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dialogue with her. When did you first

- And that other world was neither an in

with Bige Orer

ultiple occasions and

CAROLYN CHRISTOV-BAKARGIEV ‘
Harald Szeemann was the first to tell me about her work,

when I was in Australia, working on the Sydney Biennale,
The first piece I saw was this sculpture [Dual Sculpture,
1970] in the corner of a room in Fulya Erdemci’s exhibi-
tion, Modern and Beyond, at santralistanbul in 2007. And
then I saw her work again at the 12th Istanbul Bie .
curated by Jens Hoffmann and Adriano Pedrosa.

a beautiful biennale; it was wonderful. On that oc
I asked you if I could visit Fiisun — I was already
on dOCUMENTA (13). I remember a very long car
And the strongest impression I had when she
door of her house, was that instead of it ope:
indoor space, it opened into the Bosphorus. So it wi
like a psychological shift of expectation, because
I was overwhelmed by the sound of the Bosph
light and the shadows of the waves of the Bosp
the walls. The entire house gave me the feel
through a layer of ghosts or a portal to anc

outdoor world.
I'think it was this feeling of goix

rectly into the Bosphorus, and the s
_Iivir’ig’.apace didn’t have the thickness
end(:i thin film, that turned into the
nded up making together for the 141
2015, Slfemadeth?vg:;h;r o : b
gether with artists, the piece eme

iz (Sea) (20157
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pieces that you could walk through, or at least she was pho-
tographed walking through them, with her long hair and
flowery dress. I imagine her as this beautiful young woman in
the hippie generation, but when I met her — and her sister,
IThan of course — she was an old lady. And it was kind of scary,
because to see two older women in a house full of objects
and photographs that are the memories of a past world makes
you feel that you could be in a dangerous space — somehow
sweet on the outside and dark on the inside. Especially when
you see all the little dolls and toys, because they remind

Wi that these two women were once children. They've grown into
ik adults, but Fiisun still has complete access to her life as a
by child. It’s as if the parents died and the children took over the J
i space. And that’s a typical movie trope. So from a psycho- |
! " analytical perspective, visiting her in her house and studio ! =
| is interesting. The studio is downstairs, but more or less I
m everything in the house is a kind of a gesamtkunstwerk. So
ai“‘ I suppose the most important artwork will ultimately be
n, the house itself in fifty years’ time. It should be turned into
iy a foundation and kept exactly as it is, exactly where it is.
i BO
et It’s actually been donated to Arter, who will turn it into a
ol museum house and a guesthouse for artists.
CCB
= That’s wonderful news! It’s going to be one of the most spe-
kﬂl{ cial places to go in Istanbul in fifty or a hundred years.
L It does have this disquieting effect: a combination of joy and
50 possible catastrophe. This reminds me of work she made,
fg Pink Boat (2014), the video of these little inflated boats that
o look like swimming-pool toys. It was a piece made on the
P occasion of a protest about a bridge that was supposed to be

demolished I guess.

metfv‘ BO

o Yes, it was a proposal for an outdoor work to protest the dem-
j

o olition of the Galata Bridge in 1993. And she wasn't able
wﬂ;} to realise it at that time. So, many years later, f“or her exhi-
p Jf bition at Arter, the project was produced as a video work
;nf‘:; in front of the house in Kuzguncuk.
L oy | -
lﬁdﬂ. %cight,-' and I saw that exhibition. I was working on the Istanbul

Biennial at that time. So in that video, when you see these
1myou-thinkof¢hﬂdhmd and toys at the beach, but there
are no children: it’s just the water andthe boats. It mmld _
be the scene after a catastrophe, or it could be a world where
there are no children. So there’s always something on the

" edge, something between the lightness and the joy of child-
~ hood and a disquieting feeling.




1
sense that Fusun has this very keen intej;
which she doesn’t always express in words, but S
see it in her eyes, in the way she lqoks at you, and |
" That's a very ft?mmlst quality: to have thig hig.
den power that you don t always r(*:lease_ And I don't o
it’s true, but I can imagine her being very precise in cy.

ting away things that are just baggage, and not worthup:

I have the .

ns

. it 1i orking with her on your hgstoncal
Andlv;m ](ti'.’lo;k;d‘:ib'tion? She parﬁdyawd .w1th an
dQC i ok Untitled: the chair with a chain and her name
55 for the first time in 1993, and
on Dance of the Crows (2012). You also pub-
How was working

with an artist who doesn’t use a computer, or have a mo-
always need to visit 1n person?

bile phone, and whom you :
Mdpz;at was it about her work that resonated with you?

CCB
The chair work was very important. That’s why I invi
It had a lot to do with a sense of trauma that was
the subject matter in the Neue Galerie in Kassel,
work was shown. For the new work, she was in
in the birds that were flying around the Neue (
side. There are a lot of birds in the Bosphorus as
ended up making an embroidered curtain where
these symbols and images of birds flying and a k
togram alphabet. And the birds are migratory,
imagine that the birds at the Neue Galerie wou
Istanbul in certain seasons of the year. Ultimate
come little marks, like turning a sketch or so:
see through the window outside into a very
ly human language. What she did was to s
the viewer’s attention, not to the sp
but to the outside: the whole Neue ( =
or a curtain that directs you to look out
are portals, doors or windows, towards tl
are constants in her work, -
gy or means of production. Her work is
but she’s always used elementary m:
tures, like i ik T
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in the 1970s in Italy, because she had a very strong idea of
the frame of work and of the finished nature of the work,
Whel‘EfiB Merz was less traditional and used any means or
materials, and did a lot of weaving with copper threads.
I th1{1k of Fﬁgun’a embroideries or spatial works in relation
to this. So being an Italian and a so-called expert on Arte
meera [laughs], that gave me a form of situated knowledge
w_avh ich allowed me to understand Fiisun’s work, even though
Tt' has another history to it, which is a refusal of minimal-
1sm and the surrealist origin. So that could be something
that made me connect with her and invite her to participate
in dOCUMENTA (13), which was wonderful. And yes, we
did make a book on that occasion which was like a scrapbook
of the books that her sister kept of newspaper clippings
and personal photographs. Her sister was the archival part
of this, let’s say, dual personality. There’s one part, which
is archiving, and then there’s the other part, which is play-
ing. And so, the archiving part became a book. I think it
was the first monograph, wasn't it?

BO

Margrit Brehm has worked on a book in 2001 on the occa-

sion of her exhibition in Kunsthalle Baden-Baden and it

was translated and published in 2007 in Istanbul with the

title For Careful Eyes, but I think yours was the first time

that the albums were published in that way.
CCB
Yes, it was the first publication of the albums, which are,
if you think about it, like the house. The house contains
this compilation of all the objects, and the albums contain
a compilation of all the archival materials. So it’s a little
archive within a larger archive. You could say that the al-
bum is a book about her work, so you don't need to make
another book; you just need to copy, scan and publish that
book. That was the basis of that dOCUMENTA (13) book,
which I really like.

BO

Apart from Arte Povera, how would you contextualise Fiisun’s

practice in global art histories, starting from the 1960s

i CCB .
%Vell there is no global art history anymore. Al' t h..zstory
o agia is a &iscipﬁne that’s in crisis, and it’s only: exlste.d Emce:ed
~_,.,.,'. B o : the history of photography in late 1800s, since tlus allpﬁ’ :
el e to compare styles of sculptures and paintings and
W Y p_eapleto.compal‘e LY. 2 :a9 the st Of the
el really study the works. Before, there was the story :

e rtiat: there was the story of the tech-
L B cntd f the artists and there was the s i :
S R g < *',:g. =i ;E;i;;;gr materials of art, and so on. But this very modern




fig
. line or field that we call art histor

::::Eilf;;ly re-written with globalisa‘tion anlii l:ﬁ: ::a ra.
multiculturalism and t}?e posthlonlal studies ip thert of
which then developed into .antl-colonial studies mlsaa.,
1990s. What has ha}ppened is 1!:hat there’s ng global gre 1.
tory, but a lot of regional art histories have heep Writn his.
There's a multitude of those. So T don’t know hoy, ten,
say where Fiisun’s work lies in a global art hjﬁtory ev:ﬂd
if it did exist. i

Her work resonated with me when thinking gy
women who, around the world, started to work with =
terials and techniques that recall domestic laboyr,
are examples all over Europe, and the US, and there}
been many exhibitions about feminism and the use
for example. But it's mainly a tendency from the
So I guess you could say that Fusun’s work enters
tendency of women, as well as other marginalised
munities of artists, doing work that uses the te
daily life, which goes back to radical practicesin
There were also male artists, like Luciano F.
the work Pavimento, Tautologia [Floor, Tautolog
mopped and waxed an area of the floor and put.
on top of it to keep it clean. These works, either
women, that celebrate daily, domestic labour as
for art, was part of a rejection of the pa
demic and high art. So her work certainly er
And then there’s the inflection of locality
of minimalism, I mean her practice in m
ing architectural things is something that
in a post-minimalist context.

And again, generally speaking, it
egy not to separate the public and the pr
Kelly’s Post-Partum Document (1973-
works are based on the belief that
is also grounded in your daily life
rate the artwork from that dail
boundary between public and p
theoretical level in the 19¢










