazla farkindalik gelistirerek kaygisini dehsetli bir bigimde yansitmasi
sonucunda, 6gretmenleri ailesine onu psikiyatra gétiirmesini dneriyor. Psikiyatr muayene
sonrasinda Lisa'ya “cehalet” isimli bir ilag yaziyor. Benzer sekilde Bagcik'in eserleri de
isimlerini COVID-19 igin kullanilan ilaglardan alyor. Biitiin siirece referans verirken ilag
endstrisine dair yeni bir katman daha yaratarak izleyiciyi bir kez daha tetikliyor. Lisa'lar
oluyoruz tuvallerin karsisinda. Ama bunu ilk defa yapmiyor; bu, sanatginin 6nceki sergi-
lerinde de kullandi@i bir oyun ve dnceki sergilerindeki gibi kurguyu incelikle tamamliyor.

Favipiravir serisini Remdesivir izliyor. Bagcik bu kez ugaklarin bir siireligine gékyiiziinde
biraktigi izlerin ugaklardan korona viriistini yaydiklarina dair bir teorinin kaniti olarak kul-
lanilan fotograflari, yani ugaklarin gokyiiziinde biraktidi izleri boyuyor. Komplo teorisi yine
son derece cesur. Gogumuzun muhtemelen gocuklugundan beri pek iyi bildigi bir goriintii
yeni bir olgu olarak karsimiza ¢ikiyor. Bu goriintiilerin siyah beyaz yorumu ile etkileyici
gokyiizii goriintiileri Giretiyor Bagcik. Favipiravir serisinde insan eliyle tiretilmis durum ve
nesnelerden sonra, dogaya referans veren Remdesivir serisi soyutlamayi da bir adim ileri
tasiyarak dramatik etkiyi biiyitiyor.

Serginin mekansal kurgusu ve genel diizenlemesi de biitliniin incelik ve ustalikla kurul-
masini saghyor. Salona girdigimizde serginin sonu bize g6z kirpiyor ama mekanin kur-
gulanisi aksi yonden devam etmemiz gerektigini soyliyor. Kurgulanan akis geregi ilk
gordiigiimiiz is olan Hidroksiklorokin'de Bagcik kendi ifadesiyle kendi komplosunu kuru-
yor. Uzaktan renkli gibi gériinen 1918 ispanyol Gribi esnasinda cekilmis bir “fotograf"in
yaklastik¢a siyah beyaz oldugunu fark ediyoruz. Bagcik siyah beyaz fotograftan irettigi
siyah beyaz yagliboya resmi g6z yanilsamasina dayanan ustaca bir teknikle boyayarak
renkli gormemizi sagliyor; algilarimizla oynuyor. Serginin ilk birkag dakikasinda imgenin
anlam degistirmesine sahit oluyoruz. Ondan sonra gordiigiimiiz Favipiravir serisine glicg-
It bir giris niteligi tagiyan Hidroksiklorokin, gériintliniin anlami ve baglami, imge ve temsil
tizerine Bagcik'in kurdugu arka plani ilk karsilagsmada serimliyor.

Sergideki son eser olan Librium ise yedi pargcadan olusan, renkli olan tek is. Bu, Bagcik'in
onceki sergilerinde de kullandig, ilk boyadigi tuvali kendine has bir teknikle ¢ogaltarak
diger tuvalleri Grettigi, igerigin giderek okunmaz hale geldigi tekrarlardan olusan bir dizi.
Orijinal fotograf Bill Gates'in Birlesmis Milletler Genel Merkezi'nde yaptigi bir konusma
sirasinda gekilmis, sitmaya karsi gelistirilmekte olan asilar elinde tuttugu bir fotograf.
COVID-19 salginindan yaklasik on yil 6nce cekilen fotograf Gates'in COVID-19 asisi ile
milyonlarca insani izlemek igin mikrocip yerlestirecegini iddia eden komplo teorisine
kanit olarak kullaniliyor. Bu dijital fotograf dijital mecrada ¢ogalarak dolasiyor. Elbette
2011'deki ilk dijital fotograf ile bu komplo teorisine eslik eden arasinda zorunlu bir kalite
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farki ya da dolayli bir gorsel bilgi eksikligi yok. Yani fotograf bir bozulmaya ugramiyor. Di-
jital teknolojinin temel glicli tam da bu bozulmaya ugramadan ¢ogaltilabilmesi, ilk kopya
ile son kopya arasinda bir fark olmamasi. Glinki aslinda gogaltilan, goriintiiniin kendisi
degil, goriintiiniin bilgisi ya da goriintiyii tasiyan bilgi. Oysa analog diinyada bir goriintii-
yli gogaltmak, ister boyayarak, ister makine araciligiyla (kamera, fotokopi, vs.) olsun, “g6-
riintiyl" mekanik olarak yeniden iiretmektir ve bozulma (degisme) kaginiimazdir. Bagcik
bu seride dijital goriintiiyli analog yolla ¢gogaltirken her bir tuval bir birey veya bir grup
birey halini aliyor. Goriintii bir kimseden digerine gegerken her birinin kendi gergekligi ya
dailetisim ortaminin giiriiltiileri ile bozulmaya ugruyor. Bir komplo teorisi izerine kurulan
isin odagina iletisimin imkansizhgi yerlesiyor.

Bagcik'in hemen soniimlenmeye basladigi siiregte COVID-19 salginina dair komplo teo-
rilerini ele almasi dyle goriindiyor ki siradan bir saptama degil. Zira Prooijeb ve Douglas
komplo teorilerinin zamana yayildigini ve ortaya ¢ikmalarina yol agan belirsizlik ve korku
duygulari ortadan kalktiktan ¢ok sonra bile dnemli tarihi olaylara dair zihinsel temsilin bir
pargasl haline gelebildigini ifade ediyor. Buna 6rnek olarak Kennedy suikastini veriyorlar.
ABD vatandaglari arasinda JFK suikastinin bir komplo olduguna inanlarin sayisi cinayeti
takip eden {c yilda %50 idi. Sonraki yillarda bu suikastin yarattigi korku ve belirsizligin
dagilmasi ile bu oranin azalmasi beklenirken, 2000'li yillarin basina kadar %70 ila %81
arasinda gidip geliyor, son yillarda ise %60 civarinda."" Prooijeb ve Douglas komplo teo-
rilerinin, gergekler komplo teorisi igin ikna edici kanitlar saglamasa bile, gergekmis gibi
gelecek nesillere aktarilan tutarli tarihsel anlatilar haline gelebilecegini soyliiyorlar: “Uzii-
cli duygularla basa gikmak igin psikolojik bir tepki olarak baglayan sey, insanlarin tarih
temsillerinin bir pargasi olabilir.""

Bagcik gelecek nesillere COVID-19 salgininin resimlerini yapiyor; toplumsal algimizi, kor-
kularimizin yarattigi hayal giiciinii ve bas etme gayretimizi, inangla inangsizlik, ana aki-
ma dahil olmakla marjinallesmek arasinda gidip gelen ruh hallerimizi gosteriyor. Gelecek
nesillere notlar birakiyor.

Ortak hissimiz o ki bir kirllma noktasindayiz. Buraya ansizin gelmedik, uzun siiredir ev-
rilmekte oldugumuzun farkindayiz. Diinya pek de anlayamadigimiz bir yone dogru gidi-
yor. Teori de yardim edemiyor artik ne olup bitmekte oldugunu anlamamiza, belki sadece
sanat kaldi elimizde bir arag olarak. Giinki biitiin olasiliklar agik birakarak, cagrigimlar
Uzerinden tim bilgi ve deneyimimiz sadece sanat araciligiyla pek de islevsel olmayan bir
biitiinliige ulasiyor. islevsel olmasi gerekmiyor giinkii biitiin olasi islevlere esit yer acarak
hi¢ birisini dikte etmeyen tek araci sanat; biitiin olasiliklar biitiin olasi islevleri mimkin
kiliyor. Belki de Covid-19'un ikonik goriintiileri olarak yillar sonra tekrar tekrar donecegi-
miz isler baktiklarimiz.

van Prooijen, J. W., & Douglas, K. M. (2017). “Conspiracy theories as part of history: The role of societal crisis
situations.” Memory Studies, 10(3), 323-333. https://doi.org/10.1177/1750698017701615

2 Age.
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Favipiravir Serisi: Laboratuvar/Favipiravir Series: Laboratory I-1I-1ll, 2021
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Gip/Chip, 2022
Tuval lizerine yagliboya/Oil on canvas
45 x 60 cm
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On Alpin Arda Bagcik's exhibition entitled

Paranoid Fantasies, Real Plots
Ekmel Ertan

Never before have we been exposed to so many images and image forms. Never have
we witnessed such quick production of an image, so easily and in such diversity. Today,
there are dozens of techniques, tools and practices to reproduce any image or create
it out of nothing. On the other hand, the technological (digital) image does not directly
create a singular context on its own. It ruptures from its source once it is created, it multi-
plies and digresses. The image's relationship with reality is shaped by its adventure from
that moment on. Visual language seems to take precedence over writing, but our culture
is still text and verbal based. The technological image, on the other hand, is getting more
and more uncanny.

Paranoid Fantasies, Real Plots is based on digital photographs attached as evidence to
conspiracy theories regarding the COVID-19 outbreak. Bagcik's canvases make visible
the uncanny aspect of the images that originate them. While reproducing them between
paranoid fantasies and real plots, he places the relationship between reality and repre-
sentation of the image on the basis of a broad questioning ranging from communication
technologies and media to our vulnerabilities, individual and social.

Bagcik has been producing artworks within the theme of reality discourse such as truth
and post-truth for a long time now. Immediately after the COVID-19 pandemic which
we've been dealing with for almost two years now and which does not seem to end so
easily, he dwells upon conspiracy theories propounded during COVID-19, touching upon
our common experience thanks to his paintings in a phase when the pandemic has start-
ed getting regionalized, its global effect decreased and us (maybe a little too) relaxed
about it. During the long period of home quarantines, on the one hand we all followed
the course of the pandemic, while soaping the packages of the products bought from
the market, and on the other hand we listened to conspiracy theories about the sources
of COVID, its spread and treatment ways, or the vaccine. Some of us did not take them
seriously, but some of us refused to get vaccinated.

In their research on those who produce and spread conspiracy theories’, political scien-

! Petersen, M. B., Osmundsen, M., & Arceneaux, K. (2018). The “Need for Chaos” and motivations to share hostile
political rumors. https://doi.org/10.31234/osf.io/ém4ts

tists Petersen, Osmundsen, and Arceneaux argue that these individuals are from socially
and politically excluded groups, motivated by attempts to overthrow the established or-
der in order to gain status in the meanwhile. The research argues that these groups and
individuals who seek to benefit from chaos have anti-social personality traits such as
supporting political violence, political extremism and narcissism, thus creating a kind of
enemy, aiming to mobilize the like-minded.

In some cases, conspiracy theories spread with the objective of bringing order to the
existing chaos rather than creating chaos. "Belief in conspiracy theories appears to be
driven by motives that can be characterized as epistemic (understanding one's envi-
ronment), existential (being safe and in control of one's environment), and social (main-
taining a positive image of the self and the social group)". In times of chaos, epistemic
and existential concerns drive many people to spread conspiracy theories, whether they
believe in them or not. We all need to build a stable, correct and coherent understanding
of the world.

Conspiracy theories arise precisely at such moments of historic chaos. On the one hand,
these theories aim to take advantage of the existing chaos and offer their own world of
meaning, actually meaning to feed the chaos and prevent the order from establishing.
For some individuals and groups, moments of chaos are sole opportunities to have their
voices heard and to have a status in public. “Belief is individual whereas sharing is a
public act.” But the research reveals that conspiracy theories are not even believed to
be true by those who propagate them. Salecl says those who spread such news know
what's right and what's wrong, but they think that spreading conspiracy theories gives
them a psychological advantage.*

Conspiracy theories can be seen as a manifestation of evil intentions and we need an
impulse to deal with the universal evil. Salecl says the COVID pandemic brings about

2 Douglas, K., Sutton, R. and Cichocka, A. (2017). “The Psychology of Conspiracy Theories. Current Directions in
Psychological Science”, 26(6), pp.538-542. https://journals.sagepub.com/doi/full/10.1177/0963721417718261
accessed on March 15, 2022.

3 1bid. p. 5.
4 Salecl, R. (2020). A Passion for Ignorance:What We Choose Not to Know and Why, Princeton University Press.
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the possibility for a global structural change. “The COVID-19 pandemic opened up the
possibility of global structural change--a radical rethinking of the way today's capitalism
has increased inequality and contributed to climate change and how the hunger for profit
(which has increasingly ended up in the pockets of the few) has decimated the public
sector, impoverished state health care systems, and pushed aside ideas of universal in-
come and a more sustainable economy."®

By addressing conspiracy theories, Bagcik faces us with the thought process that Salecl
talks about. These are not paintings that we can either like or turn away from. They create
a need for understanding and interpretation and we ponder to see what he means to say.

At the center of the exhibition is the Favipiravir series which also occupies a central place
in terms of this understanding. Each painting, with regards to both their singularity and
place in the entire construct, does not call us to “remember" the pandemic times, but
rather to rethink about it with a critical eye pondering to make sense. Images of differ-
ent contexts on black and white oil-painted canvases of different sizes are hanging on
the wide walls of the gallery with a randomness that fosters the possibility of forming a
relationship. We look at the images of the photographs that are proof of the COVID-19
pandemic which constitute our immediate past, with a fresh memory after the disease,
although we are still in the convalescence. On the other hand, Bagcik offers us a distance
to think about the uncertainty and chaos that feeds conspiracy theories, as well as about
our fear and anxiety that we will not be able to return to our previous normal lives ever
again. Things are as if we were in a detective movie, like in that classical sequence which
always occurs at some point, and we were trying to make sense of secret relationships
and illuminate the event with the help of images attached to a wall. We get caught up
in an event by means of the cold light, white walls and paintings dominated by white
shades. The preferences about how the Favipiravir series is displayed establish a coher-
ent totality.

Bagcik uses his own methods to reproduce some of the photos presented in the media
as evidence for conspiracy theories. As a result of the reproduction, the image becomes
bare and the discourse assigned by the media becomes isolated between the positions
of claim and denial. What the artist reproduces is the image, not the conspiracy theories.
Bagcik's privileged trait is that he has the intellectual and practical mastery to create
this language and he skillfully puts distance between the signified and the signifier. He
achieves this in several ways: using digital media as a source, with the selection of pho-
tographs, reproducing them as oil paintings and doing it in black and white.

There is no further evidence in favor of these conspiracy theories other than the attached
photos. More interestingly, the photograph presented as evidence does not actually show
the "moment” that could otherwise be a genuine evidence. These are mostly ordinary
photos which sometimes look familiar although they can be of any context. However, it is

S Ibid.

highly likely that neither those who produce the conspiracy theory nor those who believe
and spread it actually look at the content of the photo. These people seem to be merely
interested in bringing in a photograph to support the theory. In this sense, photography is
like a checkbox to be ticked on the "checklist” of conspiracy theory production.

It has been many years since W. Burroughs uttered his iconic phrase (with his iconic
voice) “Images, millions of images, that's what | eat".® At that time (1950s and '60s) there
was no internet yet. In America, which was becoming a post-war welfare society, image
spread through newspapers and magazines, personal cameras, television and art and
turned out to be one of the means of expression of the new generation. The image from
half a century ago, which Burroughs referred to in millions, has become invisible today
with digital technologies. Comparing the total number of images produced in a day” with
the sum of all images produced up to 50s is a meaningless endeavor, whereas technol-
ogies of producing —and consuming— images (AR, VR, artificial intelligence, etc.) have
changed, become cheaper and easier.

And yet, isn't it naive to still believe in photography and accept it as evidence? To remind
us of this very break, Bagcik takes the photographs he uses to the beginning of photog-
raphy, to the times when it was still believed that they had documentary value, and trans-
forms them into black and white images in the course of reproduction. However, we know
that the photographs he uses are ordinary and of course color photographs circulating
online (because now only artists use black and white photography). He produces his own
documents with black and white oil paint; he breaks the given context and re-establishes
meaning. The represented becomes the representative itself.

Representation in these photographs is essentially formed by the circulation of photo-
graphs in the public sphere; it is formed through sharing and within the context of shar-
ing. Bagcik not only changes the image in terms of form (turning the photo into black and
white), but he also changes the medium, giving the image a new type of representation.
Canvas and art are mediums where Bagcik reproduces and shares the image. “Medium
is the message".® With the medium, the "message” changes; the signified of the image
falls victim to a conspiracy.

The information we are exposed to with today’'s communication technologies is above
our capacity to receive information. We know that we cannot know everything. This

¢ “Images, millions of images, that's what | eat.” Buroughs W. S., Sant G. V., 1985, Millions of Images, 45 rpm/m
Vinyl https://www.amazon.com/Millions-Images-Hipster-Be-bop-Junkie/dp/BO000XUYGNO, accessed on March
15, 2022.

7 As of November 2020, 3.2 billion images and 720,000 hours of video are shared online on a daily basis. https://
theconversation.com/3-2-billion-images-and-720-000-hours-of-video-are-shared-online-daily-can-you-sort-
real-from-fake-148630, accessed on March 15, 2022.

8 McLuhan's famous quote implying that the medium in which the message is transmitted determines the
content of the message. McLuhan, Marshall (1964). Understanding Media: Medium is the Message. ISBN 81-14-
67535-7.
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means that we choose what we don't want to know as well as what we do want to. We
choose our ignorance.® Bagcik makes us question our chosen ignorance as he reintro-
duces conspiracy theories. We choose not to know some information because we think
it has no direct effect on how we lead our lives, and some because we fear the possibility
of such an effect. Conspiracy theories are among those we choose not to know. This is
a moment of confrontation. What do we choose not to know when we don't take con-
spiracy theories seriously? Are some of them anonymous subjects made invisible by the
consensus regime'®, and some of them ideas and beliefs that might cause us to leave our
comfort zones? Bagcik does not confirm or disparage conspiracy theories. This is where
the conspiracy of art(ist) comes into play. Through the uncanny of conspiracy theories,
Bagcik opens the door of representation that is to enable a critical view of the system
we live in, ranging from mass media to the health system, while also confronting us with
ourselves.

In her A Passion for Ignorance, Salecl recites that in an episode of The Simpsons, when
Lisa grows too aware of the climate crisis and reflects her anxiety in a terrifying way,
her teachers suggest her parents to take Lisa to a psychiatrist upon the examination
of whom Lisa is prescribed a medicine called “ignorance”. Likewise, Bagcik's works are
named after the drugs used for COVID-19. While referencing the whole process, he trig-
gers the audience once again by creating a new layer about the pharmaceutical industry.
We become Lisa in front of the canvases. But he is not doing this for the first time, this is a
game that the artist has played many times in his previous exhibitions, and he completes
the construct gracefully once again.

Favipiravir series is followed by Remdesivir series. This time, Bagcik presents us paint-
ings which are based on photographs used as proof of a conspiracy theory that the con-
densation trails left by planes in the sky spread the coronavirus disease. The conspiracy
theory is pretty bold again. An image that most of us probably know very well since child-
hood appears as a new phenomenon. Bagcik produces impressive sky images with the
black and white interpretation of these images. After Favipiravir series, which points out
at human made situations and objects, Remdesivir refers to nature thus increasing the
dramatic effect by taking the abstraction a step further.

The spatial setup and general installment of the exhibition also ensure that it is formed
with attentiveness and mastery. When we enter the hall, the end of the exhibition winks at
us, but the spatial setup tells us to proceed in the opposite direction. The first thing you
see in line with the expected route is Hydroxychloroquine sets up its own plot in the words

° Ertan, Ekmel., 2022. Choosen Ignorance exhibition catalog, Akbank Sanat, Istanbul. https://www.akbanksanat.
com/sergi/secilmis-cehalet, accessed on March 15, 2022.

0 With reference to Ranciere, assuming that people who create and spread conspiracy theories come from
excluded and marginalized segments of the society or represent these people. Jacques Ranciére'de Politik Sanat
ve Temsil Sorunu Sayar, M. (2015). Jacques Ranciére'de Politik Sanat ve Temsil Sorunu | E-Dergi, Sanat Tarihi.
E-Skop.Com/Skopbulten. https://www.e-skop.com/skopbulten/jacques-ranci%C3%A8rede-politik-sanat-ve-
temsil-sorunu/2578, accessed on March 15, 2022.

Favipiravir Serisi: 5G-Grafen/Favipiravir Series: 5G-Graphene 2021-2022
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of the artist. As you get closer, you realize that a “photo" taken during the 1918 Spanish
Flu turns out to be black and white which looks like in color from afar. Bagcik makes use
of optical illusion with a masterful technique tricking us to see in color which is actually
black and white. He plays with our perceptions. We witness the image changing meaning
in the first few minutes of the exhibition as of the first encounter. Hydroxychloroquine is
a powerful introduction to the Favipiravir series you see next, exposing Bagcik's take on
image, meaning and representation.

The last piece in the exhibition is Librium: the only colorful work consisting of seven piec-
es. This is a series of repetitions that Bagcik used in his previous exhibitions, producing
other canvases by duplicating the first canvas with a unique technique, where the con-
tent becomes increasingly illegible. The original photo belongs to Bill Gates who holds
malaria vaccines taken during a speech at the United Nations Headquarters. The photo,
taken nearly a decade before the COVID-19 outbreak, is used as evidence for a conspir-
acy theory that claims Gates plans to implant a microchip with the COVID-19 vaccine to
monitor millions of people. This photo circulates in digital media. Of course, there is no
quality difference or lack of indirect visual information between the first digital photo-
graph in 2011 and the accompanying conspiracy theory. The photo itself is not distorted.
The main power of digital technology is that it can be reproduced without distortion;
there is no difference between the first copy and the last copy. Because in fact, what is
reproduced is the information of the image, or the information that carries the image, not
the image itself. However, reproducing an image in the analog world, whether by painting
or by means of a machine (camera, photocopy, etc.), is to reproduce the “image” mechan-
ically and distortion (change) is inevitable. In this series, while Bagcik reproduces digital
images in an analog way, each canvas becomes an individual or a group of individuals.
As the image passes from one person to another, it is distorted by each one's own reality
or the noises of the communication environment. The focus of the work, which is based
on a conspiracy theory, becomes the impossibility of communication.

It seems that Bagcik's handling of conspiracy theories about the COVID-19 immediately
when the pandemic has begun to wither away is not an ordinary finding. Prooijeb and
Douglas say that conspiracy theories spread over time and long after feelings of uncer-
tainty and fear that caused them to emerge disappear, they may become a part of the
mental representation of important historical events and people. They give the assassi-
nation of John F. Kennedy as an example. The number of US citizens who believed the
JFK assassination was a conspiracy was 50% in the three years following the murder.
While the rate was expected to decrease with the lessening of fear and uncertainty cre-
ated by this assassination in the following years, it fluctuates between 81% and 70% until
the beginning of the 2000s, and around 60% in recent years."" Prooijeb and Douglas argue
that conspiracy theories can become coherent historical narratives that are passed down
as if they were facts, even if the facts do not provide convincing evidence for the con-

"van Prooijen, J. W., & Douglas, K. M. (2017). “Conspiracy theories as part of history: The role of societal crisis
situations”, Memory Studies, 10(3), 323-333. https://doi.org/10.1177/1750698017701615

spiracy theory: "What starts as a psychological reaction to deal with sad emotions can
become representation of history for people."'?

Bagcik paints pictures of the COVID-19 pandemic for future generations. He points out
at our social perception, the imagination created by our fears and our efforts to cope, our
moods swinging between belief and unbelief, between being a part of the mainstream as
opposed to getting marginalized. He leaves notes for future generations.

Our common sentiment is that we are at a breaking point. We did not happen to find our-
selves here, we are aware that we have been evolving for a long time. The world is heading
in a direction we don't quite understand. Theory can no longer help us understand what's
going on and what we have left as a tool is merely art. Because, keeping all possibilities
open, all our knowledge and experience through associations reach non-functional in-
tegrity only through art. It doesn't have to be functional because art is the only mediator
that doesn't dictate any single function, creating equal space for all possible functions.
Possibilities make any function possible.

These paintings count as the iconic images of COVID-19 that will be returned to again
and again after many years.

2 |bid.
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Librium, 2022
Tuval lizerine yagliboya/Oil on canvas
7 parga/pieces: 45 x 80 cm (her biri/each)
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Dr. Tiirkay Salim Nefes, istanbul, Tiirkiye'de dogdu ve biiylidii. Ankara‘da Orta Dogu Teknik
Universitesi'nden Sosyoloji alaninda lisans ve Siyaset Bilimi alaninda yiiksek lisans derecesi
aldi. Ardindan Kent Universitesi Sosyoloji Bliimii'nde doktorasini tamamladi. Dr Nefes su anda
ispanya Ulusal Arastirma Konseyi'nin, Kamu Mallari ve Politikalari Enstitlisii'nde, Ramén y
Cajal arastirma gorevlisidir. Ayrica Oxford Universitesi Oxford internet Enstitiisii'nde arastirma
gorevlisidir. Daha 6nce, Oxford Universitesi Brasenose Koleji'nde William Golding Junior
arastirma gorevlisiydi. Baslica arastirma ilgi alani, gruplar arasi diismanligin, 6zellikle komplo
teorilerinin yayillmasi ve etkileri (izerinedir. The British Journal of Sociology, Rationality and
Society, Journal of Historical Sociology ve The Sociological Review gibi akademik dergilerde
komplo teorileri lizerine galigmalarini yayinladi.

Dr. Tiirkay Salim Nefes was born and raised in Istanbul, Turkey. He received an undergraduate
degree in Sociology and a masters degree in Political Science from the Middle East Technical
University in Ankara. Subsequently, he completed a PhD at the Sociology Department of the
University of Kent. Currently, Dr Nefes is a Ramén y Cajal Research Fellow at the Institute
of Public Goods and Policies (IPP) of the Spanish National Research Council (CSIC). He is
also a research associate at the Oxford Internet Institute (Oll) of the University of Oxford.
Previously, he was a William Golding Junior Research Fellow at the Brasenose College of the
University of Oxford. His main research interest is on the diffusion and impacts of intergroup
hostility, particularly conspiracy theories. He has published his work on conspiracy theories in
academic journals including The British Journal of Sociology, Rationality and Society, Journal
of Historical Sociology and The Sociological Review. His work can be accessed in https://
www.researchgate.net/profile/Tuerkay_Nefes.

Ekmel Ertan kiirator, kiiltiir yoneticisi, sanatgi ve egitimci olarak galisiyor. Sanat ve teknoloji
alaninda arastirma, sanatsal iiretim ve sergileme yapan, istanbul'da kurulu amberPlatform/
BiS - Beden islemsel Sanatlar Derneginin kurucu iiyesi ve sanat yéneticisidir. 2007-2015, 2021
yillarinda gergeklesen "amber Sanat ve Teknoloji Festivalinin” sanat yoneticiligini yapmistir.
Bagimsiz kiirator olarak Tiirkiye ve yurtdisinda sanat ve teknoloji kesisiminde sergi ve etkinlikler
diizenlemektedir. Ertan yurtdisinda ve Tiirkiye'de kendi sanatsal iiretimini sergilemistir. Ertan
2007'den bu yana sanat ve teknoloji baglantili birgok Avrupa Toplulugu destekli uluslararasi
projenin yerel koordinatorliigl veya yoneticiligini yapmaktadir.

Ekmel Ertan works as a curator, cultural manager, artist and educator. Ertan is the founder and
artistic director of istanbul based amberPlatform/BIS (Body-Process Arts Association), which
is a research and production platform on art and new technologies. Ertan was the director
of the international "amber Art and Technology Festival” in Istanbul between 2007-2015 &
2021. He curates new media works as an independent curator in Turkey and abroad. Ertan
has exhibits his installations, photography and collaborative art/performance works as well.
Since 2007, Ertan has been working as the site coordinator and director of EU supported multi-
partner international projects on behalf of BIS. He has been teaching visual communication
design and media art at universities since 1999.

T. Melis Golar (1988, Ankara), 2009'da isletme 6grenimini bitirdikten sonra, 2013'de Hollanda'da
Maastricht Universitesi'nde Sanat ve Kiiltiir Mirasi Yonetimi, Egitimi ve Politikalar yiiksek
lisansini mekana 6zgii sanat eserlerinin mimari, sosyal ve politik katmanlarini inceledigi bir
tez yazarak tamamladi. Erimtan Arkeoloji ve Sanat Miizesi'nin kurulus siirecinde gorev aldi ve
sergi koordinatorliigiind yuritti. Bagimsiz sanat alani Torun biinyesinde sergi koordinatorliigi
goreviyle aktif rol aldi. Ankara ve istanbul'da galerilerde galisti ve farkli sergilerin kiiratérlGgiint
yapti. Heykeltiras Ali Sentiirk’iin 2019 yilinda yayinlanmis; Tirkiye'de son 10 yilda tartigmaya
acgllmis veya yikilmis heykellerini belgeleyen Operasyon Kamusal Alan kitabinin editorligini
yapti. Gelecegin kultuirel kurumlari ve miizeciligi izerine arastirmalar yapan Golar, Zilberman
Program Ydneticiligi gorevinin yani sira gevrimici bir proje yuriitmektedir.

T. Melis Golar (1988, Ankara), after graduating from the Department of Business Administration
in 2009, completed her master's degree in Art and Cultural Heritage Management, Education
and Policy at Maastricht University in the Netherlands in 2013, where she wrote her thesis
on the architectural, social and political planes of site-specific artworks. She took part in
the founding period of the Erimtan Archeology and Art Museum, and was their exhibition
coordinator. She actively contributed as an exhibition coordinator to Torun, an independent
art space. She worked in galleries in Ankara and Istanbul, and curated numerous exhibitions.
Published in 2019 by sculptor Ali Sentiirk; she was the editor of the book Operasyon Kamusal
Alan (Operation Public Space), which documents controversial or demolished statues in
Turkey in the last decade since 2010. Golar, who conducts research on the cultural institutions
and museology of the future, has also initiated an online project along with her position as
Program Manager at Zilberman.
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Alpin Arda Bagcik

d. 1988, istanbul, Tiirkiye
istanbul'da yasiyor ve galisiyor.

EGITIM

2017  Yiiksek Lisans, Resim Béliimii, Dokuz Eyliil Universitesi Giizel Sanatlar
Enstitiisi, izmir, Tiirkiye

2007 Lisans, Resim Béliimii, Dokuz Eyliil Universitesi Giizel Sanatlar Enstitiisi,
izmir, Tiirkiye

KiSiSEL SERGILER VE SUNUMLAR
2022 Paranoid Fanteziler, Sahici Entrikalar, Zilberman, istanbul, Tiirkiye
2019  Apocryphon, Zilberman Gallery, istanbul, Tiirkiye
Apocrypha, Zilberman Gallery, Berlin, AlImanya
2017  Kirmizi Regete, Zilberman Gallery, istanbul, Tiirkiye
2015  Ambivalans, Zilberman Gallery, istanbul, Tiirkiye
2014  New Proposals, kiirator: Mirjam Varadinis, Zona Maco, Meksika

SEGILMiS KARMA SERGILER

2022 Susuz Yaz, kiirator: Melike Bayik, Eldem Sanat Alani, Eskisehir, Turkiye

2021 Recurrence 2, kiirator: Lotte Laub, Zilberman Gallery, Berlin, Almanya

2020 6 Sanatgl Onciiliinii Ariyor, kiiratér: Hasan Biilent Kahraman, Akbank Sanat,
istanbul, Tiirkiye
Kilidi Ag, Zilberman Gallery, istanbul, Tiirkiye

2019  Vuslat: Erol Tabanca Koleksiyonu'ndan Bir Segki, kiiratér: Haldun Dostoglu,
OMM-Odunpazari Modern Miize, Eskisehir, Turkiye
Geng Yeni Farkli 10: Devam Etmek Gerek, kiirator: Burgak Bingdl, Zilberman
Gallery, istanbul, Tiirkiye

2018  Figure and Design (MOCAK Collection), kiiratorler: Monika Koziot, Maria Anna
Potocka MOCAK, Krakow, Polonya

Motherland in Art, kiiratorler: Delfina Jatowik, Maria Anna Potocka, Agnieszka
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DESTRUCTION, GLOBLOKAL, Austro-Tiirk Tiitiin Deposu, izmir, Tiirkiye
Uzak Hafiza, kiirator: Yaren Akbal, Abud Efendi Konag, istanbul, Tiirkiye

b. 1988, Istanbul, Turkey
Lives and works in Istanbul, Turkey

EDUCATION

2017
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MA, Painting, Dokuz Eylil University Fine Arts Faculty, Izmir, Turkey
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2016  Yarn, kiiratdr: Marcus Graf, Plato Sanat/Gaia Gallery, istanbul, Tiirkiye
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Look Inside 2, Soyer Culture and Arts Factory, Izmir, Turkey
Turgut Pura Foundation 30" Painting and Sculpture Competition Exhibition,
[zmir
State Painting and Sculpture Museum, Izmir, Turkey
Situations and Possibilities, Dokuz Eylil University, Izmir, Turkey

AWARDS
2020  Wallace Hartley Award, Young Artist of the Year, International Association of
Art, Istanbul, Turkey

COLLECTIONS

MOCAK - Museum of Contemporary Art in Krakow, Poland
Salsali Museum, Dubai, UAE

21¢c Museum Hotels, USA

Polimeks Collection, Turkey

PAPKO ART Collection, Turkey

Kog Collection, Turkey

OMM - Odunpazari Modern Museum, Turkey

71



72

Imprint

Alpin Arda Bagcik: Paranoid Fanteziler, Sahici Entrikalar
Paranoid Fantasies, Real Plots

Zilberman | istanbul

26.02-30.04.2022

Metin/Text: Ekmel Ertan, T. Melis Golar, Tiirkay Salim Nefes
Geviri/Translation: Zeynep Nur Ayanoglu
Diizelti/Proofreading: Zeynep Nur Ayanoglu, T. Melis Golar
Fotograflar/Photos: Kayhan Kaygusuz

Tasarim/Design: Giirem Ozcan

Baski Evi/Printing House: A4 Ofset

Sergi Uretimi siliresince daha iyi bir sergi ¢ikarmam igin gabalayan Program Yo&neticim T.Melis
Golar'a, liretimlerim igin bana sonsuz alan taniyan ve mentorluk yapan Zilberman Galeri kurucusu
Moiz Zilberman'a, galeri ekibinden Giirem Ozcan, Gizem Demirgelik, Naz Kocadere, Elifsu Dagdeviren,
Eren Kondul, Fatih Aydin'a; katalogdaki isbirlikleri ve destekleri icin Ekmel Ertan, Tlirkay Salim Nefes
ve yine T.Melis Golar'a; podcast yayinlarindaki yorumlari igin Rifat Ozcan, Kerem Karaosmanoglu
ve Hiiseyin Gokge'ye moderatorliigii igin ise Zeynep Nur Ayanoglu'na tesekkdirleri bir borg bilirim.

Ayrica varhidi igin canim Eyliil Ceren Ersoz'e tesekkdir ederim.

Special thanks to my Program Manager, T. Melis Golar, who put great efforts to make this exhibition
better throughout the production process and to the founder of Zilberman Gallery, Moiz Zilberman,
who gave me endless opportunities and mentored me for my productions, and to the gallery team;
Giirem Ozcan, Gizem Demirgelik, Naz Kocadere, Elifsu Dagdeviren, Eren Kondul, Fatih Aydin and to
Ekmel Ertan, Tlrkay Salim Nefes and again T. Melis Golar for their cooperation and support in the
catalog; | would also like to thank Rifat Ozcan, Kerem Karaosmanoglu and Hiiseyin Gokge for their
commentaries on the podcasts, and Zeynep Nur Ayanoglu for their moderation.

I would also like to thank my dear, Eyliil Ceren Erséz for her existence.
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Paranoid Fanteziler, Sahici Entrikalar adli sergisi igin 500 adet basilmistir. Tiim yayin haklari saklidir. izin almadan
¢ogaltilamaz, yayinlanamaz, dagitilamaz.
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