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There is not only a heat wave at the 
moment, but also a drought in Europe. 
Every few weeks there is a new virus or 
ecological disaster, and it is becoming 
just a normal situation. 

On the one hand we have a drought 
and on the other hand we are drown-
KPI�KP�C�ŕQQF�QH�FCVCɌCPF�KV�KU�CNN�SWKVG�
QXGTYJGNOKPI�� 6JGTG� KU� CNUQ� C� ŕQQF�
of disaster news headlines, covering 
everything from the climate to AI and 
other forms of apocalypse.

6JKU� KU� FGŔPKVGN[� C� IQQF� DCEMITQWPF�
for our conversation. You wrote a chap-
ter about my work in your book called 
AI Art: Machine Visions and Warped 
Dreams. There are a lot of interesting 
overlaps between my practice and your 
TGUGCTEJ��/[�ŔTUV�SWGUVKQP� KU��JQY�FKF�
you develop your idea of nonhuman 
photography? 

Like you, I feel we have been in con-
versation for a very long time. We have 
been looking at each other’s work, 
seeing and sensing the world in simi-
lar ways. It is great that we now have an 
opportunity to exchange ideas and see 
points of convergence and divergence 
between us. One of the many reasons 
+�YCU�CVVTCEVGF�VQ�[QWT�YQTM�KP�VJG�ŔTUV�
place was because of your very cre-
ative way of working with images and 
words. I really like how text becomes a 
form of image in your practice. My book 
Nonhuman Photography, which came 
QWV�KP�������YCU�CKOGF�CU�C�TGŕGEVKQP�
on what is currently going on with im-
ages. The majority of images today, as 
Trevor Paglen points out, are not taken 
with a human viewer in mind. We are 
also witnessing a displacement of the 
gaze from humans to machines. So 
with this term “nonhuman photogra-
RJ[ɚ�+�OGCPV�VJTGG�VJKPIU��KOCIGU�VJCV�
were not of the human, such as depop-
ulated landscapes; images that were 
not by the human, including devices 
such as CCTV, drone cameras, tele-
scopes, or medical imaging cameras, 
which take photographs without direct 
human intervention; and, last but not 
least, I was thinking about images that 
were not made for the human, such 
as QR codes but also fossils as a form 
of “proto-photography.” In Nonhuman 
Photography I tried to show that pho-
tography has been nonhuman for a 
XGT[�NQPI�VKOG��6JG�ŔTUV�RKEVWTG�KP�VJG�

KATJA NOVITSKOVA history of photography, the view from 
the window from Nicéphore Niépce’s 
house in Burgundy, took eight hours to 
produce. It presents a distinctly non-
human view because there are shad-
ows on either side of the image. In a 
similar vein, William Henry Fox Talbot 
described his country mansion, La-
EQEM�#DDG[��CU�VJG�ŔTUV�JQWUG�VJCV�VQQM�
its own picture. We therefore have this 
nonhuman dimension already at the 
very beginning of photography.

You also have this idea of an image as 
an expanded entity. It is not just a pic-
ture; it is a process of trace-making in 
a mechanical way. Even Benjamin H. 
Bratton mentions that photosynthesis 
is a form of vision because it is a reac-
VKQP�VQ�NKIJV��+V�KU�C�ŔZCVKQP�QH�NKIJV�KP�VJG�
medium.

Absolutely. This also links with Lynn 
Margulis’ work on life, organisms and 
symbiosis, and thinking about how all 
living organisms perceive. Perception 
is a key driver of life that functions not 
just in complex organisms, such as hu-
man and nonhuman ones. Perception 
is also a form of image-taking, of cap-
turing something or, to use Bergson’s 
terminology, of carving out space from 
VJG�QRVKECN�ŕQY��+�CO�VT[KPI�VQ�GZRCPF�
the notions of image and image-mak-
ing by going back to early organisms 
and thinking of imaging as more than 
just a human practice, and more than 
a set of technical and mechanical ac-
tivities. Image-making can actually 
perhaps be found at the origin of life.

In your draft of a new book, The Percep-
tion Machine, you mention that “per-
ception occurs in the world as much 
as it does in the eye and the brain.” For 
me that means that when light hits pro-
teins in a retina, the electrical signal is 
already an image encoded that goes 
into the brain and then expands into a 
picture.

That is why all these current develop-
ments around machine vision are, on 
the one hand, fascinating and, on the 
other, disappointing. They are mim-
icking human vision while using a very 
UKORNKŔGF��CNOQUV�VYQ�FKOGPUKQPCN�KFGC�
of human vision, believing that you can 
reduce vision to pattern recognition and 
to just seeing edges. Neuroscience, 
biology and cognitive psychology are 
all showing us that we do not fully un-
derstand vision and perception yet. 
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���
We know from the writings by psychol-
ogist James Gibson, who predicted it 
DGHQTG�CFXCPEGF�UEKGPVKŔE�GZRGTKOGPV�
EQWNF�EQPŔTO�KV��VJCV�XKUKQP�KU�GPXKTQP-
mental. Vision happens between the 
eye, the brain and the world. We can of 
course trace how molecules travel and 
see their movement between the op-
tic nerve, the eye and the brain. None-
theless, we cannot trace the process 
of the occurrence of images or the 
emergence of consciousness or intel-
ligence as part of that movement of 
molecules; we can’t see the behavioral 
RTQEGUUGU�YJKEJ�CTG�PGGFGF�VQ�TGŕGEV�
on and grasp the very seeing of that 
image. That sense of what it means to 
grasp an image is unclear to us as yet. 
Maybe it is only in a dynamic relation 
VJCV�VJGUG�VJKPIU�QEEWTɌCPF�VJCV�HCU-
cinates me.

6JKU�F[PCOKUO�[QW�ECP�UGG�CU�FKőGTGPV�
in each individual organism, in each in-
dividual species, in each individual en-
XKTQPOGPV�� $WV� YJCV� +� ŔPF� URGEKŔECNN[�
fascinating is your contextualization and 
criticality towards these ideas of pattern 
recognition and edge detection, and the 
classic framing of machine vision. You 
are looking through that or beyond that. 
+� ŔPF� KV� XGT[� TGHTGUJKPI�� URGEKŔECNN[� KP�
regard to my work. I am obsessed with 
the use of words such as patterns and 
approximation, but also with the idea 
that vision is an approximation. Do you 
have an idea as to what vision could be, 
beyond what it is limited to?

Maybe this multiple approximation is 
already good enough and would allow 
us to open up from the current model 
that has been adopted in AI and ma-
chine-vision research, which is based 
on David Marr’s famous book called 
Vision: A Computational Investigation 
into the Human Representation and 
Processing of Visual Information. Marr 
CUUWOGU�VJCV�XKUKQP� KU�EQORWVCVKQPCN��
VJCV� KV� KU� KP� KVUGNH� C� TGFWEVKQP�CPF�ŕCV-
tening. This model could of course be 
useful to produce some pattern and 
edge detection, and to teach algo-
rithms to detect these lines and edges, 
or rather what we humans see as lines 
CPF�GFIGUɌDGECWUG�QVJGT�QTICPKUOU�
could see object boundaries very dif-
ferently. So maybe one gesture could 
be to open up beyond the anthropo-
centrism of vision. There is not one 
XKUKQP�� 6JGTG� CTG� FKőGTGPV� HQTOU� CPF�

OQFGU�QH�XKUKQP�VJCV�HWPEVKQP�FKőGTGPV-
N[� KP� FKőGTGPV� QTICPKUOUɌKP� VGTOU�QH�
distance, perception, depth and angle. 
Vision also has a visuality, as theorists 
such as Hal Foster or Nicholas Mir-
\QGő�JCXG�RQKPVGF�QWV��+V�KU�KORQUUKDNG�
for us humans to think about vision as 
a purely biological phenomenon. Biol-
ogy is also a form of culture. Timothy 
Ingold says biology and culture are 
QPN[�FKőGTGPV� KP� VGTOU�QH� VKOG�UECNGU��
VJG[� CTG� PQV� QPVQNQIKECNN[� FKőGTGPV��
6JG[�LWUV�WPHQNF�CV�FKőGTGPV�UECNGU�CPF�
temporalities. 

You use the word planetscape to con-
textualize this problematic vision to-
wards the whole planet. Could you ex-
pand on this notion? 

I am a little suspicious of this turn to plan-
etarity that is currently occurring both in 
cultural theory and in the art world. It 
allows some artists and theorists to re-
tain a certain hubris with regard to their 
own position. What I am trying to intro-
FWEG�KPUVGCFɌCPF�VJKU�KU�CPQVJGT�RQKPV�
of connection between our respective 
RTQLGEVUɌKU�JWOQT�� KTQP[�CPF�C�EGTVCKP�
gaze that comes from askew. The plan-
etscape becomes for me a space for 
expressing the multi-layeredness of the 
world, our entanglement, seeing our-
selves as part of the world, rather than 
standing above it as artists or writers. 
And then recognizing that maybe the 
only way to deal with that hugeness of 
scale and the impossibility of capturing 
KV�CNN�KU�VJTQWIJ�C�OKZVWTG�QH�CőGEVU�UWEJ�
as humor, irony, parody and pastiche, all 
QH�YJKEJ�ECP�JCXG�C�IGPGTCVKXG�GőGEV��

What you have just been describing is 
featured in your projects, like Feminist 
with a Drone�� YJGTG� [QW� URGEKŔECNN[�
talk about “loser images.” Perhaps I 
am making “loser art” because I am 
trying to capture a lot of things but not 
doing it fully and it is a bit amateurish. 
6JG�GőQTV� KU� VJGTG�DWV� VJGP� VJG� TGUWNV�
LWUV�HCNNU�ŕCV�DGECWUG�KV�KU�KORQUUKDNG�

There is also a knowingness in what 
you are doing. There is a certain her-
oism in it too, almost like “the heroism 
of the weak,” which is also a form of 
strength without the hubris.

Could you expand on this idea of “los-
er images” versus “poor images”?

You referred to my project Feminist with 
a Drone, for which I bought a toy drone 
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to capture some images. I was trying 
to respond to all these amazing imag-
es taken with amateur drones. People, 
especially guys, would visit beautiful 
locations and capture these amazing 
views and post videos on YouTube or 
stills on Instagram, tagged #amazing-
droneviews, with motivational slogans, 
creating this whole beautiful world re-
duced to a diagram or postcard. I was 
thinking “okay, let me just try and see 
what I can do with this new planetary 
vision developed through drones.” 

What happened? 

Everything went wrong. I lost the 
drone, then I found it, then the drone 
NQUV� C� RTQRGNNGT� CPF� VJG� CDKNKV[� VQ� ŕ[��
and then I lost the will to live, with 
things getting worse and worse. The 
images that were produced were com-
pletely rubbish. But part of me was en-
joying the rubbishness and lostness 
of it all. I was thinking of this idea of 
“loser images” as a counterpoint to the 
increasingly perfect images produced 
with amazing apparatuses. These days 
CP[�OQDKNG�RJQPG�VCMGU�C�UGSWGPEG�QH�
KOCIGU�CPF�CXGTCIGU�KV�VQ�QőGT�WU�VJG�
best one. Everyone is the best photog-
rapher. With my project I was trying to 
TGURQPF� VQ� VJGUG�RGTHGEV� KOCIGU�� PQV�
only are they perfect, but they are also 
taken from high in the sky, conveying 
an almost celestial vision of perfection. 
So I was trying to introduce a little bit 
of dirt and messiness into the picture 
of the world by presenting my loser im-
ages taken with that broken drone, and 
putting them through a search engine 
called Same Engine to come up with a 
whole lot of images from other people, 
crowdsourced from Pinterest, Face-
book and other websites. I also used 
this approach as a method for doing 
research, again through irony, building 
on Polish philosopher Ewa Majewska’s 
idea of “the avant-garde of the weak,” 
and on Hito Steyerl’s concept of “poor 
images.” Your practice also uses these 
images that come from the Internet. 
These are images which very often are 
not original, they’ve already been cop-
ied multiple times and jpegged to the 
point of non-visibility. Looking for im-
perfections is perhaps a more ethical 
way of understanding our relationship 
YKVJ� OCEJKPGUɌKPENWFKPI� KOCIKPI�
machines. To introduce this idea of 
“loser images” is also to acknowledge 

a form of neorealism. There is an eth-
ical dimension to seeing what we call 
reality in such a messy way.

����RKZGN� TGUQNWVKQP� UQOGJQY� HGGNU�
OQTG�TGCNKUVKE�VJCP��-��

I have got really bad eyes; I have multi-
RNG�ŕQCVGTU�CPF�+�JCF�G[G�UWTIGT[�YJGP�
I was younger. Due to this, I have got 
avant-garde cinema constantly playing 
in my eyes. But, even if we are talking 
about human vision, whose vision are 
we talking about? Does a person with 
a perfect 20/20 vision even exist? Is 
there not always some kind of broken-
ness in the forms of vision, even if your 
visual apparatus is seemingly perfect? 
Everyone sees through “loser images,” 
they are just pretending they are not.

Since last year we have also become 
deluged with AI-generated images 
from all these algorithms such as 
DALL·E and MidJourney, that are gen-
erating realistic photographic pictures 
from text or other images. How do you 
think it relates to vision globally?

+� TGEGPVN[� CUMGF� &#..ȳ'� C� SWGUVKQP��
“what will our future look like?” It pre-
sented me with a picture of a boy and 
girl. They are sitting with their backs 
towards us, and they are looking at a 
terrain which looks partly bucolic and 
RCTVN[� UECT[�� 6JG� RQUKPI� QH� VJKU� SWGU-
tion was in a context of a present time, 
when we are increasingly seeing our-
selves being seen, tracked and touched 
by an ever-growing volume of cameras 
and scanners. The machinic image ap-
paratus also has a predictive function. 
It forecasts us into the future by means 
of images, while playing a certain ver-
sion of this future before our eyes. I am 
describing this genre as an “after-pho-
tographic hybrid.” It often looks like an 
Instagram story intercut with a horror 
ŔNO�� ETGGRKN[� TGKOCIKPGF� D[� #+�� #NIQ-
rithmically-generated images tend to 
NQQM� NKMG� RQUV�CRQECN[RVKE� ŔNO� UVKNNUɌ
and I am intrigued by that. 

Do you think that the results of DALL·E 
depend on what you ask, as if it was a 
glass ball or a fortune teller? 

Of course. It is like the results of your 
Google search, isn’t it? Or like your ad-
verts on your Instagram, when you ask 
yourself “how does it know?” And of 
course it does know… This leads me to 
think that my ideas are not fully mine. 
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���
We are talking about nonhuman pho-
tography, but we can also think about 
PQPJWOCP� MPQYNGFIGɌCPF� PQPJW-
man intelligence. 

This is how I also think about my work, 
like there is almost nothing in it that I 
draw myself or make physically. It is all 
like recaptured patterns or forms from 
somewhere else to the point that may-
be that is problematic. You are editing 
QT�ŔNVGTKPI�GXGT[VJKPI�KPVQ�CP�GUUC[�QT�
an artwork.

We do that anyway, with words and 
images. If you are a living breathing 
individual, you are already part of this 
FCVC�CPF�OGFKC�ŕQY��;QW�ECP�TGIWNCVG�
and can do something with those data 
points, but it is a fantasy to think we 
are outside that grid. I am very taken 
with Vilém Flusser’s idea that a cre-
ator today is somebody who in-forms 

QT�əIKXGU�HQTO�VQɚ��VJG�FCVCŕQY��+V�KU�C�
less romantic, more realistic and more 
honest way of understanding what we 
ECNN�ETGCVKXKV[��;QWT�YQTM�EQPŔTOU�VJCV��
you give up on this idea of the artist as 
a genius that stands above the world. I 
think there is genius in your work, pre-
EKUGN[� KP� VJCV� GPVCPINGOGPV�� [QW� TGCT-
TCPIG��[QW�TG�EJCPPGN�VJQUG�ŕQYU�

+�CO�LWUV�C�ŔNVGT��+�VJKPM�QH�O[UGNH�NKMG�C�
sponge organism.

But not all organisms can re-channel 
things in that way or have a desire to 
re-channel them!

Of course, in the end I still put a name 
on it. I am claiming some sort of au-
VJQTUJKR��6JKU�SWGUVKQP�QH�RQYGT�VCMGU�
me to the topic of proteins. There has 
been a myriad of powerful algorithms 
TGNGCUGF� D[� )QQING� CŒNKCVGU�� 1PG� QH�
them has been the algorithm called 
AlphaFold2, which is a subsidiary of 
Alphabet Inc DeepMind, a research 
laboratory which has worked for many 
years on developing an algorithm to 
RTGFKEV�CEKF�UGSWGPEGU�QH�RTQVGKPU�� +V�
KU�CP�KPXGUVKICVKQP�KPVQ�JQY�C�UGSWGPEG�
of aminoamides or proteins translates 
into a three-dimensional shape. Until 
last year only about twenty thousand 
protein shapes had been successfully 
folded and known to science. But, all 
of a sudden, AlphaFold comes out and 
they can do millions. Now any scien-
VKUV�ECP�NQQM�WR�C�URGEKŔE�RTQVGKP�CPF�

see what its model looks like. This is 
one of these extensions of vision and 
topics. Approximation of form is a form 
of vision. This radical vision is a much 
more complex case of seeing biolog-
ical structures and all the power that 
comes with that. There are very few 
institutions on earth that would be 
able to make this kind of jump, but, as 
Google has all these data centers and 
all this expertise, they were the ones 
who developed it. On one hand, I am 
just personally very intrigued by what 
it opens up. On the other hand, if you 
ironically type “corona spike protein,” 
it turns out to be a forbidden thing to 
CUM��+�IQV�C�PQVKŔECVKQP�UC[KPI�VJCV� KH� +�
try to do it again, I would be kicked out.

1J��#NN�TKIJV��)QQING�VQNF�[QW�Qő�

I did not even know. Of course, I knew 
there are certain things you cannot ask. 
But then I had no idea that the spike pro-
tein of coronavirus would be a forbidden 
topic. This is a way to bridge the actual 
entanglement and environment versus 
machine intelligence and somehow all 
the power agents that are in between. 
I am looking forward to this whole topic 
being more widely researched, not only 
by people within tech but also by aca-
demia and other artists, because there 
is something very important in there. I 
have done a couple of projects, such 
as Microbial Oasis. What I am trying to 
do now with this idea of mutation and 
vision somehow goes into both compu-
tational and biological directions. I am 
trying to connect them. 

It really ties in with what I tried to do 
with my new book The Perception 
Machine: Our Photographic Future 
Between the Eye and AI, a follow-up 
to Nonhuman Photography which 
is coming out from the MIT Press 
KP� ������1PG� QH� VJG� EJCRVGTU� KU� VKVNGF�
“Can You Photograph the Future?”. I 
DGIKP�KV�D[�NQQMKPI�CV�FKőGTGPV�HQTOU�QH�
research around AI, when they tried to 
predict the movement of a nematode 
worm. They could only do that a few 
seconds into the future but then it all 
fell apart because the degrees of com-
plexity were too great. There is an in-
ŔPKVG�PWODGT�QH�RQUUKDKNKVKGU��DWV�LWUV�C�
short window of possibility where you 
can photograph things into being. In 
Indo-European languages, there is a 
clear link between images and imag-
ination. You image things into being 
by imagining them or you imagine by 
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imaging them. What you are trying to 
show here is like imaging life, opening 
it up to imagination.

You can predict novel structures and 
by predicting them you are basically 
creating them.

Absolutely. That is why photography 
has this agential force, because photo-
graphs become living objects. They are 
not just representations. I have never 
worked with the model of photography 
as representational. I think this belief 
was a form of deceit. Photography has 
always had an agential force. It has al-
ways been able to do things and I think 
now, with the mobilization of other tech-
nologies, it can do them in a much more 
radical way.

And what do you think is the ethical 
edge in it? You have written about it in 
Minimal Ethics for the Anthropocene. 

My ethical propositions were not princi-
ples but rather pointers for ethical think-
ing. A good approach is not to do ethics 
VQQ�SWKEMN[�DWV�TCVJGT�VJKPM�JQY�YG�ECP�
MGGR�CP�GVJKECN�KPSWKT[�QRGP��KPUVGCF�QH�
just trying to come up with a set of rules. 
Humans have been trying to invent ethi-
cal catalogs and decalogues since time 
immemorial, yet we have not been very 
successful at implementing them be-
ECWUG�� QDXKQWUN[�� RQNKVKEU� CPF� FKőGTGPV�
forms of violence tend to intervene. So 
for me ethics is not a matter of writing 
down some life principles but of realiz-
ing the socio-political dimension of life. 
#PF�VJGUG�CTG�VJG�SWGUVKQPU�YG�UJQWNF�
DG�CUMKPI��9JQ�JCU�VJG�TKIJV�VQ�RTQFWEG�
life? Whose life is it? Who will be includ-
ed in and excluded from it? Ethics is a 
relationship between yourself and the 
world, it’s a one-to-one relationship. Pol-
itics comes into it when there are more 
than two people involved, and there is 
a need to make decisions about value, 
ŔPCPEG�� GEQPQOKEU�� DGNQPIKPI�PQV� DG-
longing. In a way, the most ethical way 
of dealing with ethical problems is to 
bring in politics.

Yeah. You mentioned that you position 
ethics above ontology. We are saying 
that this machine vision, machine cre-
ativity, photography in a sense, is a lev-
el of ontology. There has to be a level 
of choice. That choice is the ethics ba-
sically.

For me ethics is even stronger than 
choice. I am developing this idea from 
RJKNQUQRJGT�'OOCPWGN�.ÛXKPCU��GVJKEU�
is a form of responsibility that is placed 
upon every human. Responsibility is 
contentless. Lévinas understood that 
responsibility comes from the fact that 
there are other beings in the world 
whose existence precedes mine, and 
who make a demand on me. There is 
no way of not responding to them. Eth-
ics hits you as soon as you get into the 
world, and you have to position your-
self in it. Figuring out how and what 
you are going to do with this demand 
is a lifelong task. The beingness of 
QVJGT�DGKPIUɌJWOCP�CPF�PQPJWOCP�
ones (and this is where I depart from 
.ÛXKPCUɜU�JWOCPKUO�ɌCNTGCF[�EQOGU�
with a responsibility understood as 
something that demands a response 
from me, from my mind and body.

���

KN

JZ

KN

JZ

KN

JZKATJA NOVITSKOVA

$
KQ
UC
O
RN
G�

E
QN
QT
���
��
��
�%
QW

TV
GU
[�
�VJ

G�
CT
VKU
V�

R�
��
��
��V
QR

��5
VC
TV
��D
KC
U�
GP
EQ
FG

F�
�Ŕ
PK
UJ
���
��
��
%
QW

TV
GU
[�
�VJ

G�
CT
VKU
V�C
PF

�-
TC
WR

C�
6W
UM
CP
[�
<G
KF
NG
T��
$
GT
NKP
�
R
���
��
��

DQ
VV
QO

��6
JG
�P
GY

�U
WT
HC
EG
�C
TG
C�
�Q
WT
�Y
CM
KP
I�
EQ
PU
EK
QW

UP
GU
U�
�VJ
CV
�Y
CU
�E
QN
QP

K\
GF

���
��
��
%
QW

TV
GU
[�
�VJ
G�
CT
VKU
V�C
PF

�-
TC
WR

C�
6W
UM
CP
[�
<G
KF
NG
T��
$
GT
NKP
�
R
���
��
��V
QR

�

$K
QU
CO

RN
G�

E
QN
QT
���
��
��
�
R
���
��
��D
QV
VQ
O
��R
���
��
��2
CV
VG
TP
�Q
H�C
EV
KX
CV
KQ
P�

)
CT
FG
PU
�Q
H�V
JG
�)
CN
CZ
[�
��X
KF
GQ
�NQ
QR
�U
VKN
NU
���
��
��

R
���
��
��4
GR
GC
V�G
ZR
CP
UK
QP
U�
��
��
��

R
R�
��
��
��
��
��

5Q
HV�
#
RR
TQ
ZK
O
CV
KQ
PU
�
2
TQ
VG
KP
�&
CV
C�
$C
PM
���
O
QN
GE
WN
CT
�U
VT
WE
VW
TG
U�
IG
PG
TC
VG
F�
WU
KP
I�
&
#
..
ȴ'
��
���
��
��

R
R�
��
��
��
��
��%
QW
TV
GU
[�
�VJ
G�
CT
VKU
V

K – T  Z

Cura Magazine, December 2020Cura Magazine, October 2022



K – T  Z

Cura Magazine, December 2020Cura Magazine, October 2022



K – T  Z

Cura Magazine, December 2020Cura Magazine, October 2022



K – T  Z

Cura Magazine, December 2020Cura Magazine, October 2022



K – T  Z

Cura Magazine, December 2020Cura Magazine, October 2022


	2018_KN_ArtForum_en
	KN_PressPack
	2018_KN_Living Content_en
	KN_PressPack


