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Tesekkiirler/Thanks

Tek basina hicbir sey olmuyordu. Ama bir kisi de pekala cok seyi degistirebiliyor. Bu proje 3 yillik bir hayalin Grlini; nihayetinde gerceklesti
ve bunda cok kisinin emedi ve katkisi var. Oncelikle en basindan beri projeye olan inanci, calisma siiresince verdigi tiim destek, anlayis ve
yonlendirme icin galericim sevgili Moiz Zilberman'a ve islerimi kolaylastirmak icin gosterdikleri 6zverili gayretleri, anlayis ve ilgileri icin,
basta Eren Kondul olmak iizere, tiim Galeri Zilberman ailesine; kalibini almam icin istanbul'un asfalt dokme kamyonunu édiinc verdikleri,
umutlu kalmamiza neden sanat ilgileriyle Esenler Belediye Baskani Mehmet Tevfik Goksu ve Atélye Sefi Liitfii Tohumcu'ya; kaliplama
slirecinde atélyelerini bize acan Sancar Otomotiv BMC Yetkili Servisi'nin yardimsever ve anlayisli Servis Midiri Ali Atlig'a ve yardimlariicin
tiim servis elemanlarina; seramiklerin cogunun tretildigi koklu kurulus Gorbon Seramik’de sagladigi calisma ortami, basindan beri projeye
olan ilgisi ve destegi icin sevgili Aziz Gorbon’'a; sonsuz sabri, teknik bilgisi ve dostlugu icin sevgili Suna Negiz'e; yardimlari iyi niyetleri ve
irili ufakli katkilariyla basta Omer Usta olmak lizere tiim Gorbon calisanlarina; ne zaman ihtiyacim olsa mucizevi bir bicimde yanimda
olan, tiim tesekkiirlerimin demirbasi, en biiyiik zenginligim sevgili meslektas dostlarim Sinem Mihcioglu ve ve Mehmet Ors ile, hicbir
yardim cagrimi cevapsiz birakmayan Devrim Kadirbeyoglu'na; calisma silrecimi kolaylastirmak icin arabasini tahsis eden, mini “carriage
affair"deki sonsuz anlayisiyla iyi ki ikinci kez karsima cikan Esra Akin’a; sergiyle ilgili metinleri kaleme alan, birikimi ve projeye karsi
tim duyarliklariyla sevgili Olcay Akyildiz, Fatih Altug, Emre Zeytinoglu ve Vassilios Doupas'’a; cesitli grafik tasarim asamalarinin cetrefilli
sireclerinde yetkinligi ve sagduyusuyla calismaya hiz veren ve dertli bir kizkardesin yaratabilecegdi tim sorunlari sonsuz bir anlayisla c6zen
sevgili agabeyim Biilent Bingol'e; yardim ve destekleriyle sevgili kuzen Oguz Bal'a ve tabii ki sabir anlayis ve kosulsuz destekleri icin sevgili
ailem Saziye ve Senel Bingdl'e sonsuz tesekkirlerimiictenlikle sunarim.

Onlar olmasalar bu proje olmazdi.

Nothing happens on your own, yet one can change many things.This project is the product of three years of dreaming; it finally has been
accomplished and the orchestrated efforts and support of many people have been instrumental. | would therefore like to acknowledge here
humbly and extend my sincere thanks and gratitude; firstly, to my gallerist Moiz Zilberman for believing in this project from the very beginning
and maintaining his kind support, understanding and guidance throughout the work; to the entire Galeri Zilberman family, to start with Eren
Kondul, for all their selfless efforts in easing my work, their understanding and interest; Mehmet Tevfik Goksu, Mayor of Esenler and Liitfu
Tohumcu, Chief of Workshops, for lending me one of Istanbul's asphalt paving trucks so that | could use it as a model to make a mould and
for their warm interest in art which kindled our hopes when all seemed lost; to Ali Atlig, the helpful and understanding Services Manager
of Sancar Otomotiv BMC Authorized Service and to the service staff there for sharing their facilities with us during the moulding process; to
dear Aziz Gorbon, for the warm working environment he kindly provided at the infamous Gorbon Seramik where most of the ceramics were
manufactured and for his support and interest for this project from the beginning; to Suna Negiz, for her endless patience, technical wisdom
and sweet company; to all the Gorbon employees, Omer Usta to start with, for their gracious help, good will and support, large to small;
to my most precious posssession, the inventory for all my thanks, my colleagues and friends Sinem Mihcioglu and Mehmet Ors who were
miraculously there, easily and effortlessly, whenever | needed them the most as well as Devrim Kadirbeyoglu for pleading to all my calls for
help; to Esra Akin, for giving her car over to ease my work and for her comprehension in the mini “carriage affair” and thus for re-appearing
in my life; to dear Olcay Akyildiz, Fatih Altug, Emre Zeytinoglu and Vassilios Doupas for the conception and inscription of all text concerning
the exhibition and for sharing so freely their most compassionate, spellbinding wisdom; to my competent brother Biilent Bingdl for easily
troubleshooting all the hardships and challenges of the graphic design process and for quietly managing his demanding sister with endless
understanding; to my dear cousin 0guz Bal for his help and support; and of course to my dearest parents, Saziye and Senel Bingél for all the
patience, understanding and unconditional support they have always provided.

If it weren't for you, none of this could have happened!

Burcak Bingol



Giil Tesmiye Ederim/0 Miiennesi
Ki Benim Aklimi Bulandirir

Nesnelere, kiyafetlere, siis(lenme]lere, tavirlara, pozlara gosterdigi
dikkat ile on dokuzuncu yizyil Osmanli'sinin maddi deneyimine ve
giindelik kultur pratiklerine dair cok s6z soyleyen Recaizade Ekrem’in
Araba Sevdasi, sézden eylemi ile Burcak Bingdl'iin Araba Sevdasi'ni
da aramiza cagirmis oldu. Boylelikle gorsel mecazlar, neredeyse
sinematik imajlarla dolu bir Osmanli romaninda sakli olan potansiyel,
kamyonun, makine parcalarinin, kadifelerin, desenlerin, sislerin
ve ortllerin, bakisi ve dokunusu cagiran lc boyutlu evreninde fiile
dékilmis oldu, canlandi.

On dokuzuncu yiizyil Osmanli'sinin metinler, bedenler, figirler ve
seyler alemi, Recaizade Ekrem’in Araba Sevdasi'nda insa ettigi
imajiner parkta donlsir, ayrisir, parcalanir, sokdlir, birlestirilir,
monte edilir, resmedilir, carpitilir. Araba Sevdasi, Osmanli diinyasinin
lunapark aynasindaki sureti gibidir. Fiziksel alemde kati olan her
sey romanin aleminde buharlasir. Rousseau’lar, Enderunlu Vasif'lar,
Lamartine’ler, Abbe Prevost’lar, miistehcen romanlar, ask mektuplari
kliselerini barindiran yardimci kitaplar, Belle Helene operasindan
melodiler, “lel lele lel lele, lel lel"ler, karsi cinsten gelen mesajlar,
umumi bahceler, Arap harfleri, “siyehcerde”ler, kelimeler, Tirkceler,
Fransizcalar ve baska seyler Araba Sevdasi'nda, Bihruz'un zihninde
distorsiyona ugrar, orijinalitesini kaybeder ve hakikatle imajin /
suretin drtlismedigi bir aralikta daha once hic distinilmemis bir
tarzda tekrar bir araya gelir; metin dedigimiz bu bolgede yeni, tuhaf ve
komik bir sekilde / formda viicut bulur. Bu baglamda Burcak Bingél'in
Araba Sevdasi da Recaizade'nin Araba Sevdasi'nin bir distorsiyonudur,
Recaizade'nin bicim ilkesine sadik kalarak Bingdl, romanin dokusunu
/ dokumasini (tekstilini] bikmis, e§irmis, yeniden dokumus ve yeni
bir viicuda birindirmistir. Romanin dogasinda bulunan goérsellige
tercime edilmeye oldukca misait olan potansiyel Bingél'de en yaratici
gorinimlerinden birine ulasir.

Bihruz, Perives’le yaptigi hayali konusmada yazdigi mektubu “natik
bir fotografya” / konusan bir fotograf olarak degerlendirir. Kendi
fotografyasi / mektubu “artistik” ve “rétus”ludur, Perives’in hayali
mektubu / fotografyasi ise rotussuz olmasina ragmen pek egzak, pek
fideldir. Aslinda romanin tamaminda kelimeler temsili formlarindan
kurtulup gorsel suretlere biriinmek arzusunda gibidir. ~ Okur, bu
metni bitiin olarak kitap halinde eline almadan &nce Servet-i Fiinun
dergisinde tefrika edilmis olarak tecriibe eder. Tefrika etmenin
ayristirma, bélme, parcalama anlami kadar diizen bozma (“tefrika
cikarma!”) anlami da oldugunu disindigumizde Araba Sevdasi
tam anlamiyla bir tefrikaya donlismektedir. Farklarin hicbir zaman
silinemedigi, farkin hicbir 6zdeslikte eritilemedigi bir tefrikaya. Burcak
Bingdl, romanin arzuladigi bu gdrsellestirmenin icinden gecerek,
onu orijinal bir tarzda kat ederek, bize, landolarin kamyonlara,
kelimelerin seylere, soz figlirlerinin desenlere donustugu yepyeni bir
mecra sunuyor. Bu mecrada, giindelik hayatimizda erillestirilmis bir

| name roses/The feminine of
which befuddleth me

With compulsive attention devoted to objects, clothes, toilette, manners,
poses, Araba Sevdasi (A Carriage Affair] by Recaizade Ekrem speaks
volumes on materialistic experiences and casual cultural practices of the
nineteenth-century Ottoman and the novel has evoked Burcak Bingol's
action based on these words, her latest exhibition with the same title,
Araba Sevdasi. Thus, the hidden potential in an Ottoman novel full of
visual metaphors and almost cinematic images is cast into action and
animated in the three dimensional universe of the truck, machine parts,
velvets, patterns, ornaments and clothes all inviting us to look at it and
touch it and feel its texture.

The world of texts, bodies, figures and things of the nineteenth-century
Ottoman Empire is transformed, distilled, dismembered, joined,
assembled, pictured and distorted in the imaginary park constructed in
his Araba Sevdasi by Recaizade Ekrem. Araba Sevdasi is like the image of
the Ottoman world on a funfair mirror. Anything that is solid in the physical
world, melts into the realm of the novel. Rousseau, Enderunlu Vasif,
Lamartine, Abbe Prevost; erotic novels, help books on love letter clichés,
melodies from the opera Belle Helene, “lel lele lel lel, lel lel’s, messages
from the opposite sex, public gardens, Arabic letters, siyahcerde’s, words,
Turkish and French, and other things all get distorted in Bihruz's mind,
lose authenticity and come together again in an unprecedented style in a
range where reality does not intersect with its image / instance; in this
realm we call text, they are embodied in a new, strange and funny way
/ form. In this context, Burcak Bingdl's Araba Sevdasi is a distortion of
Recaizade Ekrem’s Araba Sevdasi too; remaining loyal to Recaizade’s
style principal, Bingdl has bent, spun, re-woven and re-embodied the
texture / yarn (textile) of the novel. The inherent potential of the novel that
enables effortless translation into imagery, culminates in one of its most
creative views through Bingol.

Bihruz considers the letter he has written in the imaginary dialogue
with Perives as “a talking photograph”. His own photography / letter
is “artistic” and “retouched” whereas Perives's imaginary letter /
photography, although not retouched, is very exact and of high fidelity.
In fact, throughout the novel, it feels as if words desire to break free of
their theatrical forms and wrap themselves into visual duplicates. Before
reading this text as a whole through the book, the reader first experiences
it as a feuilleton printed in the (then-popular literature) journal Servet-i
Fiinun. When we consider that feuilleton, in addition to its meanings of
separation, division, fragmentation also implies the creation of disorder,
Araba Sevdasi is exactly transformed into a feuilleton. A feuilleton where
differences could never be blended or a feuilleton where differences
could be melt on no identity. Traversing the inherent desire of the novel
for visualization and walking her way through in an original style, Burcak
Bingdl offers us a whole new realm where landaus are transformed into
trucks, words are transformed into things and figures of speech are
transformed into drawings. In this realm, objects that we experience

formda tecribe ettigimiz nesneler temel orlintilerini kaybedip disil
bir dekorasyon icinden akmaya basliyorlar. Romani da bastan sona
kat eden cicekler, agaclar ve doga parcalari Bingol'iin calismasina
da siziyor ve erkek akli bulandiran isaretlere dénisiyor. Romanin
meshur dizelerinde oldugu gibi:

“Gul tesmiye ederim

0 muennesi ki benim aklimi bulandirir

Eger kelime seyi resmetmeye borclu ise

0 miennesin bu dilber ismi almaya hakki vardir

Bir giil gibi..”

Roman aslinda okura Bihruz'un obsesyonunu daha dogrusu
obsesyonlarini anlatir. Once landosuna sonra yine bir baska landonun
temsil ettiklerinin etkisiyle gliya asik oldugu Perives’e olan obsesyonu.
Bu bir anlamda sirf temsil ettiklerinden dolayr ne oldugunu bile
bilmeden Bati'ya duyulan obsesyonun da bir metaforudur. Romanda
Bihruz'un obsesyonu bir neticeye ulasmaz clinkl Bihruz hayal ile
hakikat arasindaki farki anlamaz. Bihruz “kelime seyi resmetmiyor”
dizesinin uydurukcu miitercimi olsa da kelimenin seyi resmetmesi
ne demektir, bu mimkiin midir bunlara kafa yormaz. Burcak Bingol
de bir obsesyon ile yola cikmis oysa onun obsesyonu bir “sey’e,
izleyenleri bir dizi zitlik ve bu zitliklarin yoklugu Gzerine diisiinmeye
sevk edecek bir sergiye dontismiis. Cinkl Burcak Bingdl Bihruz'un
aksine tipki Bihruz'un yaraticisi Recaizade gibi etrafina, sanatin sinir
ve imkanlarina, kendi sanatci kimligine, tretim sireclerine elestirel
bir mesafeden bakabilen bir sanatci olarak ne dilin ne de edebiyatin
kelimelerinin, sadece kelimelerin degil sanatcinin Urettigi hic bir
formun seyi tam olarak resmetmeyeceginin, resmediyormus gibi
yaparken yalnizca bir tir temsiliyet iliskisi kurdugunun, bu iliskinin
aslinda sapkin bir iliski oldugunun farkinda. Sapkin clinkli dogrudan
bir iliski degil s6z konusu olan; Bingdl'iin kaydirarak, karistirdigi
ve harmanladigi desenler gibi karmakarisik bir iliski. Seyle temsili
arasindaki bu dogrudan olmayan iliskinin ortaya cikis sireci ise
icinde celik konstriiksiyonlar, firinlar, muhtelif teknikler barindirsa
da yine de sanatin efsununu olusturuyor. Bu nedenle bambaska bir
formda karsimiza cikan bu tuhaf nesneler ve o nesneler arasindaki
elle tutulamaz iliski on dokuzuncu yiizyildan bir Osmanli metinine goz
kirpabiliyor.

Ve bu nesnelerin merkezinde bir Kamyon:

Bire bir olcekli bir kamyonla karsi karsiyayiz oysa bu bir kamyon degil
artik. Kamyonun gercegi, imgesi ve temsili arasindaki iliski dolambacli

bir o kadar da Urkiitiicl bir yol. Bu nedenle olsa gerek, Bingol yolu
ciceklerle, desenlerle donatmis.

Bu sergi bir anlamda koskoca bir saka. Tipki Araba Sevdasi romani
gibi. Bihruz romanin sonunda “Pardon!” diyordu Burcak Bingél ise bizi
“Bir dakika” demeye davet ediyor.

Olcay Akyildiz - Fatih Altug

through their masculinized forms in daily life lose their fundamental
patterns and start flowing through a feminized decoration. The flora,
trees and nature fragments traversing the novel from cover to cover also
leak into Bingodl's work and turn into symbols befuddling the masculine
psyche. As also stated in the famous verses of the novel:

“I name roses

The feminine of which befuddleth me.

If the word is entitled to portray the thing,

That feminine has the right to take this belle’s name.
Like arose..”

The novel in fact tells the reader about Bihruz's obsession or actually
his obsessions. First his obsession for his landau, then his obsession
for Perives with whom he supposedly falls in love under the influence of
what another landau represents for him. In a sense, this is a metaphor
for obsession with the West without even knowing what it is, based purely
on what it represents. In the novel, Bihruz's obsession does not come
to fruition because Bihruz can not comprehend the difference between
dream and reality. Although he is the fabulist interpreter of the verse
“the word does not portray the thing”, he does not contemplate on what
it means for the word to portray the thing or on whether this is possible
or not. Burcak Bingol has also started out with an obsession; but her
obsession has turned into some”thing”, into an exhibition that urges
the audience to contemplate on a series of conflicts and on the absence
of these conflicts. Because, unlike Bihruz and just like Recaizade,
the creator of Bihruz, Burcak Bingol is aware - as an artist who could
view her own surroundings, boundaries and capabilities of art, her own
artist identity, her own production processes from a critical distance -
that neither language nor words of literature could exactly portray the
thing; and that not only words, but also no form produced by the artist
captures the exact spirit of the thing; and that while they may seem to
portray the thing exactly, words and other forms of art merely establish
a representational relationship; and that this is a deviant relationship.
Deviant, because it is not a direct relationship; it is a very complicated
relationship much like the patterns shifted and mixed and blended by
Bingol. Although the process for emergence of this indirect relationship
between a thing and its portrayal incorporates, in this case, steel
constructions, kilns and various techniques, it still forms the spell and
charm of art. So, these strange objects appearing in utterly different
forms and the intangible relationship between these objects could wink
at an Ottoman text remaining from the nineteenth century.

And at the center of these objects, lies a Truck:

We are vis-a-vis confronted by a full-scale truck; but, this is no longer a
truck. The relationship between the real truck, its image and its portrayal
is a convoluted, at best, and equally spooky path. That, for sure, is why
Bingdl has paved that path with flora and patterns.

In one sense, this exhibition is a big joke. Just like the novel, Araba
Sevdasi. Bihruz was saying “Pardon!” at the end of the novel; Burcak
Bingdl, on the other hand, invites us to say “One minute”.

Olcay Akyildiz - Fatih Altug



Kamyon ve Estetik:
Tuhaf Bir Ikili

1913 yilinda Marcel Duchamp, bir bisiklet tekerlegini bir mutfak
taburesine takmis ve o tekerlegin donlsini seyre dalmisti; sonradan
Duchamp, bunun kendisi adina essiz bir deneyim oldugunu soyledi.
Bundan iki yil sonra New York'taki bir hirdavatcidan bir kar kiregi
satin aldi ve onun Uzerine de “kol kirilma olasiligina karsi” diye yazdi,
ardindan Rembrandt’in bir tablosunu (it masasina donustirdd, bir
pisuari galeriye tasidi, gordiigi hemen her nesneye bir imza ya da grafik
ciziktirmeler ekleyerek, onlarin birer sanat yapiti oldugunu ilan etti. Ve
buna benzer daha bircok sey...

Duchamp’in yaptigi, bir oyun oynamak ya da sanati hafife almak
vb. degildi; soyle diyordu: “Bu readymade’lerin secimini ben
kesinlikle estetik nitelikli herhangi bir blylk zevkin etkisiyle zorla
benimsemedim.” Onun bir amaci vardi: Estetik bir yapit icin uygun olan
birtakim bicimleri secmek ve onlardan bir “biricik” gorinti yaratmak
yerine, bunlari siradan (yani bir estetik yapit icin, hic de elverisli
gondermeleri bulunmayan) nesneler ile bir mitekabiliyet iliskisine
sokmak... Bu tarihlerde Kurt Schwitters’in kolajlari da Duchamp’in
“elverissiz nesne’lerine eslik ediyordu: Kirlenmis, solmus otobis
biletleri, konserve kutusu kapaklari, yirtik zarflar ya da el ilanlari vb...
iste estetik algiyl giiclendirecek bir takim bicimler yerine, siradan
nesneleri yapitlarina tasiyan Duchamp ve Schwitters gibi sanatcilar
(ayni yéntemi benimseyen daha pek cok sanatci ile birlikte), “Amerikan
Pop” siirecini de derinden etkilemislerdi: Daha dnce bir sanat yapitiicin
“degerli” bulunmamis nesnelerin bir resmi gecidi...

Buradaki konumuz “readymade” seriivenini ele almak degil elbette,
ama s6z konusu siirecin ortaya cikarttigi cok onemli iki ana durumu
da vurgulamaliyiz. Bunlardan ilki (Pierre Cobanne tarafindan, acik
bicimde 6ne surildigu Uzere), heterojen unsurlarin “tablolar”a
dahil edilmesidir (6rnek: Schwitters'in “Merzbilder”leri). Boylece
bu unsurlar, estetik degerleri ve anlamlari ile degil, dogrudan kendi
giindelik basit anlamlari ile yapitta yer alirlar ve asagilanan, kirilgan
halleriyle, sosyolojik bir gondermeye sahip olurlar. ikinci durum ise
(Duchamp’in isaret ettigi) bir sorunu giindeme getirir: Estetik olmayan
unsurlarin, yani her tir “readymade”in, giderek sanatsal bir icerik
kazanmaya baslamasi... Daha farkli bir ifadeyle, sanata ait olmayan,
icinde estetige dair hicbir gonderme ve olanak barindirmayan, boyle
bir isleme uygun olmayan nesnelerin bir sanat yapiti diye sunulmasi,
onlarin da tuhaf bicimde ansizin estetik nesneye dontismesi... Duchamp
sunu yazmisti: “Bu anlatim bicimini ayrim gézetmeden yeniden
sunmanin yaratabilecegi tehlikeyi cok erken fark etmistim, bu ylizden

Lorry and Aesthetic: An Odd
Couple

Marcel Duchamp, in the year 1913, hung a bicycle tire on a kitchen stool
and watched as the wheel turned and turned; after which he said this
was an incomparable experience for him. Two years after this he bought
a snow shovel from a hardware store and wrote on it: “In Advance of
a Broken Arm”. Then he turned a Rembrandt painting into an ironing
board, put a urinal in a gallery, and by adding to almost every object he
saw a signature or graphic scribbles and declared them as works of art.
And many more things like this...

What Duchamp did wasn’'t playing a game or underestimating art,
etc; he said: "The choice of these “readymades” was never dictated
by aesthetic delectation.” He had an aim: To choose forms that are
appropriate for an aesthetic work and instead of creating a “sole”
image from them, to put them in a reciprocity relationship with ordinary
objects (i.e. ones that don’t have suitable references for an aesthetic
work]. During these times, Kurt Schwitters’ collages accompanied
Duchamp’s “unsuitable objects”: dirty, withered bus tickets, jar lids,
ripped envelopes or pamphlets, etc. Thus, artists that create works of
art from ordinary objects instead of some forms that would strengthen
the aesthetic perception, like Duchamp and Schwitters (and many more
artists that share the same method) deeply affected the “American Pop”
process: a parade of objects that previously weren't deemed “valuable”
for a work of art...

Our subjectisn’t the adventure of “readymade”, of course, but we should
nevertheless emphasise the two main conditions brought out by this
process. The first one of these (as unequivocally put forward by Pierre
Cobanne] is the inclusion of heterogenious elements in “painting”s (e.g.
Schwitters” “Merzbilder”s). In this way, these elements take their place
in the work not with their aesthetic values and meanings but directly
with their daily, basic meanings, and carry a sociological reference with
their denigrated, fragile ways. The second condition (as pointed out by
Duchamp) brings up a problem: the non-aesthetic elements (all types
of “readymade”) starting to gain an artistic substance... In other words,
the presentation of objects that don’t belong in art, that don’t carry
any reference or possibility regarding aesthetics, objects that aren't
suitable for this kind of treatment, as works of art; the strange and
sudden transformation of these to aesthetic objects. Duchamp wrote:
“| realised very soon the danger of repeating indiscriminately this form
of expression and decided to limit the production of “readymades” to
a small number yearly. | was aware at that time, that for the spectator
even more than for the artist, art is a habit-forming drug and | wanted to



readymade’lerin yillik Gretimini cok az sayida tutmaya karar verdim. O
donemde, sanatcidan daha cok izleyici icin, sanatin aliskanlik yapan bir
ilac oldugunu fark etmistim, readymade’lerimi de bu tir bir bulasmaya
karsi korumak istedim.”

Gercekten de durum, tam da Duchamp’in gosterdigi tehlikeyi
icermekteydi ki biz bunu, pisuarin bir “readymade” olarak sanat alanina
giris yaptigr andan itibaren sezebiliyoruz: Pisuar artik bugiin erkekler
tuvaletindeki islevi ile bir sanat yapiti arasinda gerilim yaratmiyor.
Duchamp’in soyledigi o mitekabiliyet iliskisi ise iyice zayiflamis
gériniyor; clinki Duchamp’in pisuari (bir “readymade” olarak], schret
bakimindan tuvaletteki benzerini coktan geride birakti ve dolayisiyla
aralarinda, “readymade” lehine hic de beklenmeyen bir hiyerarsi olustu.
Yani “readymade” sanata gereginden fazla “bulasti” ve neredeyse bir
estetik nesne olarak mesrulasti (Facebook'ta uzun siiredir yer alan bir
fotografi animsayalim. Bir “umumi tuvalet”te, yerinden sokilmus bir
pisuarin biraktigi bosluga, sprey boya ile biri sunu yazmisti: “Duchamp
was here!”]

Simdiyukaridayazilanlar baglaminda, Burcak Bingol'iin “Araba Sevdasi”
adini tasiyan sergisinde yer alan yapitlara bakmaliyiz. Su hemen
belirtilmeli: Sanatci, sergisini salt “readymade” ile kurmuyor; hatta
bunun asla bir “readymade” sergisi sayilamayacagini 6ne siirmek hic
yanlis olmaz. O halde nicin durmadan “readymade” konusu cevresinde
donip dolasiyoruz? Bu sorunun yaniti sudur: Clinkd Burcak Bingolin
yapitlari, “readymade”ler izerine dolayli olarak pek cok sey soyluyor
ve bu konuda bazi sorularin yanitlarina kapi aciyor. Sanatci her seyden
once, Duchamp’in, Schwitters'in ve daha bircok sanatcinin yaptigi
tiirden bir secimle, bir sanat yapitiicin uygun kagmayacak bir nesneden
yola cikiyor: Kamyon... Bu secim, bize (eski bilgilerimiz cercevesinde)
kabaca sunu bildiriyor: Burcak Bingdl de (diger kimi sanatcilar gibi)
yapitina, sosyolojik goéndermesi olan bir nesne vyerlestiriyor. Fakat
burada, yaptigimiz saptamay siipheli bir hale sokacak iki durum var:
Birincisi su: Kamyon, her ne kadar sanat yapitlari icin elverissiz bir
nesne gibi dursa da sanat alaninda hayli kullanilmisti; yalnizca plastik
sanatlarda degil, sinemada ve edebiyatta da bu nesneyi kesinlikle
animsayacagiz. Ornegin, Henri-Georges Clouzot'nun ydnetmenligini
yaptigi ve Yves Montand’in oynadigi “Le Salaire De La Peur” (1953)
adli filmi kim unutabilir? O filmde akilda kalan Montand figliri kadar,
nitrogliserin tasiyan bir kamyon degil miydi? Ote yandan, inli Kirgiz
yazar Cengiz Aytmatov'un “Selvi Boylum Al Yazmalim” (1970] adl
romanini animsamayan var midir ve bu romani bir kamyon hayalinden
kim ayri tutabilir? Bununla birlikte, ayni romandan yola cikarak Atif
Yilmaz'in cektigi, Tiirkan Soray, Kadir inanir ve Ahmet Mekin'in oynadig
filmin (1977), en az o yonetmen ve artistler kadar bilinen diger figiru
nedir? Yanit kolaydir: Kirmizi renkte, BMC marka bir kamyon (ustelik bu
kamyonun, film tanitimlarindaki her kiinyede yer aldigr da maldmdur:
BMC 140 T.M.]. Plastik sanatlar disinildiginde ise yine gecmis
tarihlerden bir kamyon bulup cikartmamiz hic de zor olmayacaktir.
Hiiseyin Bahri Alptekin ile Michael Morris’in 4. Uluslararasi istanbul
Bienali'nde “Turk Truck” adiyla sergiledikleri, kasasi plastik toplarla
doldurulmus kirmizi bir Moskvitch kamyon...

protect my “readymades” against such contamination.”

In fact, the situation did incorporate the danger Duchamp pointed out,
insofar as that we can sense this from the moment the urinal makes its
entrance to the world of art as a “readymade”. The urinal doesn’t cause
a disturbance between its function in the men’s toilet and a work of
art. The reciprocity relationship that Duchamp was talking about seems
to have weakened quite a bit, as Duchamp’s urinal (as a “readymade”)
has, in the context of fame, has outpaced its counterpart in the toilet
and consequently an unexpected hierarchy was formed in favour of
the “readymade”. That is to say the “readymade” became “too involved
in” art and almost became legit as an aesthetic object (Let's remind
ourselves of that photograph on Facebook: Someone had written on the
empty space left by a dismantled urinal: "Duchamp was here!”

Now, in the context of what's written above, let's take a look at the
works included in Burcak Bingdl's “Araba Sevdasi / A Carriage Affair”
exhibition. It should be pointed out that the artist does not set up her
exhibition with “readymade”. In fact, it wouldn’t be wrong to claim that
this couldn’t be considered a “readymade” exhibition. In that case, why
are we dwelling on the subject of “readymade”? The answer is: Because
Burcak Bing6l's work has things to say about “readymade”s and opens
the door to the answers of some of the questions on this subject. First
of all, the artist, much like Duchamp and Schwitters, chooses to set
off from an object that normally wouldn’t be suitable for an artwork:
A lorry... This choice loosely conveys to us (pursuant to our previous
knowledge) that Burcak Bingdl, like some other artists, injects an object
into her work that carries a sociological reference. But there is a couple
of situations that will put our finding in doubt: The first of them is that a
lorry, although seeming like an unsuitable object for artworks, has been
used quite a bit. Not just in plastic arts, we can also remember when it
was used in cinema and literature. For example, who can forget Henri-
Georges Clouzot's 1953 film “La Salaire De La Peur” starring Yves
Montand? What stuck in our minds from that film besides Montand’s
character was the lorry that carried the nitroglycerin. On the other hand,
who can separate Kyrgyz author Chinghiz Aitmatov's 1970 short story
“The Red Scarf” from a dream of a lorry? And what is the most well-
known figure in the 1978 film based on this story, directed by Atif Yilmaz,
starring Tiirkan Soray, Kadir inanir and Ahmet Mekin? The answer is
easy: A red BMC lorry. (In fact, this lorry is included in the promotional
material of the film as “BCM 140 T.M.) In the case of plastic arts, it won't
be hard to locate a lorry. A red Moskvitch lorry with its trailer full of
plastic balls was used by Hiiseyin Bahri Alptekin and Michael Morris’s
“Turk Truck” at the 4th International Istanbul Biennial...

One can witness life-size wooden lorries inspired by the decorated
ones in India and Pakistan at big plastic arts organisations. In contrast,
Burcak Bingdl has one thing that differs from these examples: the
usage of the lorry outside the concept of “readymade” or the disturption
of the integrity [(its shape, function, connotations, sensation and
sociological standing) of the lorry... The artist has pulled the lorry to
pieces and manipulated its every piece. These can utterly be defined

Plastik sanatlara ait blylk organizasyonlarda, Hindistan ya da
Pakistan'daki susli kamyonlardan esinlenerek bire bir boyutlarda
ahsap kamyonlar imal eden sanatcilara bile rastlanmistir. Oysa bu
noktada, Burcak Bingol'lin tim bu érneklerden ayri olarak yaptigi bir
sey vardir: Kamyonu “readymade” anlayisinin disinda kullanmak ya da
kamyonun bitinligini (bicimini, islevini, cagrisimlarini, duygusunu ve
sosyolojik konumunu) bozmak... Sanatci kamyonu parcalamis ve her
bir parcasina midahale etmistir; bunlar dipediiz “alisilmis” sanatsal
midahaleler olarak tanimlanabilir: Kamyonun on tarafinin kalibralinmis
ve neredeyse seramik bir pano haline getirilmistir, panonun uzeri ise
cikartma motiflerle bezenmistir. Bujiler, amortisorler, yag filtreleri vb.
ayri ayri renklere boyanarak dekoratif bir gorinim kazandirilmistir.
Cikartmalar, ayrica paftalara tasinmis ve orada bagimsiz resimlere
donustirilmistir. Yani kamyonun vyapisi dagildigi gibi, o yapidan
turetilmis “seyler” yeniden kamyona dahil edilmis, o kamyondan “daha
fazla” bir kamyon gercegi ortaya konulmustur. Bu belki de kamyonun
“sanatsal hali"dir.

Burcak Bingol'lin asil séylemek istedigi nedir? Birtakim sanat yapitlari
yaratmak mi? O sanat yapitlarini yaratirken, kamyondan yararlanmak
mi? lyi ama neden kamyon? Belki sanatci bunun nedenlerini bize
aciklarken, hayli sasirtici ipuclari verebilir; fakat gdrinen odur
ki bu calisma yonteminin, daha &nceki satirlarda belirttigimiz
lzere, “readymade” tavrina bir gondermesi vardir. Soyle yazmistik:
Duchamp’in pisuari (bir “readymade” olarak], sohret bakimindan
tuvaletteki benzerini coktan geride birakti ve dolayisiyla aralarinda
“readymade” lehine hic de beklenmeyen bir hiyerarsi olustu. Kamyonda
da dyle olmustur; sinemada, edebiyatta, plastik sanatlarda kamyon,
pekala bir estetik duyguya sahip oldukca, onun ne sosyolojik bir nesne
olabilmesi mumkindiur ne de Schwitters'in kirilgan, “asagilanmis
nesneler” denilen malzemeleriyle bir benzerligi kalmistir. Kamyon, o
kaba saba, estetige uyumsuz, vahsi goriniimli, duygusuz bir makine
degildir artik. Ve hepsinden 6nemlisi de onun, ilk sanayi donemlerinden
bugiine kadar gecen siire icinde, “yikici ve bozucu” bir makine olus
hali, sanatsal alana giris yapmasiyla coktan yumusamistir. Hatta icinde
romantizmden zengin parcalar bile tasiyabilin. O bundan boyle pek
de “readymade” icin etkili bir malzeme sayilmaz; anlami “gereksiz
yere” genislemis, cazibesi artmistir. Oyleyse ne yapilabilir? Belki en
iyi yaklasim, kamyonun bir sanat gondermesi oldugunu onaylamak
ve bozulmus “eski” anlami yeniden (ama umutsuzca) geri cagirmak
yerine, sanatsal alandaki anlamini mimkiin oldugunca buyitmektir;
lstelik abartircasina...

Sonucta bu sergi bize bir kamyon sunuyor; oysa hem kamyonu hem
de onun icinden tiiremis (ve onu asan) baska bir kamyon icerigini
de sunuyor. Simdi zihnimizde bu iki farkli kamyonu karsilastiralim;
yine Duchamp’in belirttigi o mutekabiliyet iliskisi ile karsi karsiya
kalmayacak miyiz?

Emre Zeytinoglu

as “customary” artistic manipuations: The artist has taken a mould of
the front side of the lorry and turned it into almost a ceramic panel,
the surface of which has been adorned by decal motifs. Sparking plugs,
shock absorbers, oil filters, etc. have been painted in various colours to
give it a decorative look. The stickers have been moved to sheets and
turned into independent paintings. In other words, the lorry’s structure
has been broken up, “things” reproduced from that structure and
reintroduced into the lorry and a reality of a lorry “more than” that lorry
has been presented. This, perhaps, is the lorry’s “artistic state”.

What is, indeed, what Burcak Bingdl is trying to say? Is it to create some
works of art? Is it to make use of the lorry whilst creating said works
of art? Fine, but why a lorry? Maybe the artist can give us some fairly
surprising hints while she explains the reasons for this, but what is
apparent is that this method of working, as we have mentioned before,
bears a reference to the attitude of “readymade”. We said: “Duchamp’s
urinal (as a “readymade”) has, in the context of fame, has outpaced its
counterpart in the toilet and consequently an unexpected hierarchy was
formed in favour of the “readymade”.” As it did with the lorry: in cinema,
literature, plastic arts... As long as the lorry carries an aesthetic
sentiment, it can neither be a sociological object nor does it bear a
resemblance to Schwitters’ fragile, “denigrated objects” anymore. The
lorry is no longer that rough, unaesthetic, bestial-looking, apathetic
machine. And most importantly, its “disruptive and destructive” state
as a machine from the times of the industrial revolution until today has
long since softened due to its entry into artistic space. It can even carry
rich pieces from romanticism. It is no longer not all that powerful a
material for “readymade”; its meaning has “needlessly” been extended,
its appeal has soared. So, what can be done? Perhaps the best approach
is, instead of approving the lorry as a reference of art and recall (albeit
hopelessly) its spoilt “old” meaning, amplify its artistic meaning as far
as possible, exaggeratingly even...

Ultimately, this exhibition presents us with a lorry, but it also presents
the content of another lorry that has sprung up from the original one
(which also exceeds it). Let's compare these two distinct lorries; will we
not come face to face with Duchamp’s reciprocity relationship?

Emre Zeytinoglu
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