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Temelde insan: Cagdas Sanat ve Norobilim

Fundamentally Human: Visual Art and Neuroscience

Suzanne Anker

Yasamin ¢ozilmeyi bekleyen binbir sirri arasinda,
hisseden varliklar olmamizi saglayan duygu, siireg ve
eylemlerin karmasikligi gizemini koruyor. Bizler, sinir
aglarinin bizi harekete gegirmesiyle, canli varliklar
olarak diistiniir, eylemde bulunur, severiz. Haritasi ¢I-
karilmamis galaksiler ya da sonu gelmeyen dusler
gibi, her duslince de bir elektrik impulslari agidir; bu
ag, bilinmeyen ve olaganisti, huzunli ve neseli, cos-
kulu ve ¢ozup dagilan her ne varsa, onlari hep yeni-
den Uretir. Cesitli ara¢ ve yontemlerden yararlanarak
-sozgelimi, beyin dalgalarini dl¢gme, somatik tepkiler,
teknolojik goriintiileme, bilince dair felsefi arastirma-
lar ve mecaz dilleri- sinir sistemini anlama yonunde
kaydettigimiz zekice ilerlemelerle, bizi temelde insan
kilan seyi bir giin gelip de bilebilmeyi umabilir miyiz?

Duygusal olarak yukli ve kavramsal olarak derin
olan dustincelerimiz ile hislerimiz, tepkiler ¢cergeve-
sinde somutluk kazanir. Bu tur temel nitelikler hem
ozerktir, hem kendi yonlerini kendileri belirlerler. Or-
negin saglikli bir birey, soluk almayi, yutkunmayi, hat-
ta goz kirpmay! butunlestiren bedensel suregleri,
"umur-u adiye“den sayar, bunlari zaten olmasi gere-
ken seylermis gibi kabul eder. Sinir sistemi bozulmus
bir kisi icin, bu tlr basit islevler, Christopher Reeves
orneginde oldugu gibi, yasami tehdit edici olabilir. Bir
at kazasi gegiren Reeves, omurgasini yaralamisti ve
omrunun kalani boyunca tekerlekli sandalyeye
mahk{dm olsa ve bir respirator yardimiyla soluk alsa
da, kok hicre arastirmasini destekleyen yilmak bil-
mez bir aktivistti. Bu tlir arastirmalar, Parkinson’a,
Alzheimer'e, ALS'ye ve benzeri sakatlayici norodeje-
neratif hastaliklara buyuk olasilikla ¢are bulabilecek-
tir. Parlak kuramsal fizik¢i Stephen Hawking, 21 ya-

Of all life's mysteries yet to be solved, the complexity
of emotions, processes and actions that make us sen-
tient remains enigmatic. Set in motion by neural net-
works, we think, act and love as living beings. Like
uncharted galaxies or unending reveries, every
thought is a web of electrical impulses generating
and regenerating all that is unknowable and won-
drous, melancholic and blissful, rapturous and un-
raveling. By way of astute advances in comprehend-
ing the nervous system by various means and ways,
e.g. measurement of brainwaves, somatic responses,
technological imaging, philosophical studies of con-
sciousness and the languages of metaphor, can we
ever hope to know what makes us fundamentally hu-
man?

Emotively charged and conceptually profound, our
thoughts and feelings are embodied in responsive
frameworks. Such core essentials are both autono-
mous and self-directed. For example, the bodily pro-
cesses incorporating breathing, swallowing, and even
blinking are taken for granted by a healthy individual
who relegates them to the status of already given. To
a person whose nervous system is in disarray, such
simple tasks can be life threatening, as in the case of
Christopher Reeves. Injured in an equestrian acci-
dent, Mr. Reeves damaged his spinal column and al-
though he remained wheel chair bound for the rest of
his life, breathing with the aid of a respirator, he was
an avid activist in the support of stem cell research.
Such research could possibly find cures for the crip-
pling neurodegenerative diseases such as Parkin-
son's, Alzheimer's, ALS et al. Stephen Hawking, the
brilliant theoretical physicist was stricken with amyo-




sindayken ALS olarak bilinen amyotrofik lateral skle-
roza yakalanmisti (simdi 68 yasinda). Hawking, yar-
dim olmadan en temel beden hareketlerini bile yerine
getiremiyor; bir ses birlestirici araciligiyla konusuyor.
Hawking, ileri goruslu pek ¢ok yapita imza atmis, pek
cok onur odiliine layik gorilmus; hatta Uzay Yolu: Ge-
lecek Kusak'in bir bolimunde rol almistir.

Daha yakinlarda, Fransiz gazeteci Jean-Dominique
Bauby More'un ani kitabi Dalgi¢ Cani ve Kelebek, Juli-
an Schnabel'in yonettigi bir filme konu oldu. Seyirci,
“surglleme sendromu”na yakalanan kisi icin iletisi-
min ne demek oldugunu igeriden bir bakisla kavriyor.
Hareket edemeyen kahraman igin geriye kalan tek
iletisim yontemi, zorlu bir alfabe sistemiyle sol gozu-
nd kirpmaktir. Kozasina hapsolunmus bir kelebek
gibi, kisi canli canli bedeninin hapishanesindedir, ama
zihinsel yetileri yerli yerindedir.' Glinimiizde teknolo-
jidekiilerlemeler sayesinde, bu tir hastalarla iletisim
kurulabiliyor. Hastalarin, dusinceleri ile bir imleci
hareket ettirmelerini saglayan beyin-bilgisayar ara-
birimleri (BCI) kullaniliyor.2

Ve bugunlerde, Massachusetts Teknoloji Enstitisu
(MIT) makine miihendisligi bolimiinden Jamie Hey-
wood,?erkek kardesi ALS'den 6liince www.patientsli-
keme.com adli bir sosyal ag sistemi kurmustur. Ja-
mie Heywood bu sitede, en yikicilari da dahil olmak
uzere hastaliklar hakkinda kisisel dosyalardan olu-
san bir veri bankasi kurmus. Hastalarin kisisel profil-
leri, klinik deneyleri beklemeden hastanin ilaglara
olasi tepkilerini incelemeye yardimci oluyor. Klinik
deneyler ¢ok fazla vakit alir - zayif disuren bir hasta-
Liga yakalanmis hastanin sahip olamayabilecegi ka-
dar uzun bir siiredir bu. Heywood hazirladigi semada,
bir hastanin kaydini bir baskasininki ile bilgisayar
Uzerinden karsilastirarak, cevrenin, ilaglarin, ruh ha-
linin, vb. etkilerini gosteriyor. Tibbi olmayan bir aras-
tirma olmasina karsin, Heywood‘un galismasinin sa-
yisal degeri dikkat ¢ekici. Sonuglar, bazi ALS'li hasta-
larda lityum almanin hastaligi yavaslatabildigini gos-
teriyor.
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trophic lateral sclerosis, known as ALS when he was
21 (he is now 68.) He is unable to perform any rudi-
mentary gestures of the body without help. He speaks
through a voice synthesizer, has authored many pre-
scient works and received a host of honors. He even
played himself in an episode of Star Trek: The Next
Generation.

More recently, The Diving Bell and the Butterfly, a
memoir by French journalist Jean-Dominique Bauby,
was made into a film directed by Julian Schnabel. The
viewer becomes privy to what communication is like
when one is stricken with “locked-in syndrome.” Un-
able to move, the only communication method left for
the protagonist is to blink his left eye, in a cumber-
some alphabetic system. Like a butterfly trapped in
its chrysalis, he is alive in the prison of his body, but
with his mental faculties intact.! Currently, techno-
logical advances have been made in communicating
with such patients. Brain-Computer interfaces (BCl)
are being employed to allow patients to maneuver a
cursor with their thoughts.?

And currently, Jamie Heywood?, a mechanical engi-
neer at MIT has responded to his brother’s death from
ALS with a social networking system called www.pa-
tientslikeme.com. At this site Jamie Heywood has
created a data bank of personal files about diseases,
including the most devastating ones. Patients' per-
sonal profiles aid in examining the likelihood of pa-
tient responses to drugs without waiting for clinical
trials. Clinical trials take an enormous amount of
time, time that a patient with a debilitating disease
may not possess. In Heywood’'s schema he shows the
effects of environment, medications, mood et al by
comparing one patient’s record to another computa-
tionally. Although a non-medical study, its computa-
tional value is worth noting. Results have shown that
the intake of Lithium by some patients with ALS may
slow down the disease.

Other aspects of being fundamentally human reside
in the subjective: memory, imagination, intelligence
and passion et al. Traversing between neural and

Temelde insan olmanin diger yonleri, bellek, imge-
lem, zeka, tutku gibi oznel niteliklerde yatar. Nobel
odilll biyolog Gerald Edelman, sinirsel beyin kavra-
mi ile zihinsel beyin kavrami arasinda bag kurarak,
beynin plastikligine ve beynin ¢evre faktorlerine tepki
olarak donuslimune dair bir ¢gozimleme ortaya koyar.
Edelman, noron gruplari arasinda dinamik baglanti-
larin olusmasini saglayan hem genetik, hem yasanti-
sal faktorleri anar. Edelman, parmak izi ya da goziin
iris tabakasi gibi, her bireyin benzersiz bir beyin dev-
releri bicimine sahip oldugunu belirtir.* Filozof Daniel
Dennett'a gore, "benlik, yanit veren, sorumlu bir
aygit“tir. Dennett'in ilgi alani, bellek, bellegin “sisme-
si” ve bilincin nasil bir “eldeki olanaklar butind” oldu-
gudur. Dennett, yiz milyonlarca hicrenin nasil olup
da bilinci ortaya ¢ikarabildigini ve beyinlerin beklenti-
den gelen telkinleri 6zimsemek i¢in nasil konumlan-
digini sorar.®

George Lakoff'a gore, zihindeki temsiller, norolojik
olarak derinlerde bulunan metaforik yapilara bagli-
dir. Lakoff, "Néral Metafor Kurami” adli yakin tarihli
bir yazisinda su sorulari sorar: “Su sorulari hi¢ sor-
dunuz mu: Kavramsal metaforun varlik nedeni nedir,
nicin metaforlarla dislnuriz, metaforlarin bir alan
ile bir baskasini eslestirme bicimini almalarinin ne-
deni nedir?"” Beyin, diziler halindeki neredeyse son-
suz baglantilarla, butin eylemlerimizin performasini
yonetir.

Bedenimizin her ¢ehresini uyaran kodlanmis noronal
mesajlar digimler (ag) halinde bicimlenmis oldugu
icin, ayni noronlar farkli noron gruplarinda is gorebi-
lir. Baskalarinin yani sira Lakoff'a gore de, ister fiilen
dondurma korneti yiyor olalim, ister korneti riyamiz-
da goruyor ya da hayal ediyor olalim, ¢ogu ayni olan
noronlar harekete geger. Yakinlarda kesfedilen ayna
noronlar “¢ogul kipli“dir; bu, “kurmaca” durumlarda
bile aktif olduklari anlamina gelir. Bir nesneyi, orne-
gin altin bir kupayi, algilamamizi disiiniin. Renk ile
sekil, beyinde ayni yerde islenmez. Bir alan sekli ayirt
edebilirken, digeri rengi ayirt edebilir. Bu harekete
gecen noronlar arasindaki role sistemi o kadar hizli-
dir ki, bilgi pargalarini degil, surekli bir bilgi akisini al-

mental concepts of the brain, Nobel Prize biologist
Gerald Edelman provides an analysis of the brain's
plasticity and its transformation in response to envi-
ronmental factors. He cites both genetic and experi-
ential factors which function to create dynamic con-
nections between neuronal groups. He points out
that, like a fingerprint or the iris of the eye, each indi-
vidual has a unique form of brain circuitry.* For phi-
losopher Daniel Dennett, the “self” is a “responding,
responsible artifact.” His is an interest in memory, its
inflation and how consciousness is a bag of tricks. He
asks how hundreds of millions of cells could give rise
to consciousness and how brains are positioned to
absorb suggestions from expectation.®

For George Lakoff, representations in the mind are
neurologically bound to deep-seated metaphorical
structures.® In a recent essay “The Neural Theory of
Metaphor,” Lakoff questions: “Have you ever asked
why conceptual metaphor exists at all, why we should
think metaphorically, why metaphors should take the
form of cross-domain mapping?”’ With practically in-
finitely complex sets of connections, brains direct the
performance of all our actions.

Through coded neuronal messages that stimulate ev-
ery aspect of our body formed into nodes, the same
neurons can function in differing neuronal groups. La-
koff believes among others that many of the identical
neurons fire whether we are actually eating an ice
cream cone or simply dreaming or imagining it. Re-
cently discovered, mirror neurons are “multimodal,”
which means they are active even in “fictive” situa-
tions. Consider our perception of an object, say a
golden cup. Color and shape are not computed in the
same place in the brain. Whereas one area will be
able to distinguish shape, another will be able to dis-
tinguish color. The kind of relay system between
these firing neurons is so enormously fast that we do
not perceive fragments of information but a continu-
ous stream of information. Lakoff goes on to ask
“what kinds of circuit types are necessary for human
thought —for frames, image-schemas, conceptual
metaphor, lexical items, grammatological construc-
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gilariz. Lakoff, “insan duslincesi igin -¢cerceveler, go-
rinti semalari, kavramsal metafor, sozlik maddele-
ri, dilbilgisel kurgular, vb. igcin- ne tur devre tiplerinin
gerekli oldugunu” da sorar.t Buna bagli olarak, "“me-
taforlar, kavramsal haritalar olup, kavramsal alanlar
arasinda hareket eden beynimizin bir par¢asi olan dil
sistemlerimizin bir parcasidirlar”. Temelde insan:
Cagdas Sanat ve Norobilim bu ¢ergeveyi temel aliyor.

NOVA Online'in genel yayin yonetmeni Lauren Aguirre
sunu sorar: “Bir buguk kiloluk i1slak bir gri doku kutle-
si (beyin) dis diinyay! bu kadar giizel temsil etmeyi na-
sil basariyor?” Dolayisiyla, beyin ve ona bagli sinir
sistemi, karmasik bir ag olup, sinyal aygitlarini, no-
ronlari, sinapslari ve astrositleri icerir. iletisim kuran
bir kimyasal ve elektriksel transmitterler agi olarak
beynin isleyisi, herhangi bir anda birden ¢ok isi yap-
maya istekli merkezi bir kumanda olusturur. Koku al-
madan gorme ve sarki soylemeye, kayak kaymadan
yuzme ve uyumaya butiin varlik duygumuzu, ogeleri
birbiriyle baglantili bu olagantisti biling organinin is-
leyisi kusatir.

Beyne iliskin Erken Donem Kavrayislari

Bedene atfedilen hiyerarsik yapilar iginde, beyin her
zaman bugln kapladigi Gstlin konumda olmamistir.
Antik¢ag'da bile, Yunan heykel sanatinin onemli olgu-
de taklide dayali oldugu bir zamanda, beyne yalnizca
tinleri sicaktan ve soguktan koruyan bir organ gozuy-
le bakiliyordu.? Yiizyillar boyunca, bu egemen konu-
mu kalp isgal etmisti. Aristoteles'e (i.0. 384 - i.0. 322)
gore, kalp bedenin merkezi organiydi. Gene
Aristoteles’in civciv embriyolarina iliskin gozlemleri-
ne gore, kalp olusan ilk organdi. Aristoteles, zek3, ha-
reket ve duyumun merkezi kabul edilen kalbi t¢ odali
bir organ seklinde betimliyordu. Kalbi ¢evreleyen di-
ger organlarin (6rnegin, beyin ve akciger) tek varlik
nedeni, sicak, kuru kalbi serinletmekti.

iranli hekim ve filozof ibni Sina'nin (980-1037) bir met-
ninin sonunda yer alan bu imge, zihinsel yetilerin
merkezi olarak beyin hiicreleri 6gretisini gozler oni-
ne serer; beyin islevlerinin yerini betimleyen erken
tarihli bir diyagramdir. “ilk hiicre, sensorium commu-
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tions and so on.® Hence, "metaphors are conceptual
mappings and part of our linguistic systems which
are part of our brains which move across conceptual
domains.” It is within this framework that “Funda-
mentally Human: Visual Art and Neuroscience” is
grounded.

"How does a three-pound mass of wet gray tissue
(the brain) succeed in representing the external world
so beautifully?” asks Lauren Aguirre, Executive Edi-
tor for NOVA Online. Thus the brain and its attendant
nervous system is a complex web of signaling devic-
es, neurons, synapses, and astrocytes. As a commu-
nicating network of chemical and electrical transmit-
ters, the operation of the brain evokes a centralized
command eager to multi-task at any opportunity.
From smelling, to seeing, to singing; from skiing to
swimming to sleeping, our complete sense of being is
wrapped up in a functioning of this marvelous wired
organ of consciousness.

Early Concepts of the Brain

The brain has not always enjoyed the supreme status
it occupies currently, within hierarchical structures
attributed to the body. Even in antiquity, at a time
when Greek sculpture was profoundly mimetic, the
brain was merely looked at as an organ protecting
the spirits from heat and cold.” For many centuries
the heart occupied this reigning position. For Aristot-
le (384 BC-322 BC) the heart was the central organ of
the body, the first to form according to his observa-
tions of chick embryos. Considered the seat of intel-
ligence, motion, and sensation, Aristotle described it
as a three-chambered organ. Other organs sur-
rounding it (e.g. brain and lungs) simply existed to
cool the hot, dry heart.

Appearing at the end of a text by Avicinna, (980-1037)
a Persian physician and philosopher, this image illus-
trates the doctrine of cerebral cells as the locus of
mental faculties. It is an early diagram describing the
brain’s localization of function. “The first cell contains
the sensorium commune and fantasy, the second
contains thought and imagination and the third con-

ne (duyum merkezi) ve hayal giiclind; ikincisi, diistin-
ce ve imgelemi; Uglinclisu ise, belledi icerir. Bes duyu
organinin da, duyum merkezinde birlesen iletisim
yollari vardir”.' (Resim 1)

"Sinirler” ya da “canli tinler”le ilgili sorunlar, yavas bir
acilimicinde, ylzyillar boyunca gesitli varsayimlar al-
tinda dolasima girmistir. Tarih¢i George Rousseau'’ya
gore, “aslina bakilirsa, noroanatominin tarihi bir ol¢u-
de, sonsuz bir biling, duygu ve bellek arayisi iginde zi-
hin ile beden arasinda aracilik eden bir ates, akiskan
ya da lokman ruhu arayisinin kayda gecirilmesidir”."

Beyin goriintilemenin tarihi, kimlik, zeka ve psikolojik
ozniteliklerle ilgili konulari irdelemenin yolunu acar.
Ve elbette, resimler, diyagramlar, haritalar ve anato-
mik arastirmalar -bunlarin hepsi-, norolojik bilgi sun-
ma ag¢isindan kendilerine 6zgu ve benzersiz ozellikle-
re sahiptir. Frenoloji ve “insani ozler“den fonksiyonel

Resim / Figure 1- Avicenna

De Generatione Embryonis,
1347

On dérdiincii ylizyil ortalarina
ait Almanca tip illiistrasyonu
(Clm. 527, yaprak 64, arka
yiiz)

De Generatione Embryonis,

1347

German medical illustration
from the middle of fourteen
century

(Clm. 527, folio 64, verso)

© Bayerische
Staatsbibliothek, Munchen

tains memory. All the five sense organs have routes
of communication that converge on the sensorium
commune."(Figure 1)

In a slow unfolding, questions concerning ‘the nerves”
or "animal spirits” circulated for centuries under var-
ious hypotheses. For historian George Rousseau, “the
history of neuroanatomy has indeed been, to some
extent, the record of the search for this fire, fluid or
ether which mediates between mind and body in the
eternal search for consciousness, emotion and mem-
ory."M

The history of brain imaging permits an avenue in
which to explore issues concerning identity, intelli-
gence, and psychological attributes. And, of course,
pictures, diagrams, maps and anatomical studies all
have their intrinsic and unique characteristics in pre-
senting neurologic information. From phrenology and
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emar taramalarina gorintileme uygulamalari, beyin
faaliyetinin analitik gostergeleri haline gelmistir. 19.
ylzyilin sonlarinda baslayarak 20. yuzyil lzerinden
bugiine réntgen, sonogram, emar (MRI), fonksiyonel
emar (fMri), PET ve CAT taramalari, beyni saydamlas-
tirmak amaciyla kullanilmistir. Daha yakinlarda, no-
ral aglar, bilgisayar algoritmalari ve laboratuvarda
néronlarin incelenmesi “baglanti bilimi” (connecto-
mics) alanini sekillendirmistir.’?

Yasam Dokulari / Benlik Dokular

1906'da, Ramon y Cajal ve Camillo Golgi, noral ogreti
olarak anilan ogretiyi gelistirmeye yonelik calismala-
rindan 6tiirii birlikte Nobel Tip Odiilii'nii almislardi. Bu
ogretide noronlar, noral dokunun kesin boyanmasi ile
resmedilen belirli hicre birimleri olarak betimleni-
yordu. Noronlarin altinda yatan mimari yapilari tam
olarak belirlemek igin, hem dogal, hem sentetik boya-
lar kullaniliyordu. Ayni gorsellestirilmis yapilardan
hem Cajal, hem Golgi konunun noral yorumuyla ilgili
farkli varsayimlar gelistiriyorlardi.®® Golgi, “sinir
sistemi”nin "birbiriyle baglantili 6gelerden olusmus
bir ag orglisi” oldugu sonucuna variyordu. Cajala
gore, “merkezi sinir sistemi i¢cinde” aslinda birbirine
degmeyen “noron adli secik birimler” vardir. (Resim
2), (Resim 3)

T o= = [ e o iy — Birkag giinliik yavru bir
= ‘—'%7' = 1 — kedinin koku néronlarinin

Y1101 h boliimleri
( - Section of the olfactory bulb
= e e of a several day old kitten

ok Cajal

SR 5 S 1899

Cajal
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€ Resim / Figure 2
- T ot = Santiago Ramén y Cajal
= 1899-1904

© Maria Angeles Ramén y
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Bir memeliye ait beyincik
kivrilmalarini gosteren ¢izim
Drawing of the cerebellum
convolution of a mammal

© Maria Angeles Ramén y

human essences to functional MRI scans, picturing
practices have become discursive indicators of brain
activity. From the late 19" and 20" centuries to the
present, the X-Ray, Sonogram, MRI, fMri, PET and CAT
scans have been employed to render the brain trans-
parent. More recently, neural networks, computer
algorithms and the study of in vitro neurons have
forged the field of Connectomics."?

Tissues of Life/ Tissue of Self

In 1906, Ramon y Cajal and Camillio Gogli were jointly
awarded the Nobel Prize in Medicine for their work on
developing what has been referred to a neural doc-
trine. In this doctrine, neurons were described as in-
dividuated cellular units pictured by precise staining
of neural tissue. Both natural and synthetic dyes were
employed to ascertain the underlying architectonic
structures of neurons. From the same visualized
structures both Cajal and Golgie developed differing
hypotheses concerning a neural interpretation
of matter.”® Golgi postulated that “the nervous system
was a meshwork of connected elements.” For Cajal,
“there were discrete units within the central nervous
system, called neurons” that did not in fact touch.
(fig.2). (fig 3)

© Photo by Pablo Garcia

Sanatgilar ve bilim adamlari, maddi sureglerden soyut
ortntilere, binbir agiklama modeli gelistirirler. Kimi
zaman yanilsama tekniklerine dayali olarak sezgisel,
kimi zaman bilingli olarak matematiksel, kimi zaman
da fiziksel sinirlari olan bu kavramsallastirma aragla-
ri, tarihsel olarak sanat ile bilim arasinda baglanti
kurmustur. Cajal'da ¢izim ile fotograf, bilimsel uygula-
masinda anathar bir rol oynar. Cajal, sinir sistemini
onemli olclide siirsel bir dille betimler: "Sureclerin
(dendritler ve akson) ortaya cikisini hangi gizemli glic-
ler denetliyor - bunlarin gelisimini ve dallara ayrilma-
sini kolaylastirarak, hicre ve liflerin onceden belir-
lenmis dogrultularda tutarli hareketine neden olarak
(zeki bir mimari plana uyarcasina) ve nihayet destansi
bir ask hikayesinin son coskusunu olusturur goriinen
su protoplazma bulusmalarini, hiicreler arasi baginti-
lari (sinapslar) belirleyerek?*

Bilingdisinin Ortaya Cikmasi ve Diger 19. Yiizyil Ol-
gulan

19. ylzyilda, bilimlerdeki ilerlemeler net olarak kamu
alaniigindeydi. Fransiz anatomist, fizyolog ve heykelci-
si Paul Richer'ye gore, “sanat; yaratici bulusa da esit
derecede uygulanabilir olan gozlem, deney, analiz ve
varsayimlar” gibi yontemleriyle “bilime bakarak kendi-
ni yenileyebilir"di.'® Babasi ve erkek kardesi hekim, kiz
kardesi ise depresif olan Edvard Munch'a gore, tenin
fizyolojisini ve onun yani sira varligin duygusal hallerini
ortaya koymaya yonelik resim araglarina iliskin bir bi-
ling, estetik bir kaygi demekti. Zihin ile beden arasinda-
ki iliski, psikofizyolojide bir soylem olusturuyor, duygu-
larin maddi nedenlerini bulmaya yonelik bir girisimden
ortaya ¢ikiyordu. Kirk Varnedoe'ya gore, Munch’un 1899
tarihli Melankoli(Laura) adli resminde (Resim 4) sol alt-
taki masa ortisu resimsel olarak beyin dokusunu andi-
rir. Varnedoe'nun belirttigine gore, soz konusu ortu igin
“donemin tip yayinlarinda norolojik anormallikleri gos-
termek igin kullanilan boyali koronal beyin bolimleri”
model alinmistir. Bunéroanatomik gonderme, Laura’nin
ic durumuna belirgin bir dis referans islevini gorir”."®
Varnadoe sozlerini soyle surdurur: Bu resim, “Munch’un
g0ze gorinmez impulslari maddi bir gorinime kavus-
turmaya ve temsili degil psikolojik portre gizimine yo-
nelik sembolist ilgisini yansitir.”

From material processes to elusive patterns, artists and
scientists devise myriad models of explanation. Some-
times illusionistically evocative, sometimes diligently
computational and at other times sculpturally bounded,
these conceptualizing tools have historically linked art
and science. For Cajal, drawing and photography play a
key role in his scientific practice. He describes the ner-
vous system in dramatically poetic terms: “What myste-
rious forces preside over the appearance of the pro-
cesses (dendrites and axon), promoting their growth
and ramification, provoking the coherent migration of
the cells and fibres in predetermined directions, as if
obeying a wise architectonic plan, and finally establish-
ing those protoplasmic kisses, the intercellular articula-
tions (synapses) that appear to constitute the final ec-
stasy of an epic love story?"™*

The Eruption of the Unconscious and Other 19t Cen-
tury Phenomena

During the 19" century, advances in the sciences were
explicitly within the public domain. The French anato-
mist, physiologist and sculptor, Paul Richer suggested
“art could renew itself by looking to science” with its
modes of “observation, experimentation, analysis and
hypotheses, which were equally applicable to creative
invention.””® For Edvard Munch, whose father and
brother were physicians, and his sister a depressive,
an awareness of the pictorial means of manifesting
the physiology of flesh alongside emotional states of
being was an aesthetic concern. The relationship of
mind and body formed a discourse in psychophysiol-
ogy, erupting as an attempt to find material causes for
the emotions. In Munch'’s painting Melancholy (Laura),
1899, (fig 4) Kirk Varnedoe suggests that the table-
cloth in the lower left pictorially resembles brain tis-
sue. He states it is modeled “after the tinted coronal
brain sections which were used to illustrate neuro-
logical abnormalities in contemporary medical publi-
cations. This neuroanatomical allusion functions as a
specific exterior reference to Laura’s internal condi-
tion.”’® This painting, Varnadoe goes on, “reflects
Munch’s Symbolist concern with the materialization of
invisible impulses, and with psychological, not repre-
sentational, portraiture.”
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Norobilimde ¢igir agici bir baska kisi, Jean-Martin
Charcot'dur (1825-1893). Charcot, histeri ve hipnoz
lzerine calismalariyla Gnli olmasina karsin, ayni za-
manda sinir sistemi rahatsizliklarindan bir¢coguna
tani koyan ilk kisiydi. Charcot, klinik gozlemi, anato-
mik inceleme ile baglantili fiziksel semptomlari agiga
¢itkarmaya yonelik bir ara¢ gibi kullanarak, multipl
skleroz (MS), amyotrofik lateral skleroz (ALS) ve
Charcot-Marie-Tooth adi verilen bir noropati dahil ol-
mak Ulzere c¢esitli norolojik rahatsizliklari tanimla-
misti. (Resim 5) On dokuzuncu yiizyilin sonlarinda or-
ganik ve organik olmayan sinir hastaliklarina iliskin
gelismekte olan arastirmalar, depresyon, anksiyete,
fobiler, ataklar ve tremorlari iceriyordu. Beynin ve
beynin sinir aglarinin incelenmesi, zihin ile beden
arasindaki iliskiyi sorgulayarak bu yoldan devam et-
mektedir ve eylem halindeki beyni gorebilmemizi
saglayan islevsel beyin goriintiileme teknolojileri bu
arastirmalari zenginlestirmistir.

Resim / Figure &
Edvard Munch
Melankoli (Laura), 1899
Tuval iizerine yagliboya
110x126 cm.

Melancoly (Laura), 1899
Oil on canvas
110x126 cm.

© 2011 The Munch Museum /
The Munch-Ellingsen Group /
Artists Rights Society (ARS),
NY
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Another seminal figure in neuroscience is Jean-Mar-
tin Charcot (1825-1893) Although famous for his work
on hysteria and hypnosis, he was also the first to di-
agnose many of afflictions of the nervous system.
Employing clinical observation as a tool to reveal
physical symptoms attendant with anatomical dis-
section, Charcot diagnosed various neurological dis-
eases such as multiple sclerosis (MS), Amyotrophic
Lateral Sclerosis (ALS) and a neuropathy called Char-
cot-Marie-Tooth disease. (fig. 5) The developing in-
vestigation into organic and non-organic nervous dis-
orders in the late 19'" century encompassed depres-
sion, anxiety, phobias, seizures and tremors. Calling
into question the relationship of mind and body, the
exploration of the brain and its neural networks con-
tinues on this trajectory, enhanced by functional neu-
roimaging technologies permitting a glimpse of the
brain in action.

Bu sergi, alti cagdas sanat¢inin yapitlarini gindeme
tasiyor; bu sanatcilar yapitlarinda norolojik ve bilissel
bilimlerin cesitli yonlerini ele aliyorlar. Sanatc¢ilardan
her biri, paletlerinin temel o0geleri olarak yeni tekno-
lojileri -robotbilim, U¢ boyutlu tarama, photoshop,
hizli prototipleme, mikroskopla inceleme ve bilgisa-
yar gorintiisi- kullaniyor. Sanatcilarin hepsi, doga-
nin gizemlerini ve birligini ve doga sureglerini, bilgi ve
inanglarin aktarimini konu aliyor; ayrica, zaman igin-
de varolus konusunda insanlarin metaforlar yoluyla
neler dusunduiklerini isliyorlar. Madde, algilama ve
bellegin zihinde canlandirdigi bu tur metaforlari ya-
pitlarina katiyorlar; bu yolla, her birinin kendine 0zgl
kisilestirmeleri, baska seylerin yani sira agaglar, or-
manlar, alevler, siingerler ve aynalar bigimini aliyor.

George Lakoff ve Mark Johnson'a gore, bizi insan ya-
pan sey, bilingdisi bir metafor sureci olup, bu, imgele-
min kaynagini olusturur. Filozof Johnson ile dilbilimci
Lakoff, metaforu yazinsal yontemlerin aksine bir du-
stince bicimi' olarak irdelerler ve metaforik baglan-
tilarin insan bilisinin bigimleri oldugunu ortaya koyar-
lar. Psikiyatrist Arnold Modell, metaforu “iki asamada
somutluk kazanan bir bilis bi¢cimi” olarak gordur; “ilk
olarak, metafor bilin¢disi bir noral sirectir; ikincisi,
metaforlar bedensel hislerden Urerler, bu ylizden be-
densel imgelem diye bir seyi dustinmek mumkin-
diir."8

Resim / Figure 6 Horizontal sections (s) of the
Jean Martin Charcot cerebrum, displaying the
Farkli bdlgelerdeki skleroz islets of sclerosis in different
adaciklarinin gosterildigi regions

beynin yatay kesitleri (s) Plate Il from Jean Martin
Jean Martin Charcot'nun Charcot, Lectures on the
Lectures on the Diseases of Diseases of the Nervous

the Nervous System (Sinir System, (New York Tip
Sistemi Hastaliklari Uzerine Akademisi, 1962; 1881 Londra
Konferanslar) (New York Tip baskisinin tipkibasimi)
Akademisi, 1962; 1881 Londra

baskisinin tipkibasimi) adli © New York Academy of
kitabindaki Il no’lu resim Medicine

This exhibition brings the work of six seven contem-
porary artists to the fore, whose work addresses as-
pects of the neurological and cognitive sciences. Each
artist employs new technologies ranging from robot-
ics, 3-D scanning, Photoshop, rapid prototyping, mi-
croscopy and computation video as essential to their
palette. All are concerned with the mysteries and uni-
ty of nature and its processes, the transmission of
knowledge and beliefs, and the reveries of human
metaphors of being in time. By incorporating such
metaphors invoked by matter, perception and memo-
ry, their discrete personifications take the forms of
trees, forests, flames, sponges, and mirrors among
others.

For George Lakoff and Mark Johnson, what makes us
human is an unconscious metaphoric process, which
is the source of imagination. Examining metaphor as
a form of thought,'”” as opposed to literary devices,
philosopher Johnson and linguist Lakoff assert met-
aphorical connections as forms of human cognition.
Psychiatrist Arnold Modell sees metaphor as “a mode
of cognition that is doubly embodied: first as an un-
conscious neural process and second, that meta-
phors are generated from bodily feelings, so that it is
possible to think of the corporeal imagination.”®
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Ebedi Alev/Hareket Olarak Beyin

Michael Joaquin Grey'in imgeleri, zihin ile beden ara-
sindaki iliskileri ele alir. Kavramsal ve maddesel bir
bakis agisiyla ¢calisan Grey'in yapitlari, kaynagini ya-
pay yasam, genetik algoritmalar ve kendini orgutle-
yen sistemlerden alan kuram ve uygulamalara daya-
nir. Eadweard Muybridge'in 20. yuzyilin baslarindaki
hareket arastirmalarindan (Resim é) etkilenen Grey,
hareketin kimyasal bir tepkime olarak yakalanabile-
cegi yollari gorsel olarak kesfetmek lzere yola ¢ikar.
Dolayisiyla, Yapay Kas iki bileskeyi -aktin ile miyosin-
bir araya getirir; bunlar tepkimeye girdiklerinde cos-
kulu bir hareket olustururlar. Bu fotograf karelerinde
seyirci kasilmanin biyokimyasal olarak kodlandigi to-
pografik gorinimu gorsel olarak zihninde canlandi-
rir.

Tek resim kamerasi Muybridge'e hareketi ardisik
asamalar halinde gergeklesirken gorsellestirme ola-
nag! veriyordu. Sanatgl, bir dizi tek resim kamerasini
dizerek, bir 6znenin uzamda hareket ederken fotog-
raflarini ¢ekiyordu. Kadinlar ve erkekler ylirime ya
da kosma gibi normal eylemleri yerine getirirken,
Muybridge onlarin fotograflarini ¢ekerek, patolojik
“yurume oruntuleri olan kisiler ve kasilma halindeki
hastalar”in hareketi tUzerinde de odaklaniyordu. Bu
resimler, norolojik hastaligi belgeleyen ilk resimlerdi.
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The Brain as Eternal Flame/Locomotion

Michael Joaquin Grey’s images address inter-rela-
tionships between mind and body. Working concep-
tually and materially, Grey's work is bounded by theo-
ries and practices derived from artificial life, genetic
algorithms and self-organizing systems. Influenced
by Eadweard Muybridge’s motion studies (fig. 6)in the
early 20" century, Grey set out to explore visually the
ways in which motion can be captured as a chemical
reaction. Hence, Artificial Muscle brings together two
compounds; actin and myocin, which when reacted
create the rapture of locomotion. In these stills the
viewer visualizes the topographic landscape in which
contraction is biochemically coded.

For Muybridge, the invention of a stop-motion camera
permitted him to visualize movement in its unfolding
successive phases. By setting up an array of stop-
motion cameras, he photographed a subject moving
through space. In photographing men and women en-
gaged in normal actions such as walking or running,
Muybridge also focused on the locomotion of subjects
with pathological “gait patterns and of patients in
convulsions.” These pictures were the first to docu-
ment neurological disease.

Resim / Figure 6

Eadweard Muybridge
Muybridge Hayvan Devinimi,
Resim 91, yak. 1887

Muybridge Animal
Locomotion, Plate 91, circa
1887

© University of Pennsylvania
Archive

Michael Joaquin Grey'in Yapay Kas adli bilgisayar go-
rintistnde, Grey'in kendi kas liflerinden bir ornek
goruriz: Kendi koreografisi belirli dagarcigini ger-
ceklestiren kasilan bir kutle olarak. Bedenden ayri
tutulan kas lifleri, belirli bir kisiyle 6zdeslesmeksizin
aktif bir katilimci haline gelir. Soyut bir ¢izim bigimi
olarak bu biyolojik mekanizma, ger¢ek zamanda goz-
lenebilen bir insan eylemi konumunu edinir. Seyirci
bu yapitta normal olarak insan algilamasina kapali
olan biyolojik mekanizmalara tanik olur.

Uc tiir kas vardir: iskelet kasi, diiz kas ve kalp kasi.
Her biri islevini ayri yollardan yiiritiir. iradeye bagli
olan iskelet kasi, yururken, dans ederken ve genel
olarak durusta kullanilir. irade disi ya da 6zerk olan
diiz kas, bilincli denetime tabi degildir. idrar torbasi,
akciger ve bagirsaklar gibi organlari idare eder. Kalp
kasi da Gzerktir, ama yalnizca kalpte bulunur. Ug tiir
kasta da eylem, aktin ile miyosinin biyokimyasal tep-
kimesi ile belirlenir; bu da, Grey'in yapitlarindaki go-
rusleri -sinir sisteminin iki dinyaya ait oldugu, bun-
dan dolay! iradeye dayali edim ile irade disi eylem
arasinda baglanti kurdugu ve bilingli olani bilingdisi
olanla bagdasir kildigi- pekistirir.

Michael Joaquin Grey'in Amerika Glzeli Zaman adli
yapitinda, seyirci yanma sureci i¢indeki bir mumu
seyreder. Alev, maddeyi havaya donusturerek, oksije-
nin varligr araciligiyla kendini destekler. Alev, tipki
ruh gibi, sonsuz zamanda olmanin bir metaforudur.
Bu bilgisayar videosunda -bir DVD’'den degil, bir yazi-
Lim programindan kendini ger¢cek zamanda kuran bir
video- seyirci ele avuca sigmaz atesin goruntulerine
kendini kaptirir. Alev, benligin bir ikamesi olarak hem
avutucu, hem yabanildir, hem uygarlik kurucu, hem
tehlikelidir, biling ve bilincin yazgisiyla -netlesme, bu-
lanma ve sonunda tikenme- paralellik gosterir.

Baglantilar Agi Olarak Beyin

Cajal yazilarinda, agaglarin ve ormanlarin, ikonlar
arasinda baglanti kuran bir nota sistemi oldugunu be-
lirtiyordu: "Beyin korteksi, sayisiz agagla dolu bir
bahcgeye benzer; akilli ekim/6grenim sayesinde dalla-
rini ¢ogaltabilen piramidal hucreler, koklerini daha

In Michael Joaquin Grey's Artificial Muscle computa-
tional video, a sample of Grey’'s own muscle fibers are
shown as a contracting mass performing their cho-
reographed repertoire. Muscle fibers stripped from
the body become an active participant without identi-
fying to a specific person. As a form of abstract por-
traiture, this biological mechanism assumes the sta-
tus of a human action observable in real time. In this
work, the viewer is privy to biological mechanisms
otherwise invisible to human perception.

There are three types of muscle: skeletal, smooth
and cardiac. Each carries on its function in separate
ways. Skeletal muscle, which is voluntary, is em-
ployed in walking, dancing, and posture in general.
Smooth muscle, which is involuntary or autonomous,
is not under conscious control. It governs organs such
as the bladder, the lungs and intestines. Cardiac mus-
cle is also autonomous but exclusively resides in the
heart. In all three types of muscle, action is deter-
mined by the biochemical reaction of actin and myo-
sin, reinforcing notions in Grey’s work that the ner-
vous system belongs to two worlds, thus connecting
a voluntary performance with an involuntary action,
making the conscious compatible with the uncon-
scious.

In Michael Joaquin Grey's Miss American Time the
viewer observes a candle as it suffers through its
oxidation process. Turning matter into ether, the
flame supports itself through the presence of oxygen.
Like the spirit itself, the flame is a metaphor of dwell-
ing in finite time. In this computation video, one that
constructs itself in real time from a software pro-
gram rather than a DVD, the viewer is transfixed by
images of ethereal fire. As a surrogate for the self,
the flame is at once soothing and fierce, civilizing yet
dangerous, paralleling consciousness and its fate to
clarify, confuse, and ultimately expire.

The Brain as Wired Network

Cajal referred to trees and forests as a notational
system of connecting icons in his writings: “The cere-
bral cortex is similar to a garden filled with innumer-
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derine salar ve her giin daha nefis gigekler ve meyve-
ler Uretirler.”

Andrew Carnie ve Rona Pondick’in yapitlarinda agag-
lar ve ormanlar dikkat ¢ekici bir yer tutar. Dallanan ve
baglanti kuran, biiyliyen ve ¢oziilen bu tir koksaplar,
bircok kilturel baglamda ve binbir bicimde -seccade-
lerden cinilere, tarihsel resim ve frizlerden Charles
Darwin’in not defterine- karsimiza c¢ikan Yasam
Agaci'ni yansitir. (Resim 7)

Andrew Carnie'nin slayt gorintisu ¢alismasi Sihirli
Orman'da (1992), seyirciye dallara ayrilan néronlarin
goruntdleri sunulur: Bu goruntuler bir netlik kazanir,
bir bulaniklasirlar. Carnie, norobilimci Richard
Wingate'le isbirliginin bir parcasi olarak, Wingate'le
onun laboratuvarinda bulusup slayt lekeleme ve la-
zer konfokal mikroskopun gorsel ozellikleri hakkin-
daki teknik konulari konusuyordu. Carnie'nin belirtti-
gine gore, Sihirli Orman “arastirma igin ham veri top-
lama yontemini ¢agristirir; renkleri, mikroskop altin-
daki goruntuyu gorunur kilmak i¢in kullanilan leke-
lerdeki isinimin renkleridir."??
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able trees, the pyramidal cells, which can multiply
their branches thanks to intelligent cultivation, send
their roots deeper and producing more exquisite
flowers and fruits every day.”

Trees and forests figure prominently in the work of
Andrew Carnie and Rona Pondick. Branching and
connecting, growing and dissolving, such rhizomes
reflect the Tree of Life, that appears in numerous cul-
tural contexts and myriad formats: from prayer rugs
to ceramics, from historical paintings and friezes to
Charles Darwin’s notebook. (fig. 7)

In Andrew Carnie’s slide-dissolve work, Magic Forest
(1992), the viewer is presented with images of branch-
ing neurons as they fade in and out of focus. As part
of his collaboration with neuroscientist Richard Wing-
ate, Carnie would meet Wingate at his laboratory for
discussions about technical matters of slide staining
and the visual properties of the laser confocal micro-
scope. Magic Forest, Carnie states, "echoes the meth-
od of collecting the raw data for investigation; its col-
ors are those of the fluorescence in the stains used to
render the image visible under the microscope."?

Resim / Figure 7

Charles Darwin

Hayat Agaci

Charles Darwin‘in evrim
agacinin bilinen ilk taslag:;
Darwin bu agagla organizma
gruplari arasindaki iliskileri
betimler.

Tree of Life

First known sketch of Charles
Darwin of evolutionary tree
describing the relationships
among groups of organisms.

© Syndics of Cambridge
University Library

Sihirli Orman‘a girdigimizde, bir kafatasi belirir karsi-
mizda. Orman ¢igcek agarken, sayilari giderek artan
noronlar perdedeki yerlerini alirlar. Perde, saydam
malzeme olarak, néron ormaninin olaganusti kat-
manlarini gormemizi saglar - bu orman parlayan
Istktan olusmus ortustnu gozler onune sererken.
Perde kritik kiitleye eristiginde kararir ve sahnenin
merkezini alan kafatasiyla bastan baslar. Seyirci,
kabus goriyormuscasina, gorintiiniin bu yari say-
dam acilma-kararma dongusunin yarattigr hayalle-
rin icine cekilir.

Norobilimci Richard Wingate ile sanat tarihgisi Marius
Kwint, “Beyin Hucresini Goruntileme: Gorsel Kultir-
de Noron“da® genel olarak kiiltiiriin néronu yeniden
kesfini yorumlarlar. Norogoruntelemedeki sasirtici
ilerlemelere ve goruntilerin internet Uzerinden yayil-
masina isaret ederler; bunlar, iki arastirmaciya gore,
noronun popller konumunu zenginlestirmeye katki-
da bulunan etmenlerdir. Yirminci ylizyil sanati ve bili-
minin bir¢ok ortak ozelligi vardir: Birkagini saymak
gerekirse bunlar, soyutlama, pargalama ve indirge-
medir. Gene de, yirmi birinci ylizyilda sunu sorabiliriz
kendimize: Halihazirda bu disiplinler arasinda birin-
den otekine hangi ¢ekimler s6z konusudur? Sanatla-
rin bilimle iliskisinin bir yonu, gorsel sunum tarzlari,
usluplari ve yontemlerinde belirgin olarak gorulir.
Her Bati tarzi bilgi Ureten kurumun bir parg¢asi olan
dijital teknolojiler, laboratuvar ile stidyo arasindaki
bag dokularini zenginlestirirler. Cajal, Wingate ve
Carnie’'nin yapitlarinda agik¢a goruldidgu gibi, araglar
kullanilarak ulasilan goruntiler, bir anligina dustin-
cenin bir aynasi haline gelen imgelerin olusmasini
saglar.

Rona Pondick'in heykelleri bir simya ormani -gizem
ile mitsel olanin bulustugu buyulu bir yer- seklinde
betimlenmistir.2* Pondick’in ormani, parlatilmis pas-
lanmaz celik ve boyali bronzla bigimlendirilmistir,
ama bunlar var olan seylerin birer kopyasi degildir.
Pondick'in agaclari, melez bigimlerdir; yariinsan, yari
bitki. Sanatcinin basinin ya da ellerinin dokimleri,
dallarinicinde ve ustiinde birer ek olarak uzanir. Pon-
dick, Agactaki Bas (DATE) calismasina, basinin dal-

As we enter the Magic Forest, an apparition of a skull
appears. While the forest blooms, mounting numbers
of neurons assume their place on the scrim. As trans-
parent material, the scrim allows for a view of the
breathtaking layers of the neuronal forest as it cor-
rals its expanse of glowing light. Once it achieves
critical mass, the scrim turns black and begins again
with the skull taking center stage. As if in a waking
dream, the viewer is engulfed in reveries by this
translucent cycle of fade-in and fade-out.

In “Imagining the Brain Cell: the Neuron in Visual Cul-
ture”?® neuroscientist Richard Wingate and art histo-
rian Marius Kwint comment on the neuron’s rediscov-
ery by the culture at large. They point to astonishing
advances in neuroimagining and the dissemination of
images over the internet as contributing factors ad-
vancing the neuron’s popular stance. Twentieth-cen-
tury art and science shared many defining character-
istics: abstraction, fragmentation and reductionism
to name a few. However, in the twenty-first century
one may ask: what migratory attractions between
these disciplines are currently present? One aspect
of arts’ relationship to science is evident within
modes, styles and devices of visual representation.
Digital technologies, part and parcel of all Western-
type knowledge-producing institutions, enhance con-
nective tissues between the laboratory and the stu-
dio. As is self-evident in the work of Cajal, Wingate
and Carnie, instrumentalized visions forge images,
which become for a moment a mirror of thought.

Rona Pondick’s sculpture has been described as an
alchemical forest;* an enchanted place is where
mystery and the mythical conjoin. Pondick’s forest is
fashioned in polished stainless steel and painted
bronze, but these are not replicas of the extant. Her
trees are hybrid forms: part human, part plant. Casts
or scans of her head or hands sprout as appendages
inand on the branches. In Head in Tree (DATE) Pondick
inserts a cast sculpture of her head mingling with the
branches. Recalling ganglion, a mass of nervous tis-
sue surrounds the artist’s self-portrait as if she is in
a web of her own making. A parallel mass of coiled
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larla birlikte sarkan bir dokim heykelini ilistirir. Sinir
digimunu animsatan bir sinir dokusu kutlesi, sanat-
¢inin otoportresini ¢evreler, sanki Pondick kendi yap-
tig1 bir agin icindeymis gibi. Buna paralel bir sarmal
celik kutlesi, heykelin lizerinde durdugu kaide haline
gelir.

Nasil Buda'nin aydinlanmasi bir aga¢ altinda oturur-
ken olmussa, bir insan/bitki melezi de hem dogaya
aittir, hem karsitlarin bir sireklilik bicimi icinde var
olabildikleri diinya otesi bir seydir. Elestirmen Joe
Houston bunlardan soyle soz ediyor: “Bagdasmazli-
giyla rahatsiz edici olan insan/bitki melezi, ayni za-
manda gii¢li bir bliylime ve donlisim imgesidir."?5

Pondick'in yapitlari, gagimizin ileri teknolojileriyle i¢
ice olmalarina karsin, groteskin cesitli ¢ehreleriyle
yuklidir. Bir “fantazmagorya taskinligi tslubu” ola-
rak baslayan grotesk, gelisme siireci icinde sagma
varliklarin, giliing olanin, ¢arpik olanin, hilkat garibe-
sinin bir betimlemesine déniismistir. Harvard ilahi-
yat Okulu’'ndan James Luther Adams sunu yazar:
"Grotesk, ‘dogal fiziksel bitlinler'in pargalandigi ve
bunlarin parc¢alarinin aykiri sekilde yeniden dagitildi-
g1 bir diinyay! betimler”.?® Sanat tarihcisi Frances
Connelly'ye gore, glizel sanatlarda groteskin yeniden
yukselisi, “psikanaliz, fotograf, kitle iletisim araglari,
bilimkurgu, kitle imha silahlari ve sanal gergeklik da-
hil olmak lizere kulturel araglar” araciligiyla yayginlik
kazanmisti.?’ Grotesk s6zcligl, kiltlirel olarak nefret
uyandiran bir arka plana sahip olmasina karsin, mo-
dernist sanat ve bilim ¢ergevesi icinde canliligini ko-
rur. Groteskin kullanimi, hizi artan bir teknolojik mu-
dahale, biyomihendislik ve yasam bi¢imlerinin mani-
pule edilmesi ¢aginda kendini gosteren kaygi ve ikir-
cikleri yansitmaya devam eder.

Pondick’in alani, psikoloji ve noroloji alanlarini bir ug-
tan bir uca kat eder, arka plandaki iceriginin aksine
guzellikle donanmistir. Seyirci, Kaygi Boncuklari
(DATE) calismasinda, eski uygulamalardan -boncuk-
lari stres ya da gerilimi gidermek i¢in kullanma- yola
ctkarak bicim verilmis bir kolye bulur karsisinda. Bu
tir geleneklerde boncuklar, gogunlukla bir derin di-
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steel becomes the pedestal on which this erect sculp-
ture stands.

As Buddha's enlightenment arrived while he sat be-
neath a tree, a human/plant hybrid is both naturalistic
and otherworldly, where opposites can reside in a
form of continuum. Critic Joe Houston recalls them:
“disturbing in its incongruity, this human/vegetable
hybrid is also exhilarating as a powerful image of
growth and transformation.”

Although steeped in the advanced technologies of our
epoch, Pondick’s work is nevertheless imbued with
aspects of the grotesque. Originating as a “style of
phantasmagoric exuberance “the grotesque devel-
oped into a depiction of absurd entities, the ridicu-
lous, the distorted, the monstrous. “The grotesque
depicts a world where 'natural physical wholes' are
disintegrated and ‘their parts’ are monstrously redis-
tributed,” writes James Luther Adams of Harvard’s
Divinity School.?® For art historian Frances Connelly,
the reemergence of the grotesque in the fine arts was
expanded through “cultural vehicles including psy-
choanalysis, photography, mass media, science fic-
tion, weapons of mass destruction and virtual reali-
ty.”?” Although the word grotesque has a culturally
abhorrent subtext, it is within the frame of modernist
art and science that it remains active. Its use contin-
ues to reflect the anxieties and ambiguities brought
forth in an age of accelerating technological interven-
tion, bioengineering and the manipulation of life
forms.

Crossing the domains of psychology and neurology,
Pondick’s domain is inflected with beauty as a foil to
its underlying content. In Worry Beads (DATE), the
viewer is presented with a necklace fashioned after
ancient practices of using beads to relieve stress or
tension. In such traditions the beads course through
the fingers often as a form of meditation or prayer. In
Pondick’s piece, the beads themselves are cast with
Pondick’'s face on them, in varying sizes. Utilizing
3-dimensional scanning and rapid-prototyping,
Pondick can resize any of her images within a variety

siinme ya da dua bicimi olarak parmaklarin arasin-
dan gegirilir. Pondick'in yapitinda, cesitli boylardaki
boncuklarin Gzerine Pondick'in yiz resmi islenmistir.
Sanatgl, U¢ boyutlu taramayi ve hizli prototiplemeyi
kullanarak, herhangi bir imgesini ¢esitli boylarda ye-
niden boyutlandirabilmektedir. Bunlar, varolussal bu-
nalimi betimleyen ikonlar olarak, 6zl itibariyla stirek-
lilik gosteren bir insanlik durumuyla baglanti igcinde-
dirler.

isin ilginc yani su ki, yakin tarihli arastirmalar, nesne-
leri yineleyici bir tarzla islemenin, travma sonrasi
stres sendromu -travmatik imgelerin geri dontp kisi-
yi huzursuz ettigi bir psikolojik rahatsizlik- kurbanla-
rina yararli oldugunu gdsteriyor. Cambridge (ingilte-
re) Tip Arastirmasi Kurulu'ndan Emily Holmes'un ge-
listirdigi bir kuram var: “Elleri ve zihni mesgul etme,
gorsel imgeleri saklamanin ve kodlamanin arasina
girdigi icin”, bu tir eylemlerin iyilestirici degeri olabi-
lir.28

Algilama/Yanilsama ve Oteki Biling Halleri

Cok kanalli video yerlestirmesinin onciilerinden olan
Frank Gillette, teknolojinin “kendini tanima” kavram-
larini nasil degistirdigi ile ilgilenen ¢igir agici bir kisi-
dir. 1960'lL yillarin sonunda ¢ok kanalli video kullani-
miyla yola cikan Gillette,?? seyirciye kendisini gercek
zamanda kendisinin farkina varirken gozleme olanagi
veren yerlestirmeler olusturabiliyordu. Ornegin, Yol/
iz (DATE) (Resim 8), (Resim 9) calismasinda, TV ekran-
larinin olusturdugu bir piramit bes sira halinde gale-
rinin kosesine yerlestirilir. Uc kamera, seyircinin yii-
zunu c¢eker. Bir geciktirme sistemi olarak kurulmus
olan yerlestirmede, galeri seyircisinin gorintisu
once gercek zamanlidir, sonra l¢ saniye, daha sonra
dokuz saniye geciktirilir, en sonunda doruk noktasini,
dipteki bes ekrandaki on iki saniyelik geciktirme olus-
turur. Seyirci bu galeri yerlestirmesine katilarak,
kendini gergek zamanda ve uzamdaki l¢ noktadan
asamalil olarak geciktirilmis zamanda yasantilar. Bu
kisa sureli bellege, hatta onun bir adim 6tesinde san-
riya yakin bir deneyimdir.

of scales. As icons depicting existential crisis they re-
late to a fundamentally persistent human condition.

Ironically, recent studies demonstrate that handling
objects in a repetitive fashion has a benefit for vic-
tims of post-traumatic stress syndrome, a psycho-
logical disorder in which traumatic images circle
back and haunt. Emily Holmes of the Medical Re-
search Council in Cambridge, England has a theory
that "because keeping your hands and mind busy in-
terferes with storing and encoding visual images,”
such actions may have healing value.?®

Perception/Illusion and Other States of Conscious-
ness

Frank Gillette, an early pioneer in multi-channel video
installation, is a seminal figure engaged with the
ways wherein technology alters concepts of self-rec-
ognition. Beginning in the late 1960’'s with his use of
multi-channel video,?’ Gillette was able to create in-
stallations that allowed a viewer to observe himself
as he was becoming aware of himself in real time.
For example, in Track/Trace (DATE) (fig.8) (fig.9) a
pyramid of TV monitors is placed in the corner of the
gallery in five rows. Three cameras record the view-
er's visage. Set up as a delay system, the image of the
gallery viewer is at first in real time, and then delayed
by three seconds, then nine seconds and finally cul-
minating with a twelve-second delay on the five bot-
tom monitors. In participating in this gallery installa-
tion the viewer experiences himself in real and cas-
cading delayed time, from three positions in space, an
experience close to short term memory and by exten-
sion, even hallucination.

As an aspect of the uncanny, such kinds of preroga-
tive remain operative in his current work, arrived at
layer by layer through Photoshop software. At once
psychedelic and apocalyptic, these images resound
within extensive emotional recesses of feelings that
fly beyond direct or rational explanation. Gillette's
current work is the residue of retrievable levels of
representation of the way in which the self builds pa-
limpsests of disjunctive visual forms. In Fundamen-
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Tekinsizligin bir gorinumu olarak, bu tur ustalikli du-
zenlemeler halihazirdaki yapitlarinda varligini korur;
bunlara Photoshop yazilimi araciligiyla kat kat ¢alisi-
larak ulasilmistir. Ayni anda hem hayallere dalmami-
zI saglayan, hem kiyameti ¢agristiran bu imgeler,
dogrudan ya da akla dayali agiklamanin Gtesine ge-
¢en kapsamli duygu derinlikleriyle yankilanir.
Gillette'in bugunku yapitlari, benligin kopuk gorsel bi-
¢im palimpsestleri kurdugu erisilebilir temsil diizey-
lerinin kalintisidir. Temelde Iinsan'da seyirci, algisal
sanriyla yukli bir dinyayla karsilasir; bu diinyada ay-
nalar, negatif uzam imgesini ustlenirler ya da goriin-
tiler oyunu zaman iginde beliriverir.

Man Ray'in karelerinde bir ornegini gordigimdiz tzere,
Gillette'in geleneksel fotograf ile fotograf makinesiz fo-
tograf arasinda bir yere konumlanan yapiti, kisiyi oyle
bir bilingdisi katmanina, oyle bir insanlik bolgesine gotu-
rur ki, orada her sey mimkindir ve inceden inceye te-
dirgin edicidir. Gillette'in manik formlari, bir riiyadaki ig-
sel gegicilik alani ile gergekligin sanrili hiperuzami ara-
sinda zikzak ¢izer. On dokuzuncu yulzyil boyunca fotog-
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tally Human, the viewer is confronted with a world
rife with perceptual hallucination, in which mirrors
take on the image of negative space or the phantas-
magoric erupts in time.

Located somewhere between traditional and came-
raless photography exemplified in the work of Man
Ray’s photograms, Gillette’ work brings one into a
strata of the unconscious, a zone of humanness
where all is possible, if not exquisitely disturbing. His
manic forms crisscross between the internal zone of
ephemerality in a dream and the hallucinatory hyper-
space of the real. During the 19" century, in addition
to the precision of the real, photography also em-
barked on what came to be known “spirit photogra-
phy.” In such works, as in present day Photoshop ma-
nipulations, the immaterial “exposes the slippage that
exists between seeing and believing."*

In ZZ Aperion #175 (DATE) Frank Gillette enjoins an
image of a mirror wherein there is dissolution be-
tween its reflective visage and the outside world. Lit

Artist's Meta-communicative Processes Sanatginin Ust-iletisim Siiregleri
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raf, gercekligi kesin olarak yansitmanin yani sira, “tinsel
fotografgilik” olarak bilinen sanat haline de gelmeye
baslamisti. Bu tir yapitlarda, glinimuzdeki Photoshop
mudahalelerinde oldugu gibi, maddi olmayan yon “gor-
me ile inanma arasinda var olan farki agiga vurur”.3®

Frank Gillette "ZZ Aperion #175 (DATE) adli calisma-
sinda, bir ayna goridntisund kullanir; bu gorintide
aynaya yansiyan ¢ehre ile dis diinya arasinda bir ¢o-
zulme soz konusudur. Cergevenin icindeki aydinlatma
ya da disaridan gelip kirilan 1sik yoluyla gordukleri-
miz, Aynanin icinden Alice'e benzer bir carpitilmis
benlik fragmanlaridir. Bu tur yayilma, zihinsel halle-
rin kendilerine 6zgu bir yasama burtndukleri bir bas-
ka dunya imler. Ayni zamanda benligin bir benzeri
olan bu yapittaki ayna, gergekligin sinirlarini asar.
Kurulmus bir goriinti olmasina karsin, zihnin kurunt-
lu hallerine, diislere ve hayallere de gonderme yapar.

Seckin bilim adami, norobilimci Oliver Sacks, yakin-
larda verdigi “Sanri, Zihinlerimiz Hakkinda Neyi A¢iga
Vuruyor?” baslikli bir TED konferansinda, psikotik
sanrilar ile oteki sanri bigimlerini birbirinden ayirir:
Psikotik sanrida imgelemsel “resimler”, bu sanrilari
goren zihni kusatir, bastan ¢ikarir ya da eglendirir;
oteki sanri bigcimleri beyinle bitiunlesmis olup psiko-
tik kokenli degildir. Sacks, bir bakimevindeki yasli bir
kadini ornek verir: Gorme engelli bu kadin bir gun,
denetleyemedigi sanrilar gormeye baslar. Kadinin
sanrilari, kendi bellegine ya da ge¢misine yabanci go-
runtuler sergileyen bir sessiz film gibidir. Bu tur or-
neklerde beynin gormeye ayrilmis kismi hiperaktif
hale gelir ve dramatik etkiler yaratir.3!

Gillette'in yapitlari, bilimkurgunun ele aldigi glinimuz
distopyalariyladailgilidir.Gibson'in Neuromancerindan
Bicak Sirti ve Matrix'e, seyirciler teknolojik kaynakla-
rin duyulur yasami donusturdigu apokaliktik bir dus
icinde kalakalirlar. Ne var ki, dramatik anlatida boyle
bir karanlik varligini duyursa da, bilgisayar destekli
arabirimler gormeye egemen olur. Halihazirda, aras-
tirmacilar, kisinin bir bilgisayar imlecini zihniyle hare-
ket ettirebildigi bir aygit kurmus, boylece dis gergeklik
ile iletisim aglarinin kapsamini genisletmislerdir.

from inside the frame or reflecting light from the out-
side, what is made visible are fragments of a distort-
ed self akin to Alice Through the Looking Glass. Such
diffusion suggests another world in which mental
states assume a life of their own. The mirror in this
work, also a stand-in for self, transgresses the
boundaries of the real. Although a constructed image,
it also refers to delusional states of mind, dreams and
fantasies.

In a recent TED lecture, “"What hallucination reveals
about our minds,” given by neuroscientist Oliver
Sacks, the eminent scientist distinguishes between
psychotic hallucinations in which imaginary “pic-
tures” invade to seduce or amuse its host, and other
forms of hallucination that are hard-wired into the
brain which have no psychotic origin. He cites the
case of an elderly woman in a nursing home who is
visually impaired and one day begins to have halluci-
nations over which she has no control. Her hallucina-
tions are like a silent film displaying images foreign to
her memory or history. In such cases the part of the
brain assigned to visuality becomes hyperactive and
creates the dramatic effects.!

Gillette's work also speaks to the current dystopias
annexed by science fiction. From Gibson's Neuro-
mancer to Blade-Runner, to Matrix, viewers are sus-
pended in an apocalyptic dream where technological
resource has metamorphosed sentient life. However,
even as such darkness resounds in dramatic narra-
tive, computer-assisted interfaces trump the vision.
Currently, research scientists have constructed an
apparatus whereby a person could move a computer
cursor with his or her mind, thus opening up networks
of communication with external reality.

The Birth of the Imagination

For Michael Rees, technology also takes on a seminal
role. Rees, a pioneer in digital sculpture, investigates
the ways in which three-dimensional programs can
create sculptural form from a series of zeros and
ones. Modeling programs of this kind, employed by
engineers, scientists, physicians and Hollywood spe-
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imgelemin Dogusu

Michael Rees'de de, teknoloji ¢igir acici bir islev Ustle-
nir. Dijital heykelin onculerinden Rees, U¢ boyutlu prog-
ramlarin, bir sifirlar ve birler dizisinden heykel bigimini
nasil olusturabileceklerini arastirir. Miihendislerin, bi-
lim adamlarinin, doktorlarin ve Hollywood ozel efekt
uzmanlarinin kullandigi bu tir modelleme programla-
ri, sanal uzamda dondurulebilen ve ayni anda bilgisa-
yar ekranlarinda her agidan gozlemlenebilen lg¢ boyut-
lu nesneler yaratir. Sanat ve mimarliga ek olarak, bu
dondirme yetisi, cerrahi prosedirlerde ve onarici tipta
olaganustu kesinlikle ¢alismayi saglayan ilerlemelere
aracl olmustur.

Rees, heykellerinde kitle tretim, cerrahi ve mihendis-
lik teknolojilerini kullanmakla birlikte, bu heykeller be-
lirgin sekilde ayriksi bir yol tutar. Rees'te beden, ¢ikari-
lip takilabilir, istendiginde bigim verilebilir par¢alar bi-
tind haline gelir. Bu yolla, Rees arzu ettigi anatomik
kesinlige ulasmakla kalmaz, ayni zamanda yapiti geri-
ye, imgelemin yansitilabilecegi bir mitolojiye de ulasir.
Rees Anja serisinde bir kafatasi ile bir dolyatagini yan
yana koyar, sanki uroboros'a uzanan bir an yaratmak
ister. Mitsel zamanda, kendi kuyrugunu yutan yilan im-
gesi, yasamin 6liim ve yeniden dogus yoluyla dongtisel
seyrinin guglu bir simgesiydi. Rees'te, imgelemin dogu-
su belki de insanin yeniden dogus i¢in kusandigi zirhtir.

Omurga c¢esitli unsurlari bir arada tutar, vertebral ko-
lon omuriligi korur. Beyinle birlikte omurilik, merkezi
sinir sistemimizi olusturur. Omurilik, hareketlerden,
reflekslerden ve duyumsal bilgiden sorumlu noral dev-
releri de icerir; bir yapi olarak, bedenin kollar, bacaklar,
parmaklar, ayak parmaklari, boyun ve iskelet kaslari
gibi diger bolgelerine sinyalleri aktarmaktan sorumlu-
dur. Rees'in heykelinde, omurga insanin kendisini, dik
durusunu, uyanik gicund, yapip etme duygusunu tem-
sil eder. Hem kirilgan, hem esnek ayrintilarin zarifligi,
dogasi geregi son derece insana 6zgl olan noronal ya-
sam iplerini ve iletisim aglarini idare eder. Sanat eles-
tirmeni Edward Shanken'e gore, Rees’in yapitlari “me-
tafizik bilgiyi, bilisin dis sinirlarinda var olan estetik bi-
cimlere donlstiirtip slizen kozmik armaganlar”dir.32
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cial effects experts create three-dimensional objects,
which can be rotated in virtual space and observed
from every angle simultaneously on computer
screens. In addition to art and architecture, this rota-
tional capability has advanced surgical procedures
and regenerative medicine with breathtaking accu-
racy.

Although employing technologies used for mass pro-
duction, surgery and engineering, Rees’ sculpture
takes on a decidedly distinct turn. For Rees, the body
becomes a set of moveable parts, to be sculpted at
will. In this way, Rees not only attains the accuracy of
anatomy he desires, but his works reach back to a
mythology in which the imagination can be material-
ized. In his Anja series he juxtaposes a skull and the
uterus, as if to create an up to the moment ouroboros.
In mythic time, the image of a serpent eating his own
tail was a potent symbol of life's circulating continuity
through death and rebirth. For Rees, the birth of the
imagination is perhaps man'’s armature for rebirth.

The spine is that which holds things together, the ver-
tebral column protecting the spinal cord. The spinal
cord along with the brain composes our central ner-
vous system. The spinal cord also contains neural
circuits that are responsible for movements, reflexes
and sensory information. As a structure it is respon-
sible for transmitting signals to other parts of the
body such as the arms, legs, fingers, toes, neck and
skeletal muscles. In Rees’ sculpture the spine is a
stand-in for man himself, his upright posture and
awakened power, his sense of agency. The delicacy of
detail, both fragile yet resilient, orchestrates the neu-
ronal threads of life and wires of communication so
human in nature. For art critic Edward Shanken, Rees'
works are “cosmic gifts that translate and distill
metaphysical knowledge in aesthetic forms that exist
at the outer limits of cognition.”3?

The making and remaking of the body is currently un-
dergoing a radical repair initiative. Currently, MIT re-
searchers such as Rutledge Ellis-Behnke and Gerald
E. Schneider have created a biodegradable micro-

Bedenin olusumu ve yenilenmesi, halihazirda koklu bir
gozden gecgirme asamasindan ge¢mektedir. Halen,
Rutledge Ellis-Behnke ve Gerald E. Schneider gibi MIT
arastirmacilari, beyin hicrelerinin gelismesine olanak
saglayan ve biyolojik olarak pargalanabilen mikrosko-
pik bir kopru yaratmislardir. Norobilimciler farelerle
yaptiklari arastirmada, kesik noral yollari olan hams-
terlere kismi gormeyi kazandirmayi basarmislardir.
Yeni noronlar gelismese de, bu kopru “var olan hiicre-
lerin akson adi verilen uzun dal benzeri uzantilarini ye-
niden gelistirebildikleri” bir ortam yaratmistir.3®

Rees'in yaratici imgelemi, belki de gelecekte omurga
gibi karmasik bir seyin rokonstriskiyonunu haber ve-
rirken, laboratuvarlarda onarici tip ve bilgisayar des-
tekli aygitlar yoluyla bedeni onarmaya yonelik tekno-
lojik ¢ozumler bulma ¢abalari sirmektedir. Bir yan-
dan imgelem, siradan gergekligi yok etmek i¢in kulla-
nilabilirken, ote yandan temelde insan olma dedigi-
miz derin gizemli etkinligin bir parcasidir. Rees'in
iyimserligi, yapay olan ile gercek olan arasindaki bos-
lugu bir kopriyle kapayarak, iyilesmenin olasi oldugu
bir gelecege isaret eder.

Diisiince Bigimleri ve Simgesel Deger

Suzanne Anker’in emar (manyetik rezonans) tarama-
larini kullanmasi, gorinti olusturma ve bunlarin yo-
rumlanmasi Ulzerine duslinceyi tahrik etmektedir.
Emar Kelebegi (2008) calismasinda, seyirci bir ag
seklinde duzenlenmis on bes esit beyin taramasini
seyre koyulur. Her ¢ergevenin ortasinda tek bir kele-
bek imgesi vardir; Anker bunun Ulzerine Rorschach
Testi'nden birbirinden kolayca ayirt edilebilen gesitli
mirekkep lekelerini koyar. Herman Rorschach (1884-
1922) tarafindan gelistirilen ve yansitmali psikolojik
araglar niteligi tasiyan bu testler, hastalarin anlamca
belirsiz, gene de simetrik desenlere iliskin izlenimle-
rini betimleyerek anlatilar yaratmalarini saglar.

Emar taramalarinin uzerine kelebek imgelerinin ve
murekkep lekelerinin oturtulmasi, sekil-zemin iliski-
lerinde algisal ¢esitlemeler yaratir, bu da seyircide
bir tir optik yanilsamaya yol acar. Aslinda, her dijital
baskidaki kelebekler ayni olmakla birlikte, birbirle-

scopic bridge that allows brain cells to flourish. In
their research with mice, neuroscientists were able
to restore partial vision in hamsters with severed
neural pathways. Although no new neurons were
grown, this bridge created an environment whereby
“existing cells could regrow their long branchlike pro-
jections called axons."3®

While Rees' creative imagination is portending per-
haps the future reconstruction of something as com-
plex as a spine, efforts are underway in laboratories
to find technological solutions of remaking the body
through regenerative medicine and computer-assist-
ed devices. If imagination can be employed to dis-
solve mere ordinary reality, it is part of the profound
mysterious activity of being fundamentally human.
Bridging the gap between the artificial and the real,
Rees’' optimism signals a future in which healing is a
possibility.

Thought Forms and Symbolic Value

Suzanne Anker’'s employment of MRI scans provokes
reflection on the processes of image production and
their interpretation. In MRI Butterfly (2008) the viewer
engages with fifteen identical brain scans arranged
in a grid. At the center of each frame is an image of a
single butterfly, onto which Anker superimposes a
variety of distinctly different Rorschach-type-test
inkblots. These tests, projective psychological tools,
developed by Herman Rorschach (1884-1922) allow
patients to create narratives by describing their im-
pressions of ambiguous, yet symmetrical designs.

The overlay of butterflies and inkblots superimposed
on MRI scans creates perceptual variations in figure-
ground relationships, causing a form of optical illu-
sion in the viewer. In effect, although the butterflies
are identical in each digital print, they appear differ-
ent from one another. The complex system of the su-
perimposed images evokes the underlying neurologi-
cal processes at work in human perception. This vi-
sual experience also underscores the non-univocal
character of functional neuroimages and informs us
that these are end products of complex numerical
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rinden farkli goriinirler. Ust tiste bindirilmis gériintii-
lerin olusturdugu karmasik yapi, bunun ardinda yer
alan ve insan algilamasinda gecerli olan norolojik su-
recleri akla getirir. Bu gorsel deneyim, islevsel noro-
goruntilerin secik niteligine de vurgu yapar ve bize
bunlarin bilim adami agisindan sezgi ve yorumu ge-
rektiren karmasik sayisal veri islemenin urinleri ol-
dugunu bildirir. Bir emar taramasi kan basincini ve
beynin ¢esitli bolgelerine oksijen akisini dlger ve sayi-
sal verimleri resimlere donusturur.

Emar Kelebegi animasyonu (Erik Satie tarafindan
bestelenmistir), diizenlenmis bir uzama hareket ha-
lindeki goriintliyu yerlestirir. Bu animasyon, bir izle-
nim gibi, baska bir sey icinde belirmeye dogru giden
bilingte kisa bir durus gibi, mizahi bir yoldan duslin-
cenin hizina not diser. Distinceler somut bicime bu-
rundurilebilseydi, nasil bir gorinimleri olurdu? Gor-
sel sanat ne yolla imgelemdeki benzeri gorintileri
ortaya koyar?

Bir Baska Uzama Dair (2009) ve Biota (2011) calisma-
larinda, hizli prototiplenmis heykelcikler parasutler-
de bas asagi asili dururlar ve porselen deniz slinger-
lerinin gozeneklerine yerlestirilmislerdir. Sanatlarda
ve bilimlerde bilgi treten uygulamalar, bulusa ve do-
ganin sinirlarinin otesine gitme becerisine gonderme
yaparak, kdltirel mirasin sinirlarini genisletirler.
Leonardo’da ugma, onun doneminde diissel olmakla
birlikte, blyuk hizlarda diinyanin dort bir yanina gidip
gilmeye olanak saglayan bir gercgeklik haline gelir.
(Resim 10) Sanat nesnelerinin figiiratif heykelleri ve
muskalari®* icerecek sekilde gelismesi, bazi kuram-
larda erken donem insaninin beynindeki noronal de-
gisimlere baglanmistir. Bir taklit ve ritiel bi¢cimi ola-
rak bu tir figuratif bir donus, ayni zamanda bilingte
bir degisimi gosteriyordu. Burada sunulan figurler, ilk
"Venuls" heykelcikleri ornek alinarak yapilmistir.

Anker, deniz siingerlerini madde olarak beynin ika-
meleri olarak kullanir. Deniz siingerlerinde sinir sis-
temleri bulunmamakla birlikte, gegmisleri ¢cok eskile-
re giden bu hayvanlar, karmasik norolojik sistemlerin
gelisim asamasindaki kokenleri hakkinda ipuglari su-
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data processing that involve intuition and interpreta-
tion on the part of the scientist. An MRI scan mea-
sures blood flow and oxygenation to areas of the
brain and transforms that numerical data into pic-
tures.

The animation of MR/ Butterfly (set to a score by Erik
Satie) delivers the image in motion into a choreo-
graphed space. Much like an impression, a brief stop
in consciousness on its way to emerging into some-
thing else, this animation humorously annotates the
speed of thought. If thoughts could be materialized,
what would they appear to be? How does visual art
manifest imagination’s convergences?

In Of Another Space (2009) and Biota (2011) small
rapid-prototyped figurines dangle upside down from
parachutes and are embedded in the pores of porce-
lain sea sponges. Referring to invention and the abil-
ity to go beyond nature’s constraints, knowledge-pro-
ducing practices in the arts and sciences augment
the limits of inheritance. For Leonardo, flying, al-
though imaginative in his time, eventually becomes a
reality permitting global crisscrossing at enormous
speeds. (fig. 10) The evolution of artifacts to include
figurative sculpture and amulets®* has been attribut-
ed, in some theories, to neuronal changes in the brain
of early man. As a form of mimesis and ritual, such a
figurative turn was also a change in consciousness.
The figures represented here are modeled after early
“Venus" statuettes.

Anker uses sea sponges to function as surrogates for
material brains. Although sea sponges lack nervous
systems, these ancient animals offer clues to the de-
velopmental origins of complex neurological sys-
tems. Sea sponges possess “signature proteins”
which react "in a similar way to the proteins in syn-
apses.” They possess all of the building blocks for the
development of nerves, which make them invaluable
organisms for studying neurological disorders. Most
recently, studies concerning the origin of brains and
neurons have looked towards primitive life forms
such as sea urchins, hydras and sponges. Scientists

narlar bize. Deniz siingerleri, “sinapslardaki protein-
lere benzer yoldan” tepki veren “imza proteinler”iice-
rirler. Sinirlerin gelismesi i¢in gerekli bitlin yapi tas-
larina sahiptirler; bu da onlari norolojik rahatsizlikla-
riarastirmak agisidan son derece degerli organizma-
lar kilar. Beyin ve noronlarin kokeni ile ilgili daha ya-
kin tarihli arastirmalarda, deniz kestanesi, hidra ve
siinger gibi primitif yasam bigimleri incelenmektedir.
Son zamanlarda, Avustralya'daki Buylk Set
Resifi'ndeki deniz singerlerinin genomunu ¢ikaran
bilim adamlari, insanlar ile deniz stingerlerinin genle-
rinin yaklasik ylizde 70'nin ortak oldugunu bulmus-
lardir.

Biota (2011) kurulurken, deniz silingerleri porselen
slip dokim ¢amuru kapli bir kalip olarak kullanilmis-
tir. Cesitli stingerler, slip dokiim camuruna (bir tir su-
landirilmis kil) bastirilmis, bu yolla slingerin goze-
nekli yuzeyindeki dokunun ince ayrintilari yakalan-
mistir. Anker'in deniz siingerinin bedenini baska mal-
zemelere donustirme -madeni dokimuinu yaparak
u¢ boyutlu tarayarak ya da pigmentlerle boyayarak-
yonundeki butlin cabalari basarisizlikla sonuglan-

recently sequencing the genome of sea sponges from
the Great Barrier Reef in Australia have found that
humans share approximately 70 percent of their
genes with sea sponges.

In fabricating Biota (2011) sea sponges were em-
ployed as a matrix impregnated with porcelain slip.
By submerging the variegated sponges in slip (a lig-
uefied form of clay) the intricate details in texture of
the sponge’'s porous surface one captured. While
Anker's efforts to translate the body of the sea sponge
into other materials by casting in metal, scanning in
3-D or dyeing with pigments all met with failure, her
sea sponges in porcelain remain uncanny and pos-
sess ghostlike presences.

Artificial Life and Robotic Interludes

Leonel Moura, pioneer in robotic art, creates automa-
tons which generate poems, drawings and paintings.
His oeuvre, based on emergent behavior, permits the
production of novel combinations and patterns akin
to organizational properties of complex systems. He
titles his robots “artbots.” The ISU series, named af-

Resim / Figure 10
Leonardo da Vinci
Parasiit taslagi ve ¢izimi,
1483

Yaprak 1058, arka yiiz

Parachute design and
drawing, 1483

Folio 1058, verso

© Codex Atlanticus,
© Photo Researchers Inc.
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misken, porselen deniz siingerleri tekinsiz varliklari-
ni surdurdr ve hayaletimsi bir goriinim sergilerler.

Yapay Yasam ve Robotlarin Ara Oyunlan

Robot sanatinda onclilerden olan Leonel Moura, siir-
ler, ¢izimler ve resimler yapan robotlar yaratmakta-
dir. Belirmis davranisi (emergent behavior) temel
alan yapitlari, karmasik sistemlerin orgutlenme ozel-
liklerini andiran yeni birlesimlerin ve oruntulerin tre-
tilmesine olanak saglar. Sanat¢l, robotlarina “sanat-
bot” adini verir. Letrizmin kurucusunun adindan esin-
lenilerek adlandirilan ISU serisi, Rumen sairi Isidore
Isou'ya adanmistir. 1940°lLi yillarda dada ile baglantili
bir avangard akimi olan letrizm, deneysel dil ile ilgile-
niyordu ve sairin duragan buldugu eski toplumsal ku-
rumlarin yerini alan toplumsal kurumlardan olusmus
yeni bir kiiltire bicim vermek icin kurulmustu.?’

Robotbilimi sanatsal bir ¢cercevede ele alan Leonel
Moura, su fikre isaret eder: "kolektif robotbilim, sa-
natsal bir aktarim ortami olarak disunuldigiinde,
hi¢cbir yarar ya da nesnel islev goz ontinde bulundu-
rulmamalidir”. Moura’'nin sensorler, bir kumanda ay-
giti ve calistiricilarin kullanildigr sanatbotlari, insan
bedeninde aktif olan irade disi kas yapisini andiran
bir tir otomatik yazi gerceklestirir.38

Moura, yaratisini soyle betimler: “ISU, renge tepki ve-
rir. Beyaz tuval Uzerinde -bu durumda once bir seyler
karalamasi gerekir- ya da dogrudan renklere ve sekil-
lere tepki vererek bir imge lzerinde g¢alisabilir. Bu or-
nekte ISU, bir insan bedeni imgesi uUzerine yerlestiril-
mis pleksiglas uzerinde ¢alismistir. ISU, bedenin dis
cizgilerini bulmakta once biraz zorlanmistir. Sonunda
imgeyi kaldirdim ve ISU’'nun ‘goris’iini elde ettim”.3?

ISU’'nun bunun sonucunda ortaya ¢ikan yapiti, seyirci-
ye sinir liflerini animsatan bir ¢izgiler agi sunar. Bu
imgeler, mekanik olarak elde edilmelerine karsin, as-
linda gesitli soylemler konusunda bir seyler soyler-
ler: interaktiflik, riinti tanima, yapay zeka ve noron
yollari. Yapitin i¢cinde dadaistlerde, gergekustuculer-
de ve John Cage'in partisyonlarinda gordigimiz bi-
cimiyle rastlantiya dair fikirler de yer alir.
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ter the founder of Lettrism, is dedicated to the Rou-
manian poet, Isidore Isou. Lettrism, an avant-garde
movement in the 1940's related to Dada, was con-
cerned with experimental language and was initiated
to form a new culture of social institutions replacing
those the poet deemed stagnant.?®’

Leonel Moura, addressing robotics within artistic
terms, points to the idea "when collective robotics is
thought of as an artistic medium, no utility or objec-
tive function should be considered.” Employing sen-
sors, a controller and actuators, Moura's artbots per-
form a kind of automatic writing, similar to the invol-
untary musculature active in the human body.3

Moura describes his creation thus: “ISU reacts to col-
or. It can work on a white canvas - in which case it
needs to do some scribbling first —, or over an image,
reacting immediately to the colors and shapes. In
this case, ISU worked on Plexiglas placed over an im-
age of a human body. At first ISU had some difficulty
in finding the contours of the body. At the end | have
removed the image and got ISU’s ‘vision'."%’

The resulting work by ISU presents the viewer with a
network of lines reminiscent of nerve fibers. Although
mechanically derived, such images do in fact address
several discourses: interactivity, pattern recognition,
artificial intelligence, and neuronal pathways. Also
embedded are ideas concerning chance as experi-
enced by the Dadaists and Surrealists and the musi-
cal scores of John Cage.

These drawings on Plexiglas, human in scale, ask us
to consider creativity from a mechanistic perspective.
What suppositions are in place when we evaluate
ISU's work as compared to that by a flesh and blood
artist? Recalling Jacques Monad’s Chance and Neces-
sity, in which the Nobel Laureate discusses the con-
tradictions between living organisms and principles
of objectivity, ISU's adaptation to its environment is
on a different scale of order than that of living organ-
isms.

Pleksiglas uzerine ¢izilmis insani boyutlardaki bu ¢i-
zimler, yaraticiligi mekanik bir perspektiften deger-
lendirmemizi isterler bizden. ISU'nun yapitini etiyle
kemigiyle insan bir sanatginin yapitiyla karsilastirdi-
gimizda, ne gibi onkabullerden yola ¢ikmaliyiz? Nobel
odillu Jacques Monad’'nin canli organizmalar ile nes-
nellik ilkeleri arasindaki celiskileri ele aldig1 Rastlan-
ti ve Zorunluluk'unu animsadigimizda, ISU'nun kendi
¢evresine uyumu, canli organizmalarin uyumundan
farkli bir dizlemde yer alir.

Yakin tarihli bir ornek: Bir IBM bilgisayari olan Wat-
son, popller televizyon programi Jeopardy'de iki unli
yarismaciyla eslesmistir. Bu bilgi yarismasinda, ya-
rismacilar tarihten din, bilim, sanat ve poptler kulti-
re uzanan bir yelpaze igcinde sorulari yanitlamak igin
birbirleriyle yarisirlar. Digmeye basarak hizli tepki
zamani, yarismacinin yanit veren ilk kisi olmasini
saglar. Watson'in blyuk bir farkla rakip yarismacilari
yenmesi sasirti degil. insandan farkli olarak, bilgisa-
yar agik¢a farkli bir yoldan tepki veriyor. www.egad-
get.com sitesinden gazeteci Paul Miller su agiklamayi
getirmis: "Watson'in sorulan soru i¢in -hem soruyu
anlamak, hem karsiligi hazirlamak igin- islettigi bin-
lerce algoritmasi var. Watson bunlari ardisik olarak
isletip sonuglari ge¢mek yerine, hepsini ayni anda is-
letiyor ve sonugta ortaya ¢ikan binlerce yaniti esza-
manli olarak karsilastirip, soru igin olasi bir anlam ve
olasi bir yanit buluyor. Algoritmalar ¢ok kapsamli veri
tabanlariyla destekleniyor.”

Sanat ve Bilimde Gelecegi Arastirmaya Dogru

Bu sergide, gorsel sanatlar ve bilimsel arastirmada
kosut uygulamalar kurgulamayi se¢tim; bu uygula-
malar bir dizi ortak sorudan yola ¢ikar: imgelem ne-
dir ve nasilis gorir? Teknolojik goriintilemedeki iler-
lemeler, algilamay! ve anlamayi nasil etkiler? Zihnin
anlatim nitelikleri ile elestirel distinme nasil birlesti-
rilebilir? Bilin¢ nedir ve nasil artirilabilir? Bir sanatgi-
nin yapitini norobilimdeki ona kosut bir konuyla bir-
likte anmak suretiyle, okur kiltirel imgelemle ilgili
gorislerle oldugu kadar bilimsel yeniliklerle de ta-
nistirilmis oluyor. Kaltur tarihgisi Graham Dawson'un
tanimladigi bicimiyle imge diizenleri ya da elestirel

A recent example: Watson, an IBM computer, matched
up with two sentient champions on the popular TV
program “Jeopardy.” In this game show, contestants
wrestle wits in answering questions on topics rang-
ing from history to religion to science, art, and popu-
lar culture. Rapid response time, by buzzing in, offers
a contestant the first option to answer. Not surpris-
ing, Watson, thrashed its opponents. Unlike human
agency the computer responds in a distinctly differ-
ent manner. Journalist Paul Miller from www.egad-
get.com explains: “Watson has thousands of algo-
rithms it runs on the question it gets, both for com-
prehension and for answer formulation. Instead of
running these sequentially and passing along results,
Watson runs them all simultaneously and compares
all the myriad results at the end, matching up a po-
tential meaning for the question with a potential an-
swer. The algorithms are backed up by vast databas-

"

es.

Towards Future Research in Art and Science

In this exhibition | have chosen to construct parallel
practices in visual art and scientific research, which
share a set of propositions: What is the imagination
and how does it function? How do advances in techno-
logical imaging impact perception and understand-
ing? How can expressive qualities of mind be com-
bined with critical thinking? What is consciousness
and how can it be augmented? By citing an artist’s
work in relation to a companion issue in neurosci-
ence, the reader is introduced to notions of the cul-
tural imaginary as well as scientific innovations. Cul-
tural imaginaries, or critical fictions, as defined by
cultural historian Graham Dawson is a set of “discur-
sive themes, images, motifs and narrative forms that
are publicly available within a given culture at any
one time, and articulate its psychic and social dimen-
sions.” Some cultural critics and historians view the
cultural dimensions of neuroscience as being em-
ployed to assist education, pharmacology, marketing
and psychology et al.

Current narratives in visual art and neuroscience
have a dimension of science fiction: Imagine fabricat-

43



kurmacalar, “belirli bir kiiltirde herhangi bir anda ka-
musal olarak mevcut olan ve onun ruhsal ve toplum-
sal boyutlarini dile getiren bir dizi soylemsel tema,
imge, motif ve anlati bigimi“dir. Bazi kultur elestir-
menleri ve tarihgileri, norobilimin kulturel boyutlari-
ni, egitim, farmakoloji, pazarlama, psikoloji ve benze-
ri alanlara yardim etmek i¢in kullanilmasini gozden
gegiriyorlar.

Gorsel sanatlar ve norobilimdeki halihazirdaki anlati-
larin bir bilimkurgu boyutu var: Malzemeye dokun-
madan bir heykel yaptiginizi ya da bir bilgisayar imle-
cini disuinceyle hareket ettirdiginizi disunin. Moder-
nizm soylemleriyle baglantisi olan siirler yazip ¢izim-
ler yapabilen bir robot distnin. Koku almaniza, bak-
maniza, konusmaniza ya da yalan soylemenize bagli
olarak, bir ekranda beyninizin farkli kisimlarinda stk
yandigini disunun. Fonksiyonel manyetik rezonans
gorintilemesi (fMRI) gibi yakin tarihli teknolojiler,
bize beyni ger¢ek zamanda gozden gegirme olanagdi
veriyor. While Wilhelm Conrad Réntgen’in on doku-
zuncu yuzyilda rontgeni bulusu, bilincin oteki “astral
dizlemleri” i¢cin de zihin okuma gibi birgok mistik
aciklamayi gindeme getirmisti; "beynin parmak izini
alma” (ihtilaf yaratan yeni bir teknoloji) yasal sistem-
de bir savunma araci olarak irdeleniyor. Savunucula-
ri, beynin deneyim yoluyla butin bilgileri kodladigini,
dolayisiyla bu teknolojinin kisinin masum ya da suglu
olduguna karar verebilecegini one siruyorlar. Steven
Spielberg’'in 2054'te gegen Azinlik Raporu adli bilim-
kurgu filmine benzer sekilde, polis ongoriculere -ge-
leceg@i ongorebilen insansi bir yasam formu- danisa-
rak, zanlilari heniz sug islemeden algilayabilecektir.

Biyoloji bilimlerinde halihazirdaki arastirmalar, kani-
larimizda degisikliklere yol agmayi surdiirmektedir.
Disiplinler arasi arastirmalar, genetik indirgemecili-
gin degismezligini kabul etmek yerine, sosyologlara,
antropologlara, hukukgulara, akademik arastirmaci-
lara ve imaj kuruculara uzaniyor. Epigenetigin hayati-
mizda oynadigi rol, hem genomumuzun, hem beyni-
mizin plastikligine ornek olusturuyor. Epigenetik, bir
genomun, “genetik anahtarlar”in ifadesini etkileyen
dissal etmenlerce nasil etkilendigine gonderme ya-
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ing a sculpture without touching the material or mov-
ing a computer curser with a thought. Imagine a robot
that can write poetry and make drawings which re-
late to discourses in Modernism. Imagine seeing dif-
fering parts of your brain light up on a screen de-
pending on whether you are smelling or looking or
speaking or lying. Recent technology such as func-
tional magnetic resonance imaging or fMRI now al-
lows us to view the brain in real time. While Roent-
gen's discovery of X-rays in the 19* century also
brought forward many mystical explanations for oth-
er "astral planes” of consciousness such as mind-
reading, “brain fingerprinting,” -a controversial new
technology- is being explored as a defense tool in the
legal system. Its supporters contend that the brain
encodes all information through experience and thus
this technology can assess a subject’s innocence or
guilt. Akin to Steven Spielberg’s Minority Report, a
science fiction film which takes place in 2054, a police
force can apprehend criminal suspects before they
commit a crime by consulting the pre-cogs, a human-
oid life form capable of forecasting the future.

Current research in the biological sciences continues
to bring about changes in belief. Rather than accept
the fixity of genetic reductionism, interdisciplinary
research reaches out to sociologists, anthropolo-
gists, lawyers, research scientists and image-mak-
ers. The role epigenetics plays in our life exemplifies
the plasticity of our genome as well as our brain. Epi-
genetics refers to the way a genome is affected by
external factors influencing the expression of “genet-
ic switches.” As defined by News-Medical.net “epi-
genetic changes are chemical modifications to genes
that result from diet, aging, stress, or environmental
exposures.” As a further example, neuroscientist Da-
vid Sweatt talks about this shift from genomics to
epigenetics: “We've discovered that a component of
the mechanisms that allow you to learn a piece of in-
formation and putitin long-term memory represents
achange in the actual three-dimensional structure of
the brain. That's fascinating; it would really have
sounded like science fiction five years ago.”?

par. News-Medical.net sitesinde tanimlandigi bigi-
miyle, “epigenetik degisimler, beslenme diizeni, yas-
lanma, stres ya da ¢evre kosullarindan kaynaklanan
kimyasal degisimlerdir”. Ek bir ornek olarak, norobi-
limci David Sweatt genom biliminden epigenetige
dogru bu degisimden soz eder: "Sunu kesfettik: Bir
bilgi pargasini 6grenmemizi ve onu uzun sureli belle-
ge koymamizi saglayan mekanizmalarin olusturucu
bir 6gesi, beynin gergek U¢ boyutlu yapisinda bir degi-
simi temsil eder. Bu olaganustu bir sey; bes yil once
olsa, bilimkurgu gibi gelirdi kulaga."®

Bu sergideki sanatg¢ilarin hepsi, kultlirdeki teknolojik
degisimleri ve bunlarin imge olusturma yetilerini ele
almaktadirlar. Algoritmik hesaplama aygitlarindan
hizli prototip taramasina ve dis kaynak kullanimina,
yapay yasam programlarina, yeni yazilima uzanan bir
yelpazede, kitle iletisim araglarinin yon verdigi bir
toplumda teknoloji ile glizel sanatlarin yolu kesisme-
yi surdirdyor. Optik aygitlardan ve camera
obscura'lardan video, film ve televizyona, sentetik ve
akrilik boyalara, teknolojideki ilerlemeler ¢esitli di-
siplinleri kusatiyor. Bir kiiresel yayilma ¢aginda yeni
goruntileme teknolojileri, bilgi cagindaki bilim ve sa-
natla bulusuyor. Sanatgilar her zaman ¢aglarinin bi-
lim ve teknolojisine buylk bir ¢ekim duymuslardir.
Birka¢ modernistin adini saymak gerekirse, Edvard
Munch, Paul Klee, Salvador Dali, Franz Kupka, yapit-
larinda biyolojiden kaynaklanan bilimsel metaforlari
kullanmislardir. Damien Hirst ve Mark Quinn gibi Bri-
tanyali sanatgilar ve Amerikali sanat¢i Mark Dion,
baslangi¢ta laboratuvarda kullanilmak tzere hazir-
lanmis vyerlestirme formatlarindan -formaldehitte
korunan hayvanlardan insan DNA'sina ve ilging seyle-
rin yer aldigi dolaplara- birgogunu kullanmislardir.

Bu sergi, zihin ile beden arasindaki baglantilardan
yararlanan sanatc¢ilari bir araya getirmektedir. Noro-
nu gergek zamanda goruntileme, gerek sanatta, ge-
rek bilimde baska girisimlere zemin hazirlamistir.
Guzellik, 6zglinliik, sahihlik, taklit, algilama ve benze-
ri kavramlar, gorsel sanatlarda soylemleri sorgula-
maya ve gundem maddesi olusturmaya devam et-
mektedir. Sanal gerc¢eklikten zenginlestirilmis ger-

All of the artists in this exhibition are engaged with
technological shifts in culture and their capacity for
image making. From algorithmic computations de-
vices to rapid prototype scanning and outsourcing, to
artificial life programs to novel software, technology
and the arts continue to intersect in a media driven
society. From optical devices and camera obscuras to
video, film and T.V to synthetic pigments and acrylic
paints, advances in technology migrate between dis-
ciplines. In an age of global expanse, novel visualizing
technologies join science and art in an information
age. Artists have always been attracted to the science
and technology of their time. Edvard Munch, Paul
Klee, Salvador Dali, Franz Kupka, to name a few Mod-
ernists, employed biologically derived scientific met-
aphors in their oeuvre. British artists like Damien
Hirst and Mark Quinn and American artist Mark Dion
have utilized many of the installation formats origi-
nally dedicated to laboratory practice ranging from
animals in formaldehyde, human DNA, and cabinets
of curiosities.

This exhibition summons artists perusing the con-
nections between mind and body. Imagining the neu-
ron in real time has set the stage for other inventive
practices in both art and science. Concepts such as
beauty, originality, authenticity, mimicry, perception
and the like continue to interrogate and haunt dis-
courses in the visual arts. From virtual reality to en-
hanced reality to Photoshop software, our human
ability to separate fact from fiction requires even
more careful and accurate analysis. Art's dexterity to
assume the guise of a critical fiction brings to the cul-
ture at large inventive ways of expressing what lies
beneath traditional formats. It is art’s uniqueness and
self-reflexive qualities that bring us closer to our task
of being Fundamentally Human.
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hazirladigi bu internet radyo programi
Alana Heiss'in www.artonair.org sitesinde
arsivlenmistir. Anker, birgok kurumda
konusmalar da yapmistir: Kraliyet Dernegi,
Londra; Cambridge Universitesi; Yale
Universitesi; Londra Ekonomi Okulu; Max-
Planck Enstitiisi; Leiden Universitesi:
Hamburger Bahnhof; Courtauld Sanat
Enstitlisl, Londra; Banff Sanat Merkezi,
Alberta, Kanada.

New York'taki SVA Glizel Sanatlar
Bolimi'nidn 2005ten bu yana baskanligini
yapan Suzanne Anker, bolimun yeni dijital
girisimiicinde, geleneksel ve deneysel kitle
iletisim araglarini yanyana kullanmay:

stirdirmektedir.

Suzanne Anker is a visual artist and theorist
working at the intersection of art and the
biological sciences. She works in a variety
of mediums ranging from digital sculpture
and installation to large-scale photography,

and plants grown under LED lights.

Her work has been shown both nationally
and internationally in museums and
galleries including the Walker Art Center,
Minneapolis; the Smithsonian Institution and
the Phillips Collection, Washington, DC; P.S.
1 Contemporary Art Center, New York; the J.
Paul Getty Museum, Los Angeles; the
Mediznhistorisches Museum der Charite,
Berlin; the Center for Cultural Inquiry,
Berlin; the Pera Museum, istanbul and the

National Museum of Modern Art, Kyoto. Her

books include The Molecular Gaze: Art in the
Genetic Age, co-authored with the late
sociologist Dorothy Nelkin, published in
2004 by Cold Spring Harbor Laboratory
Press, and Visual Culture and Bioscience,
co-published by University of Maryland and
the National Academy of Sciences in
Washington, D.C. Her writings have
appeared in Art and America, Seed
Magazine, Nature Reviews Genetics, Art
Journal, Tema Celeste, and M/E/A/N/I/N/G.
Her work has been the subject of reviews
and articles in The New York Times,
Artforum, Art in America, Flash Art, Nature,
The Economist and Newsweek, and has
been cited by Barbara Maria Stafford, Donna
Haraway and Martin Kemp in their texts.
She has hosted twenty episodes of the Bio
Blurb show, an Internet radio program
originally on WPS1 Art Radio, in
collaboration with MoMA in New York (www.
wpsl.org.), now archived on Alana Heiss'
www.artonair.org. She has been a speaker
at the Royal Society in London; Cambridge
University; Yale University; the London
School of Economics; the Max-Planck
Institute; University of Leiden; the
Hamburger Bahnhof; The Courtauld Institute
of Art, London; Banff Art Center, Alberta,

Canada, and many others.

Chairing SVA's Fine Arts Department in New
York since 2005, Suzanne Anker continues
to interweave traditional and experimental
media into her department’s new digital

initiative.

Emar Kelebek

2008

Suluboya kagit iizerine

15 dijital baski

Her biri 33x48,3cm. /
Yerlestirme 149,9x175,3 cm.

MRI Butterfly

2008

15 digital prints on watercolor
paper

13x19 inch each /

Installation 59x69 inch

Emar Kelebek (video)
2009

Video animasyonu,
Edisyon no. 10
Degisik boyutlarda

MRI Butterfly (video)
2009

Video animation,
edition of 10

Dimensions variable

Suzanne Anker

d. 1946, New York, Amerika Birlesik Devletleri | b. 1946, New York, United States
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Biota

2011

Porselen, hizli prototip

Degisik boyutlarda

Biota (working title)
2011
Porcelain, rapid prototype

Dimensions variable
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Bir Baska Uzaya Dair

20M

Naylon, elastik kordon, hizli
prototip heykel

Degisik boyutlarda

Of Another Space (working
title)

201

Nylon, bungee cord, rapid
prototype sculpture

Dimensions variable
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