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OLGUTLERIN DEGISMESI (AYSE ERKMENIN CALISMALARINDAK]
WEKAN KAVBAMI® UZERINE) 1. Der Raum. Calismalanini genel-
likle sergilenecek olan mekinlann algilanan, algilanamayan
dzelliklerine gire olugturulan Ayse Erkmen, Magka Sanat Gale-
risi'nde agtigi alunc kigisel sergisinde, bu galerinin mimarisiyle
genis gaph bir sorgulamaya giriyor. “Bu Galeri” ismini tagivan
sergi, tammlamasi olduk¢a vorucu olan detaylh yapisi ve birbiri
iginde gelisen anlam koridorlanyla belki de sanatgimin simdiye
dek gerceklestirdigi en zor okunan calismast durumunda, Bir
yanda Magka Sanat Galerisi'nin (bundan sonra MSG) sanatgila-
n zorlayan miman dzelliklervle dle vanda ise gelistirdigi kendi-
ne dzgi dili tekrara diigmeden gelistirme gabasinda olan sanatgi-
min bu sergi giindeminde izleyicive sundugu problem “biitiinsel”
bir dzellige sahip. Sdyle ki, Erkmen bu galeride 1989 da aghig
ikinci kigisel sergisinde de mekinin temel dzelliklerini sorgula-
miy ve galert mekimmin kendising bir séylem tarzi olarak tarts-
maya agmish, Bu tartisma, galeri mekimmin islevinin, etkinligi-
nin sanatin kendisi i¢in ne denli “yapune™ bir giice sahip oldu-
guna dairdi. Bu konuya yinelik diisiinceler Avrupa’da Irlandals
sanatgr ve elestirmen Brian O Doherty "nin “Inside the White
Cube™ 1simli Kitalayla 1976"da arastinlmaya baglandi. Sanatin
titketilmesine, metalagmasinda karsy veni bir agilim alan olarak
“galeri mekinmm™ 194 larin baginda tekrar tarismaya agan Av-
rupa sanat ortami, biylece bildik gibi gieiikse de velerinee aras-
nrilmameg bir olguyu giindemine almist. Erkmen diigiineelerini
uygularken Avrupa’daki bu olusumlara paralel olmayan bir yin-
tem izlivordu, Sanatgumn yintem olarak gelistirdigi olgu; sadece
isin gergeklestirildigi mekana ait olan {in situ) karakleristifin-
den vola gikarak, va bunlan belirgin kilmak va da onlara tama-
men karsit bir alternatif geligtirerek yeni bir gérme bigimi-
ninfokuma seklinin gergeklesmesine katkida bulunmakur. Son
siizil, yorumu izleyiciye birakan, daha dofrusu izleyicinin yara-
ticr katkisina genig bir yer agan sanatcimin ¢alismalan “gok
odakhdir”,

Sanatgcinin cabismalanmin uluslararasi okuma kedlanna agik ol-
mast, onun islerinde hemen algilanamayan, bilingli olarak arka
planda witulmug olan “mekin kaveami™vla yvakmdan ilgilidir, Zi-
ra sanatgimin sergiledigi wum, Ban Avrupa Sanat Geleneginin
uzantisi olmasina rafmen, Bizans-Osmanli mimarisinin dzgiin
yorumlanina dayah “form dzelliklen™ni ¢agnstirmasi tzerinde
durulmasi gereken bir olgudur. Style ki Erkmen “mekin™ olgu-
sunu Kiigiik Ava Sofva Camii (Sergius ve Bakhus Kilisesi) mi-
mari Anthemios ve Sileymaniye Camii’sini inga eden Mimar
Sinan gibi “bir” boslugu dolduran kaveam olarak giérmilyor,
Erkmen’e gire “mekin” kendisini sekillendiren fonksiyonlara
gire tammlanabilecek bir olgu. Anthemios ve Mimar Sinan’da
gorilebilecek olan onak dzellik, gizdikleri planlann “merkezi™
karakterini bir karenin igine verlestirmeye cabistiklan kubbede,
yuvarlak formda biitiinlestirmeye ¢alismalannda aramilabilir.
Erkmen de islerinin sergilenecegi mekdinla, bu mekiinin mimar
elemanlanm sorgulavarak onlann dzel durumlanna gére “bir
okuma’” bnerisi getiriyor. Gelgelelim bu okuma bigiminin de
tiirleri var,

Bunlardan bir tanesini sanatgimn MSG deki sergisi igin uygula-

yalim, Bu serginin temasi ve gikis noktasi MSG nin mekéant. 1s-
tanbulda uluslararas: sanatgilann sergi aghklan yegine mekin
olan bu galeri, Buren, Sarkis, Morellet gibi sanatgilanin yam sira
avant-garde kaygilar tagivan birkag Tirk sanatgisim da (Altan
Gitrman, Fiisun Onur gibi) desteklemesiyle bence Cagdas Tirk
Sanan‘mn tarihine simdiden gegmis olan bir galeridir, Ancak bu
galerimin iy mekam Avkut Koksal'in da sapadi@n gibi su zor
tizellige sahip: “I¢ ve dis mekinmiyla, stzii olan, vani tarafsiz ol-
mia Kaygise tagimayan bir mimarhig var galerining Bu sisz, daba
baslangigta, galeride sergilenecek olan resim ve heykelleri kendi
disinda dererk gerceklikler olarak var sayvivor, bu viizden de ken-
di varolusunu bir bagka bagimsiz gergeklik olarak kuvvetle dne
stiriiyor.”™ Erkmen’in “Bu Galeri” ismini tagivan yerlestirmesi
(nstallation) her sevden dnce bu mekimn olanaksizhiklanm bir
matematikg titizligivle ortava ¢ikarmakla yetinmeyip, “varola-
min bozulmas”, degisme yoluyla ortaya gikan goriintiiniin ayirt
edilmesini Gneriyor.

i1k bakigta birbirinin igine girmis, kansmig gibi bir izlenim
uyandirsa da bu sergi kesin olarak beliflenmiy bir “sistemler zin-
cir” tizerine oturuyor. Erkmen'in kullandii her yuvarlak formu
{alg1 ve tahtadan 10 cm gapindaki yuvarlaklar) bir “birim™ ola-
rak kabul etmemiz gerckh, Ciinkii bu yuvarlaklar galeniyi kapla-
van sirsiz, fildisi seramik karolann etkisini kirmak ve onlara
karst bir zithk olusturip romal bir galen mekdminin nasil olabi-
lecegine dair bir dneri getirebilmek igin programlanmglar, Ga-
leri mekdmmin hazir karelenmis dokusuna karsilik Gnemli bir
saldin duremunda olan bu vovarlaklann algn ve tahtadan olmas
bir gereklilikten otiirlidiir. Bu gerekliligi agiklamadan nee bir
benzerligi, agy yakinlagmasim iletmek istivorum. Sergius
Bakhus ile Siileymaniye'de agagi yukan bir karenin igine yerles-
tirilmek istenen kubbeden, yuvarlakian stz agmig ve bir merke-
zilesme karakterinden yola gikarak tiim mekim kapsayan bir bii-
tiinlesmeyi dile getirmek istemigtim, Erkmen MSG'nin kareleri-
nin ortasina yerlestirdigi yuvarlaklarla bir yanda biiyviik miman
vapilardaki merkezilegme karakterine giinderme yapiyor te
vanda ise her birimi bagimsizlagtinp modiiler bir yapr kurmay
basariyor.

Bir tnceki paragrafia birimlerin algy ve tahta olmasi bir gerekli-
likten dtiirid demistim. Evet Snemli bir gereklilik. Sanatgimn ga-
lerinim tabamnda tahta birimleri kullanmasi, alabildigine siradan
tahta va da parke kapl bir zemini. duvarlara ise algy birimleri
verlestirmesi normal bevaz duvarlan ¢agnstinyor. Erkmen eger
galeri mekimmin verleri tahta, duvarlar alg olsa, bilinen anlam-
da bir galeri atmosferinin saglanabilecegine ginderme yapiyor
burada, Dolayvisivla, galen wleyicisine verlesmis karmlanm, als-
kanhklanm silip (tabula rasa) galeriye tekrar bakmalanm dneri-
vor. Rahatsiz olmayi gize alabilen izleyici, Erkmen’in Gnerdigi
nokiadan baktfinda, bakabildiginde, bu galerinin yirmi yildan
beri giriillmemis., tiketilmemis bir dzelligini kavranms oluyor.
Bu veni bakis agisi bence galerinin bellegini. tarthini kendine
dayanak alarak, virmi yillik zaman dilimini ali-list edivor. Kapi
pervazlanndan kalorifer diplerine, pencere kenarlanndan galen-
nin perdeler arkasinda saklh kalan gergek tavamna dek uzanan
biiyik bir volculukiur bu veri bakig agisi. Biylece gorsel bir



siizgeg, varolan élgiitlerden yola ¢ikarak, tabam tahta, duvarlan
beyaz “bagka” bir mekiin tnerisini glindeme getiriyor. Galeri
mekdmnin igindeki baska mekén. [zleyicive “boyle™ degil “sty-
le™ olsaydi diye yeni bir éneri getirilip, ona daha Snce gecmedi-
g1 yollarda yiirimesi igin Gniine kKirmmiza hah sermeden siradan
bir davetive gikanliyor. Serginin yadirgatic, zorlayicr olmasi bu
yiizden,

I1. Sergiyi dnce yerdeki tahta sonra duvardaki alg birimlerin
verlegtirilme stratejileri agisindan iki ana grup alunda tammla-
maya gahgmak dogru olacak. Bu tammlamaya gegmeden dnee,
her iki grubun ortak nokialanm maddeler halinde siralamak hem
serginin yahin dzelliklering hem de degisen orantilara karsin “sa-
bit" kalan “birim"lerin ortak dilini, belirgin Kilacakur.

1. Tiim birimlerin ¢apr 10 cm"dir.

2. Birimlerin olusturduklan yatay ve dikey cizgiler galeri meki-
minda sadece bir kez tekrarlanan bir mesafeyi temsil ediyorlar,
Dolaywsiyla ipki bir réleve gikanrcasina “farklh™ olan uzunluk-
lan belirgin kilmalan onlann asil girevi,

3. Goziimiizden kagan en ug noktalara dek ilerleyen birimler
mekinm fazla detayl yapisini kirarak ona biltincil bir karakier
kazandinyorlar, Boylece izleyicinin dokunup elleyebilecegi kis-
se, pervaz, kolon, nig, basamak ve podyum gibi mimari Hzellik-
lerin belirleyicilifi onadan kalkip sadece Glgiilebilen mesafeler
bir paradigma halini aliyor. Sergi bu yiizden sadece ve sadece
“olghilebilir” gergeklerden yola gikarak ¢oziilebilecek bir biitiin-
liige sahip.

4. Seramik karolann ortasima yerlestinilen birimler bazen 1/2 ba-
zen de 1/3 oranda kesilmis duramdalar. Ciinkii galerinin karolari
birgok yerde tam olarak degil, mekinimn elverdigi dlgiide “kesile-
rek” kullamilng oldugu igin birimler de onlar gibi kesilmigler.
5. Galeri mekammi aydinlatan lambalar 3'¢ 1 olarak yakilms. is-
ter én tarafta ister arka odada olsun galerinin alisilmg isik diize-
ninde boylesi bir degisiklige gidilmesi, sanaigimn mekinda ger-
geklegtirdigi “dlgiit degizsimini” kerte kente yilriitiip bir siireg ha-
line soktufunun gostergesi olan dnemli bir detaydir,

111 Alg yuvarlaklann yalay olarak en uzunu galerinin birinci
odasindaki nigin iginde 35 1/2 birime sahip. En uzun dikey ise
vine galerinin ilk odasimn (girise gore) saf duvannda ve 27 bi-
rim. Algr birimlerden 3 tanesi galeri mekimmin disinda yer ali-
yor, Galerinin dig bir sergi mekiim olarak sadece Buren ve Mo-
rellet tarafindan kullamilmisth, Erkmen sergisinin ghivdesini Vi
mekinda” kurdugu ve bu mekin igin bir dneri getirdigi halde,
dhganya tasirdign 3 algy binmle, galerinin dis igin de farkh bir
bakis agisi getirilebilecegini duyumsatiyor., Ciinkil bu galerinin
ig mimarisi oldugu gibi diy mimarisi de sanat yapitinin kendisini
dnceden sekillendirebilecek kuvvetli bir aksana sahip. Al bi-
rimlerin dikkatsiz izleyicilere hazirladifs bir siirpriz var; onlara
hafifge dokunulsa bile izlerini birakiyorlar! Bu iz birakma elbet-
te bir uyar. Sergiyi gezenlerin ne yerdeki ne de duvardaki bi-
rimlere dokunmamalan gerekiyor. Bu da bilinen sergi izleme
aligkanhklanmn terkedilerek Erkmen’in isinin kavranmas: igin
hem ayaklann hem de gizlerin ortak bir divalog kurmasimin ge-
reklilifini duyumsanyor. Al birimlerin kolaylikla gériilemeye-
cek olan yerlen ve sayilan: giris kapisimn distiinde 5 birim, bi-

yilk nigin pervazinda | birim, bilyiik nigin dzerinde 7 birim, ga-
leri ybneticisinin masasimn arkasindaki pencerede 2 binm, gale-
ri deposuna giden pervazda 2 birim, galerinin ikinci odasindaki
iig kiigiik nigin iginde 12 birim

IV. Tahta birimlerin yatay en uzunu galerinin ikinci odasinda 91
birime, en wrun dikey olam ise galerinin ikinci odasim bastan
baga kapsayan 71 birime sahip. Tahta birimlerin yatay ve dikey
olarak birbirleriyle en fazla kesiserck galeri zemininde adeta bir
kabuk olusturduklan béilim, galerinin ikinci odasimin sol tarafi.
Bu bifliimde birimlerin belirledigi mesafeler birbirine ¢ok yakin,
¢ofu kez sayiva gecemeyecek denli kiigiik nilanslar (Srnefin 3
kiigiik nigin oldugu bislimiin igi, disi, Gstii) Erkmen'in bu sergi
igin belirledigi “ifadeyi” 1oplu olarak iginde barindiriyorlar:
Farkliligin farkedilmesi. Gergekte bu bliim galerinin bellegini
olugturuyor. Ciinkii MSG'nin gelencksellestirdifi “sergi tartis-
malan” bu mekinda yaplip sesalma makineleriyle argivlenerek
ilerisi igin saklaniyor. Ama galerinin bellegini olugturan bu
mekinin orantilan oldukea problemli. Ne kiris ¢izgisi ne duvar-
larin birbirine olan uzakliklan ne de tabam diiz. Bu ve buna ben-
zer mekinsal dzellikler ashinda galerinin ilk bakista segilemeyen
ama onun karakteristifini olugturan “kigiik detaylar™.

Burada bir ara-not gekeriyor sanki: Erkmen'in birimleri, bu
galeriyi tamyan, yillardan beri ziyaret eden birileri igin tilketil-
memis bir “yeni“dir. Birileri derken, gordiiklerini diisiinceleriyle
yorumlayabilen, bakugim gorebilen kisiyi kastediyorum.
Erkmen’in birimlere dayal sistematifi, MSG 'nin simdiye dek
agilmamig bir yiizinid, kullamlmang bir bigimini ortaya gikar-
difr igin yadirganabilir. Oysa, bu mekimin bitylesi bir olanag
iginde tasidifinin bilinebilmesi igin, kavramsallagabilmek
gereklidir, Sanatgimn gok iyi bilinen bu galeri mekinim béy-
lesine kavramsallasmaya agmas: onun “safl™ diisiinceyle kurdugu
pragmatik akhin sonucudur, Saf digiincede “yeni” ve “venilik-
ten” ok, belli bir alani dbiirine tasiyvan bir okuma bigimi stz
konusudur, Sanatgr bu sergisinde de son derece agik olarak or-
taya koydugu gibi “mekiin kaveamim™ tarihsellife degil fonk-
siyonlara dayah olan bir okuma bigimi olarak algilamakta, biy-
lece giincel olam, vasama katkr olarak “farklilastirabilmek edir,
Tarihsellik derken, ¢agdas sanatgilann kendi soylemlerini agan
kimi mekinlarda giristikleri bagindan kaybedilmis savastan stz
ediyorum. Tarihi mekanlar, alanlar sanatgiya bir ilham verehilir
ama gagdas sanatin yakicr gergekliklerini ortaya gikarabilmesi
igin El Lissitsky'nin ilk kez 1923"te Berlin"de kurdugu “Praun™
mekinmna, Mondrian in 1930°da Paris'teki atélyesinde uy-
guladigs keskin valinhiga ihtivacy vardir. Erkmen'in MSG
mekininda gergeklestirdigi sorgulama,sanal yapihmn ser-
gilenecegi mekinin kimligini belirleyebilmek adina yapiloms bir
eylem oldugu igin “alislmigt”, “eskimisi” karsisina almakta
biylece de bu mekinda simdiye dek Gniimiize konulmams bir
agik-seciklikle “yaranci” diisiinceyi elekiriklendirmektedir.

L. Dokerny'nin kitabs, “Galeri™ mekinmm 19, yy.da “Salon™ kavranundan
Schwitters'e, El Lissitsky'e ve Minimalistlere dek gegivdigi formel degiyimi
dzetlemeliedir,

2. Ayknr Kdksal, Flwun Onur’un “Kadans” sergisi katalogu, [xtaabud 1995 fxavfa
wayesd belirtilatemigti),

NECMI SONMEZ, Dolunayda, Maps 1995, Mainz
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A CHANGEMENT OF STANDARTS ON “THE CONCEPT OF SPACE" IN AYSE ERKMEN'S WORK
I. The Space. Ayse Erkmen who usually construes her work in accordance to the perceptiple —
inperceptiple qualities of the exhibition spaces, in her 6th solo exhibit in Macgka Sanat Galerisi
undertakes an extensive questioning of the Gallery's architectonic values. The exhibit “This
Gallery™ is possibly the artist’s least accessible work to date with its rather demanding, detailed
structure and passages of meaning which grow out of each other. Given the gallery’s usually
restrictive architectonic values, Ayse Erkmen who tries to develop her own artistic language
without being repetitive challenges the viewer with a problem in its “totality”. Erkmen had
exhibited in this gallery in 1989 and already questioned its spatial constituents and opened the
gallery space itself to a discussion as a type of discourse. This discussion was about how a
gallery’s space has a functional, active influence on the “making” of art itself. Speculative
efforts in this field started in Europe with the publication of “Inside the White Cube™! in 1976
by Brian O'Doherty, artist and critic. The gallery space seen as an alternative to the
consumption and objectification of art was, although it sounds familiar, a fact of the artistic
creation that had not been properly investigated. Erkmen in applying her thoughts to her work
followed a method of her own. This method is to start out from the characteristics particular to
the space either making them visible or devising an alternative in total opposition therefore
contributing to a new way of seeing/interpreting. The last word is always the viewers' or rather
the artist devotes a vast area to the viewers' creative contribution therefore making her work
“polyfocal”. The fact that the artist’s work is open to international interpretative codes is closely
related to a not immediately perceivable, deliberately suppressed “concept of space”. In fact, the
artist’s approach although an extension of Western European artistic tradition also involves
“formal features” derived from authentic interpretations of Byzantine/Ottoman architecture. For
Erkmen the fact of “space” is not a void-filling concept like the architects Anthemios (builder of
Kiigiik Ayasofya Mosque or Sergius and Bacchus Church) and Mimar Sinan who built
Siileymaniye Mosque saw it. For her, “space” is a fact that can be defined according to the
function forming it. What Anthemios and Mimar Sinan have in common may be their attempt to
integrate the “central” character of their plans within a dome, a circular form that they have tried
to place in a square. Erkmen’s is an “interpretative”™ suggestion according to the exhibition space
questioning its architectonic constituents and keeping in mind their particularity. Nevertheless
there are types to this form of reading. Let us apply one of these to the artist’s most recent
exhibition. The theme and the starting point of this exhibition is the exhibition space of Magka
Sanat Galerisi itself. The only space in Istanbul where international artists like Buren, Sarkis,
Morellet and a few Turkish avantgardists (Altan Giirman, Fiisun Onur, etc.) exhibit, the gallery
has already found its way into the history of contemporary Turkish art. Nevertheless the
gallery’s inner space is problematic. As Aykut Koksal puts it: “The gallery as a whole supplies
its own message, meaning it has no claims to impartiality. This said message, right from the
start, sees the paintings and sculptures to be exhibited in the gallery as autonomous realities,
therefore strenghtening its own existence as an independent reality”.2 Erkmen’s installation with
the title “This Gallery” is first and foremost an underlining of the space’s limitations with a
mathematician’s meticulousness; in addition, it suggests that a new appearance is discernible
through a “shift in space” (i.e. change). Although at first glance it gives the impression of being
intermixed, disorderly, the exhibition is based on a clearly defined *chain of systems”. Each
circular form used by Erkmen (wood and plaster dots of 10 cm. diameter) are to be considered
as one unit since these dots are intended to undermine the effect of the unglazed ivory ceramic
tiles which cover the gallery space and in opposition to them try to suggest what a standart
gallery space could look like. These dots, forming a substantial attack on the “already-squared™
texture of the gallery space are of wood and plaster out of necessity. Before elaborating on this
necessity I would like to point to a similarity, to a tangentiality in approach. With the instances



of Sergius Bacchus Church and Siileymaniye Mosque, in giving the example of a dome, a
circular form intended to be forced into a square, 1 tried to give expression to a unification
starting out from a centralizing character and taking over the whole space. Erkmen with the help
of the dots she has placed in the squares of the gallery refers on the one hand to the centralizing
character of large architectural monuments and on the other hand making each unit independent
successfully forming a modular structure. I have already stressed that the units are necessarily
out of wood and plaster. Necessarily, since the use of wood units on the gallery floor remind one
of a rather ordinary wood or parquet floor and that of plaster units on the walls regular white
washed walls. Erkmen simply points out to the fact that had the floor been wood and the walls
plaster this would have been an ordinary gallery space. Therefore she proposes that the visitors
to the gallery erase their established opinions and ways of looking and reconsider the gallery.
The viewer who can afford to be disturbed by this, looking from the standpoint proposed by the
artist perceives a feature of this gallery which has remained “unseen” for some twenty years. I
think that this new point of view, taking as its point of reference the gallery’s own memory and
history, turns a strip of twenty years time upside down. This new angle is a grand journey that
leads from the doorcasings to the foot of each radiator, from window ledges to the actual ceiling
of the gallery hidden behind the light curtains. Therefore a visual filter starting out from the
existing standarts raises the question about an “other” space with wooden floor and white
washed walls. Another space inside the gallery space. To suggest to the viewer that it could have
been “that way” instead of “this” and take him through an untrodden path without rolling out a
red carpet in front of him just by sending out an ordinary invitation. This is why this installation
strikes the viewer as being odd and challenging.

IL It serves a purpose to attempt a description of the exhibition under two main groupings
according to the installing strategies of the wood units on the floor and the plaster ones on the
walls. Before we proceed with that, to list the common points of both groups would make more
visible the exhibition’s spare quality as well as the common language/discourse of the “units”
that remain constant inspite of the changing proportions.

1. All units are 10 cm. in diameter.

2. The horizontal and vertical lines created by the units represent a distance covered only once
inside the gallery space. Resultingly as in drawing a detailed plan their main function is to
underline the differing lengths.

3. The units that go to the farthest points, overlooked by our glance, by breaking down the too
detailed structure of the space give it a character of totality. Thus the significance of
architectonic features like corners, moldings, columns, niches, steps and small platforms that
can be touched and felt by the viewer are cancelled only the measurable distances becoming a
paradigm. The exhibition therefore has a totality which can be solved by setting out from
“measurable” facts only.

4. The units placed on the ceramic tiles are sometimes cut into halves and sometimes into one
thirds. This is because the tiles of the gallery are not used as wholes, but “cut” as much as the
space allows and the units follow their example.

5. The lights illuminating the gallery space are lit in a ratio of three to one. Be it in the front
room or in the back such a change in the gallery’s usual lighting system is an important detail
which shows that the artist gradually develops “the changement of standarts” she realized within
the space and has made it into a process.

III. The longest horizontal line of plaster dots is in the niche of the first room of the gallery and
has 35.5 units. The tallest vertical line is again in the first room of the gallery on the right wall
(coming from the outside) and has 27 units. 3 of the plaster units are outside the gallery. The
outside of the gallery had been utilized as an exhibition space only by Buren and Morellet.
Though Erkmen has established the main body of her exhibition in the “inner space” and has a



use only for this space with the three plaster units she has taken outside she makes it felt that a
different angle is also possible for the outside. This is because this gallery’s outer architectural
values as well as the inner ones exert a strong accent on the preformation of the work of art. The
plaster dots have a surprise for the careless viewer. Even at the slightest touch they leave their
marks. This mark-leaving is certainly a waming. Visitors to the exhibition are not to touch the
units either on the walls or on the floor. This on the other hand is a deviation from the familiar
viewing habits and stresses the necessity of a cooperation of both the feet and the eyes for a
thorough understanding of Erkmen’s work. The locations of the more or less hidden plaster
units and their number: above the main entrance door 5 units, on the side of the great niche |
unit, above the great niche 7 units, underneath the window behind the table of the gallery
director 2 units, on the door leading to the gallery depot 2 units, inside the three smaller niche in
the inner room of the gallery 12 units.

IV. The longest horizontal line of wood units have ninety-one units in the inner room and the
tallest vertical one seventy-one units traversing the inner room from one end to the other. Where
the wood units horizontally and vertically intersect each other most densely therefore forming
almost a layer, is the left hand side of the inner room. In this section the distances determined by
the units are very close to each other, in most cases minute nuances as cannot be counted (for
example the inside, the outside and above the section where the three smaller niche are) enclose
the statement chosen by Erkmen for this exhibition in its totality: The discernment of the
indiscernible. In fact this section forms the gallery’s “memory” since art discussions which have
become a Macka Sanat Galenisi tradition are held in this space and recorded as a part of gallery
archive but the proportions of this space which make up the gallery’s memory are rather
problematic. Neither the beam line nor the distance of the walls to each other, nor the floor are
completely level. This and similar spatial features are the not immediately discernible “minute
details” that make up its characteristic. A parenthesis here: Erkmen’s units are “new”, still
unexhausted to the habitues of the gallery, to some of the people who have been frequenting it
for years. When I say “some of the people”, I mean those who can interpret what they have
seen, see what they have looked. Erkmen’s system based on units may be frowned upon because
it uncovers a hitherto hidden facet, reveals a non utilized form.

Yet to know that the space incorporates such a possibility one has to conceptualize. The fact that
the artist can open this quite wellknown gallery space to a conceptualisation is the result of the
pragmatic mind construed with “pure” thought. In pure thought what matters is rather than the
“new” and “‘being new”, a form of reading that transposes a certain level into another. The artist,
as she openly declares, perceives the “concept of space” as a form of reading not based on its
historicity but its functions, and therefore can make the everyday appear different and add it to
our experience of life. With historicity, I mean wars opened and lost from the start by
contemporary artisis in spaces surpassing their own discourse. Historical places/spaces can
inspire the artist but in order to bring out the ever so urgent realities of contemporary art what 15
needed are the likes of the Praun Room established by El Lissitsky in 1923 in Berlin, the sharp
bareness Mondrian deployed in his Parisian Studio in 1930. The cross-examining undertaken by
Erkmen in the space of Macgka Sanat Galerisi is an action in the name of determining the
identity of the space where the artwork is to be exhibited. Therefore it opposes what is ordinary,
“worn-out™ and electrifies creative thought with a clarity not yet encountered in this space.
NECMI SONMEZ May 71995, Mainz (Translated from Turkish by Fatih Ozgiven)

1. O'Doherty’s book summarizes the formal transformations of “gallery space” from the 19th Century concept of “salon de
exhibition™ to Schwitters, El Lissitsky and the Minimalists.

2, Aykut Kttksal, introduction fo the catalogue for Fiisun Onur’s exhibition “Cadence-Kadans™ in the same gallery, Istanbul 1995
{page number not indicated).
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Bu katalog
Mudo AS nin katkilariyla

gerceklestirilmistir.
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