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production? How about the cultural impact it 
has? I do not consider myself a bioartist in 
Kac’s sense, I’d rather call myself a synaptic 
sculptor or speculative biologist, if I’m to use 
some biobabble. After all, what we need is 
intellectual tools to catalyse rigorous critical 
thinking, not categorical neologisms to mark 
one’s territory.

In how far can and does your work 
contribute to the knowledge production 
regarding the state of the art of scientifi c 
discourses? Let’s start with Flusser, “to 
awaken the political and aesthetic con-
science of the scientist and technician is one 
of the most urgent jobs with which the 
intellectual (philosopher, critic, essayist, etc.) 
is confronted” [4]. Flusser doesn’t count the 
artist among these intellectuals, but I’m not 
personally offended. :) Today scientifi c 
knowledge production is highly institutional-
ised with institutionalised ways of evaluating 
contribution such as peer-reviewed journals. 
But then there is the citizen science or open 
science movement, which operates outside 
the borders of the scientifi c Empire. I would 
like to think that my work contributes to the 
fi rst by creating an affective framework for 
scientists, and to the latter by demonstrating 
that a scientifi c understanding of the world 
can exist anywhere.

Coined by Dunne & Raby, “critical design” 
is a term for design that uses designed 
artifacts as an embodied critique or 
commentary on consumer culture. In how 
far do you use or integrate this technique 
in your work in order to refl ect on existing 
values, ethics and practices in today’s 
culture and change our perspective on 
scientifi c research? I try to exploit critical 
design to the max!
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Daniela Silvestrin talks to Pinar Yoldas, 
selected artist in the Vilém Flusser 
Residency Programm for Artistic 
Research 2013. The programme is 
offered by transmediale in cooperation 
with the Flusser Archive at the University 
of Arts (UDK) in Berlin. Pinar Yoldas is a 
cross-disciplinary artist and researcher, 
who will continue her work in speculative 
biologies through the project “An 
Ecosystem of Excess”, a work exploring 
the possible evolutionary consequences 
of the Pacifi c trash vortex.

To what extent is your work infl uenced 
and led by scientifi c research in general 
and biotechnology in particular? My work 
is heavily infl uenced by biological sciences 
or biology as the study of life. The term 
‘biological arts’ used by Ionat Zurr and Oron 
Catts is very appealing to me as it embraces 
a vast array of scientifi c research topics. 
Biotechnology is the craft, biological tool 
making so to speak. Right now I am more 
interested in understanding nature rather 
than modifying it for human purpose. Yet, 
according to Marx we can only know what 
we make [1]. I guess the question boils down 
to the difference between to know and to 
understand.

In your research and resulting artworks 
you primarily investigate the two-sided 
dynamics between cultural and biological 
systems. Do you work with biotechnology 
yourself in order to produce your works? 
What is the methodology you use when 
translating scientifi c data in to artworks? 
I haven’t yet worked in a biotech lab, but I will 
in the near future. In the “Very Loud 
Chamber Orchestra of Endangered 
Species,” I worked with a variety of environ-
mental pollution data sets (which is abun-
dant, trust me). The nature of data allowed 
us to convert numbers into sound and 
movement. The result was an orchestra of 
non-human animals screaming out CO2 
data, water pollution data and so on. For 
“Limbique”, the goal was to reveal the 
subcortical structures of the brain, which 
generate / process emotion, so I followed a 
more spatial approach. Overall, my goal is to 
orchestrate the human sensorium for a 
meaningful and memorable affective 
experience. What I do is an interplay 
between facts and affect [2].

Would you consider yourself a so-called 
“bioartist”, or where would you position 
your works in relation to bioart works 
such as Eduardo Kac’s famous 
fl uorescent bunny Alba? Eduardo Kac is 
the brilliant mastermind behind the world’s 
fi rst and most successful advertising 
campaign for a glow-in-the-dark bunny. 
According to Kac, bioart is the invention or 
transformation of living organisms with or 
without social or environmental integration 
[3]. I fi nd this defi nition hegemonic and 
problematic in that it imposes a hierarchical 
order of how bioartistic your project is, 
limiting it with the use of living tissue.If you 
can recruit a biotech lab to add GFP for you, 
you are the ultimate bioartist, but if your work 
addresses the changing defi nition of life, 
nature and the natural without paying a lab, 
you are not? Does the bioartistry of a project 
measured by the length of the DNA se-
quence changed? Or is it measured by its 
contributions to scientifi c knowledge 


