
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-
ing in a flood of data—and it is all quite 
overwhelming. There is also a flood 
of disaster news headlines, covering 
everything from the climate to AI and 
other forms of apocalypse.

This is definitely a good background 
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 
research. My first question is: how did 
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 
I was attracted to your work in the first 
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 
out in 2017, was aimed as a reflection 
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-
phy” I meant three things: images that 
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 
very long time. The first picture in the 

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-
cock Abbey, as the first house that took 
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-
tion to light. It is a fixation of light in the 
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 
the optical flow. I am trying to expand 
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 
simplified, almost two-dimensional idea 
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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Klára Hosnedlová Creates a Temporal Shift
At Kestner Gesellschaft, Hannover, the artist’s enveloping installation is at once archaic yet futuristic
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‘To Infinity’, Klára Hosnedlová’s solo exhibition at Kestner Gesellschaft, adopts a holistic vision

of architecture as everything that inhabits a given space. The artist has blocked the observation

windows of the former Jugendstil swimming pool, partly covered the entrance doors with

partition walls, concealed the gaps between structural columns using opaque plastic sheets, and

overlaid the flooring with vinyl printed with a repeating image of bedsheets. The result is a

wholly immersive environment that sets the tone for what is to come.

Each of the institution’s two floors hosts a series of large-scale, pendant sculptures. In the upper

gallery, white epoxy forms resemble sinuous, elongated, testicular balloons that harbour

mysterious entities – perhaps budding lifeforms (all works Untitled [From the Series To

Infinity], 2023). The lower floor houses a group of stalagmite-like sculptures made from a

mixture of linen tow and yarn in gradient browns, which recall the Kukeri costumes used in

traditional Bulgarian masquerades. Primitive in appearance and asserting their presence

through their imposing size and organic smell, this second group of works serves as a direct

contrast to the aseptic atmosphere of the upper gallery with its sleek sculpture-cum-incubators.

In this at once archaic yet futuristic setting, temporality itself becomes a subject.

Klára Hosnedlová, Untitled (from the series ‘To Infinity’),
2023, stainless frame, cotton thread and epoxy, 4 ×1 m.
Courtesy: the artist, Kraupa-Tuskany Zeidler, Berlin, and
White Cube, London; Photograph: Zdeněk Porcal - Studio
Flusser

Embedded within each hanging sculpture is a hyperrealist embroidery. Long and thin, these

aluminium-mounted textiles feature close-up depictions of body parts, corset-like garments and

technological gadgets. Nipples enlarged by magnifying glasses and sensually depicted shoulder

blades offer intriguing glimpses of individuals that, by concealing more than they reveal, leave

us wondering to whom these bodily fragments belong.

A quick look at the gallery website reveals that the embroideries, in fact, bare a resemblance to

documentary photographs of a performance held in the exhibition space, in which lean,

androgynous-looking models – dressed in fringy, crocheted, 1970s-style outfits – interact with

the sculptures. Rather than offering a clear narrative, however, the performers explore the

possibilities of the exhibition space: they play with slabs of clay, press themselves against the

translucent plastic sheeting and hold onto the metallic handles on the walls of the surrounding

hallways illuminated by yellowish lighting. In the absence of performers this same lighting

emphasizes the theatricality of the empty space and shifts the focus onto the architecture and

the sculptures, which become the real storytellers.

Klára Hosnedlová, ‘To Infinity’, 2023, exhibition view.
Costumes: Anna Heim; Performers: Ruth Ikondo, Denis
Emmenegger and Matilde Simões. Courtesy: the artist,
Kraupa-Tuskany Zeidler, Berlin, and White Cube, London;
Photograph: Zdeněk Porcal - Studio Flusser

In her essay ‘The Split Wall: Domestic Voyeurism’ (1992), Beatriz Colomina describes the

interiors designed by Austrian architect Adolf Loos as ‘stage sets’ or ‘theatrical architecture’. By

screening windows with blinds or positioning them so that they looked onto other interior

spaces rather than facing outwards, Loos created spaces in which, Colomina argues, ‘inhabitants

are both actors in and spectators of the scene’. Similarly, Hosnedlová’s enveloping installation

recasts every element as a character in a play of her devising, one which tells a speculative

origin story of human culture and its imminent transformation through new forms of

intelligence.

Klára Hosnedlová’s ‘To Infinity’‘To Infinity’ is on view at Kestner Gesellschaft, Hannover, until 4 June.

Klára Hosnedlová, ‘To Infinity’, 2023, exhibition view. Courtesy: the
artist, Kraupa-Tuskany Zeidler, Berlin, and White Cube, London;
Photograph: Zdeněk Porcal - Studio Flusser

Advertisement

Klára Hosnedlová, ‘To Infinity’, 2023, exhibition view. Costumes: Anna
Heim; Performers: Ruth Ikondo, Denis Emmenegger and Matilde Simões.
Courtesy: the artist, Kraupa-Tuskany Zeidler, Berlin, and White Cube,
London; Photograph: Zdeněk Porcal - Studio Flusser

Advertisement

Main image: Klára Hosnedlová, ‘To Infinity’, 2023, exhibition view. Costumes: Anna Heim; Performers: Ruth Ikondo, Denis
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‘To Infinity’, Klára Hosnedlová’s solo exhibition at Kestner Gesellschaft, adopts a holistic vision

of architecture as everything that inhabits a given space. The artist has blocked the observation

windows of the former Jugendstil swimming pool, partly covered the entrance doors with

partition walls, concealed the gaps between structural columns using opaque plastic sheets, and

overlaid the flooring with vinyl printed with a repeating image of bedsheets. The result is a

wholly immersive environment that sets the tone for what is to come.

Each of the institution’s two floors hosts a series of large-scale, pendant sculptures. In the upper

gallery, white epoxy forms resemble sinuous, elongated, testicular balloons that harbour

mysterious entities – perhaps budding lifeforms (all works Untitled [From the Series To

Infinity], 2023). The lower floor houses a group of stalagmite-like sculptures made from a

mixture of linen tow and yarn in gradient browns, which recall the Kukeri costumes used in

traditional Bulgarian masquerades. Primitive in appearance and asserting their presence

through their imposing size and organic smell, this second group of works serves as a direct

contrast to the aseptic atmosphere of the upper gallery with its sleek sculpture-cum-incubators.
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aluminium-mounted textiles feature close-up depictions of body parts, corset-like garments and

technological gadgets. Nipples enlarged by magnifying glasses and sensually depicted shoulder

blades offer intriguing glimpses of individuals that, by concealing more than they reveal, leave

us wondering to whom these bodily fragments belong.

A quick look at the gallery website reveals that the embroideries, in fact, bare a resemblance to
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androgynous-looking models – dressed in fringy, crocheted, 1970s-style outfits – interact with
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recasts every element as a character in a play of her devising, one which tells a speculative

origin story of human culture and its imminent transformation through new forms of
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technological gadgets. Nipples enlarged by magnifying glasses and sensually depicted shoulder

blades offer intriguing glimpses of individuals that, by concealing more than they reveal, leave

us wondering to whom these bodily fragments belong.
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hallways illuminated by yellowish lighting. In the absence of performers this same lighting
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recasts every element as a character in a play of her devising, one which tells a speculative

origin story of human culture and its imminent transformation through new forms of

intelligence.

Klára Hosnedlová’s ‘To Infinity’‘To Infinity’ is on view at Kestner Gesellschaft, Hannover, until 4 June.

Klára Hosnedlová, ‘To Infinity’, 2023, exhibition view. Courtesy: the
artist, Kraupa-Tuskany Zeidler, Berlin, and White Cube, London;
Photograph: Zdeněk Porcal - Studio Flusser
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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-
ing in a flood of data—and it is all quite 
overwhelming. There is also a flood 
of disaster news headlines, covering 
everything from the climate to AI and 
other forms of apocalypse.

This is definitely a good background 
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 
research. My first question is: how did 
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 
I was attracted to your work in the first 
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 
out in 2017, was aimed as a reflection 
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-
phy” I meant three things: images that 
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 
very long time. The first picture in the 

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-
cock Abbey, as the first house that took 
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-
tion to light. It is a fixation of light in the 
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 
the optical flow. I am trying to expand 
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 
simplified, almost two-dimensional idea 
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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Klára Hosnedlová Creates a Temporal Shift
At Kestner Gesellschaft, Hannover, the artist’s enveloping installation is at once archaic yet futuristic
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‘To Infinity’, Klára Hosnedlová’s solo exhibition at Kestner Gesellschaft, adopts a holistic vision

of architecture as everything that inhabits a given space. The artist has blocked the observation

windows of the former Jugendstil swimming pool, partly covered the entrance doors with

partition walls, concealed the gaps between structural columns using opaque plastic sheets, and

overlaid the flooring with vinyl printed with a repeating image of bedsheets. The result is a

wholly immersive environment that sets the tone for what is to come.

Each of the institution’s two floors hosts a series of large-scale, pendant sculptures. In the upper

gallery, white epoxy forms resemble sinuous, elongated, testicular balloons that harbour

mysterious entities – perhaps budding lifeforms (all works Untitled [From the Series To

Infinity], 2023). The lower floor houses a group of stalagmite-like sculptures made from a

mixture of linen tow and yarn in gradient browns, which recall the Kukeri costumes used in

traditional Bulgarian masquerades. Primitive in appearance and asserting their presence

through their imposing size and organic smell, this second group of works serves as a direct

contrast to the aseptic atmosphere of the upper gallery with its sleek sculpture-cum-incubators.

In this at once archaic yet futuristic setting, temporality itself becomes a subject.

Klára Hosnedlová, Untitled (from the series ‘To Infinity’),
2023, stainless frame, cotton thread and epoxy, 4 ×1 m.
Courtesy: the artist, Kraupa-Tuskany Zeidler, Berlin, and
White Cube, London; Photograph: Zdeněk Porcal - Studio
Flusser

Embedded within each hanging sculpture is a hyperrealist embroidery. Long and thin, these

aluminium-mounted textiles feature close-up depictions of body parts, corset-like garments and

technological gadgets. Nipples enlarged by magnifying glasses and sensually depicted shoulder

blades offer intriguing glimpses of individuals that, by concealing more than they reveal, leave

us wondering to whom these bodily fragments belong.

A quick look at the gallery website reveals that the embroideries, in fact, bare a resemblance to

documentary photographs of a performance held in the exhibition space, in which lean,

androgynous-looking models – dressed in fringy, crocheted, 1970s-style outfits – interact with

the sculptures. Rather than offering a clear narrative, however, the performers explore the

possibilities of the exhibition space: they play with slabs of clay, press themselves against the

translucent plastic sheeting and hold onto the metallic handles on the walls of the surrounding

hallways illuminated by yellowish lighting. In the absence of performers this same lighting

emphasizes the theatricality of the empty space and shifts the focus onto the architecture and

the sculptures, which become the real storytellers.

Klára Hosnedlová, ‘To Infinity’, 2023, exhibition view.
Costumes: Anna Heim; Performers: Ruth Ikondo, Denis
Emmenegger and Matilde Simões. Courtesy: the artist,
Kraupa-Tuskany Zeidler, Berlin, and White Cube, London;
Photograph: Zdeněk Porcal - Studio Flusser

In her essay ‘The Split Wall: Domestic Voyeurism’ (1992), Beatriz Colomina describes the

interiors designed by Austrian architect Adolf Loos as ‘stage sets’ or ‘theatrical architecture’. By

screening windows with blinds or positioning them so that they looked onto other interior

spaces rather than facing outwards, Loos created spaces in which, Colomina argues, ‘inhabitants

are both actors in and spectators of the scene’. Similarly, Hosnedlová’s enveloping installation

recasts every element as a character in a play of her devising, one which tells a speculative

origin story of human culture and its imminent transformation through new forms of

intelligence.

Klára Hosnedlová’s ‘To Infinity’‘To Infinity’ is on view at Kestner Gesellschaft, Hannover, until 4 June.

Klára Hosnedlová, ‘To Infinity’, 2023, exhibition view. Courtesy: the
artist, Kraupa-Tuskany Zeidler, Berlin, and White Cube, London;
Photograph: Zdeněk Porcal - Studio Flusser
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Klára Hosnedlová, ‘To Infinity’, 2023, exhibition view. Costumes: Anna
Heim; Performers: Ruth Ikondo, Denis Emmenegger and Matilde Simões.
Courtesy: the artist, Kraupa-Tuskany Zeidler, Berlin, and White Cube,
London; Photograph: Zdeněk Porcal - Studio Flusser
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Main image: Klára Hosnedlová, ‘To Infinity’, 2023, exhibition view. Costumes: Anna Heim; Performers: Ruth Ikondo, Denis

Emmenegger and Matilde Simões. Courtesy: the artist, Kraupa-Tuskany Zeidler, Berlin, and White Cube, London;

Photograph: Zdeněk Porcal - Studio Flusser
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‘To Infinity’, Klára Hosnedlová’s solo exhibition at Kestner Gesellschaft, adopts a holistic vision

of architecture as everything that inhabits a given space. The artist has blocked the observation

windows of the former Jugendstil swimming pool, partly covered the entrance doors with

partition walls, concealed the gaps between structural columns using opaque plastic sheets, and

overlaid the flooring with vinyl printed with a repeating image of bedsheets. The result is a

wholly immersive environment that sets the tone for what is to come.

Each of the institution’s two floors hosts a series of large-scale, pendant sculptures. In the upper

gallery, white epoxy forms resemble sinuous, elongated, testicular balloons that harbour

mysterious entities – perhaps budding lifeforms (all works Untitled [From the Series To

Infinity], 2023). The lower floor houses a group of stalagmite-like sculptures made from a

mixture of linen tow and yarn in gradient browns, which recall the Kukeri costumes used in

traditional Bulgarian masquerades. Primitive in appearance and asserting their presence

through their imposing size and organic smell, this second group of works serves as a direct

contrast to the aseptic atmosphere of the upper gallery with its sleek sculpture-cum-incubators.

In this at once archaic yet futuristic setting, temporality itself becomes a subject.

Klára Hosnedlová, Untitled (from the series ‘To Infinity’),
2023, stainless frame, cotton thread and epoxy, 4 ×1 m.
Courtesy: the artist, Kraupa-Tuskany Zeidler, Berlin, and
White Cube, London; Photograph: Zdeněk Porcal - Studio
Flusser

Embedded within each hanging sculpture is a hyperrealist embroidery. Long and thin, these

aluminium-mounted textiles feature close-up depictions of body parts, corset-like garments and

technological gadgets. Nipples enlarged by magnifying glasses and sensually depicted shoulder

blades offer intriguing glimpses of individuals that, by concealing more than they reveal, leave

us wondering to whom these bodily fragments belong.

A quick look at the gallery website reveals that the embroideries, in fact, bare a resemblance to

documentary photographs of a performance held in the exhibition space, in which lean,

androgynous-looking models – dressed in fringy, crocheted, 1970s-style outfits – interact with

the sculptures. Rather than offering a clear narrative, however, the performers explore the

possibilities of the exhibition space: they play with slabs of clay, press themselves against the

translucent plastic sheeting and hold onto the metallic handles on the walls of the surrounding

hallways illuminated by yellowish lighting. In the absence of performers this same lighting

emphasizes the theatricality of the empty space and shifts the focus onto the architecture and

the sculptures, which become the real storytellers.

Klára Hosnedlová, ‘To Infinity’, 2023, exhibition view.
Costumes: Anna Heim; Performers: Ruth Ikondo, Denis
Emmenegger and Matilde Simões. Courtesy: the artist,
Kraupa-Tuskany Zeidler, Berlin, and White Cube, London;
Photograph: Zdeněk Porcal - Studio Flusser

In her essay ‘The Split Wall: Domestic Voyeurism’ (1992), Beatriz Colomina describes the

interiors designed by Austrian architect Adolf Loos as ‘stage sets’ or ‘theatrical architecture’. By

screening windows with blinds or positioning them so that they looked onto other interior

spaces rather than facing outwards, Loos created spaces in which, Colomina argues, ‘inhabitants

are both actors in and spectators of the scene’. Similarly, Hosnedlová’s enveloping installation

recasts every element as a character in a play of her devising, one which tells a speculative

origin story of human culture and its imminent transformation through new forms of

intelligence.

Klára Hosnedlová’s ‘To Infinity’‘To Infinity’ is on view at Kestner Gesellschaft, Hannover, until 4 June.

Klára Hosnedlová, ‘To Infinity’, 2023, exhibition view. Courtesy: the
artist, Kraupa-Tuskany Zeidler, Berlin, and White Cube, London;
Photograph: Zdeněk Porcal - Studio Flusser
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Emmenegger and Matilde Simões. Courtesy: the artist, Kraupa-Tuskany Zeidler, Berlin, and White Cube, London;
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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-
ing in a flood of data—and it is all quite 
overwhelming. There is also a flood 
of disaster news headlines, covering 
everything from the climate to AI and 
other forms of apocalypse.

This is definitely a good background 
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 
research. My first question is: how did 
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 
I was attracted to your work in the first 
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 
out in 2017, was aimed as a reflection 
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-
phy” I meant three things: images that 
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 
very long time. The first picture in the 

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-
cock Abbey, as the first house that took 
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-
tion to light. It is a fixation of light in the 
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 
the optical flow. I am trying to expand 
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 
simplified, almost two-dimensional idea 
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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‘To Infinity’, Klára Hosnedlová’s solo exhibition at Kestner Gesellschaft, adopts a holistic vision

of architecture as everything that inhabits a given space. The artist has blocked the observation

windows of the former Jugendstil swimming pool, partly covered the entrance doors with

partition walls, concealed the gaps between structural columns using opaque plastic sheets, and

overlaid the flooring with vinyl printed with a repeating image of bedsheets. The result is a

wholly immersive environment that sets the tone for what is to come.

Each of the institution’s two floors hosts a series of large-scale, pendant sculptures. In the upper

gallery, white epoxy forms resemble sinuous, elongated, testicular balloons that harbour

mysterious entities – perhaps budding lifeforms (all works Untitled [From the Series To

Infinity], 2023). The lower floor houses a group of stalagmite-like sculptures made from a

mixture of linen tow and yarn in gradient browns, which recall the Kukeri costumes used in

traditional Bulgarian masquerades. Primitive in appearance and asserting their presence

through their imposing size and organic smell, this second group of works serves as a direct

contrast to the aseptic atmosphere of the upper gallery with its sleek sculpture-cum-incubators.

In this at once archaic yet futuristic setting, temporality itself becomes a subject.

Klára Hosnedlová, Untitled (from the series ‘To Infinity’),
2023, stainless frame, cotton thread and epoxy, 4 ×1 m.
Courtesy: the artist, Kraupa-Tuskany Zeidler, Berlin, and
White Cube, London; Photograph: Zdeněk Porcal - Studio
Flusser

Embedded within each hanging sculpture is a hyperrealist embroidery. Long and thin, these

aluminium-mounted textiles feature close-up depictions of body parts, corset-like garments and

technological gadgets. Nipples enlarged by magnifying glasses and sensually depicted shoulder

blades offer intriguing glimpses of individuals that, by concealing more than they reveal, leave

us wondering to whom these bodily fragments belong.

A quick look at the gallery website reveals that the embroideries, in fact, bare a resemblance to

documentary photographs of a performance held in the exhibition space, in which lean,

androgynous-looking models – dressed in fringy, crocheted, 1970s-style outfits – interact with

the sculptures. Rather than offering a clear narrative, however, the performers explore the

possibilities of the exhibition space: they play with slabs of clay, press themselves against the

translucent plastic sheeting and hold onto the metallic handles on the walls of the surrounding

hallways illuminated by yellowish lighting. In the absence of performers this same lighting

emphasizes the theatricality of the empty space and shifts the focus onto the architecture and

the sculptures, which become the real storytellers.

Klára Hosnedlová, ‘To Infinity’, 2023, exhibition view.
Costumes: Anna Heim; Performers: Ruth Ikondo, Denis
Emmenegger and Matilde Simões. Courtesy: the artist,
Kraupa-Tuskany Zeidler, Berlin, and White Cube, London;
Photograph: Zdeněk Porcal - Studio Flusser

In her essay ‘The Split Wall: Domestic Voyeurism’ (1992), Beatriz Colomina describes the

interiors designed by Austrian architect Adolf Loos as ‘stage sets’ or ‘theatrical architecture’. By

screening windows with blinds or positioning them so that they looked onto other interior

spaces rather than facing outwards, Loos created spaces in which, Colomina argues, ‘inhabitants

are both actors in and spectators of the scene’. Similarly, Hosnedlová’s enveloping installation

recasts every element as a character in a play of her devising, one which tells a speculative

origin story of human culture and its imminent transformation through new forms of

intelligence.

Klára Hosnedlová’s ‘To Infinity’‘To Infinity’ is on view at Kestner Gesellschaft, Hannover, until 4 June.

Klára Hosnedlová, ‘To Infinity’, 2023, exhibition view. Courtesy: the
artist, Kraupa-Tuskany Zeidler, Berlin, and White Cube, London;
Photograph: Zdeněk Porcal - Studio Flusser
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Klára Hosnedlová Creates a Temporal Shift
At Kestner Gesellschaft, Hannover, the artist’s enveloping installation is at once archaic yet futuristic
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‘To Infinity’, Klára Hosnedlová’s solo exhibition at Kestner Gesellschaft, adopts a holistic vision

of architecture as everything that inhabits a given space. The artist has blocked the observation

windows of the former Jugendstil swimming pool, partly covered the entrance doors with

partition walls, concealed the gaps between structural columns using opaque plastic sheets, and

overlaid the flooring with vinyl printed with a repeating image of bedsheets. The result is a

wholly immersive environment that sets the tone for what is to come.

Each of the institution’s two floors hosts a series of large-scale, pendant sculptures. In the upper

gallery, white epoxy forms resemble sinuous, elongated, testicular balloons that harbour

mysterious entities – perhaps budding lifeforms (all works Untitled [From the Series To

Infinity], 2023). The lower floor houses a group of stalagmite-like sculptures made from a

mixture of linen tow and yarn in gradient browns, which recall the Kukeri costumes used in

traditional Bulgarian masquerades. Primitive in appearance and asserting their presence

through their imposing size and organic smell, this second group of works serves as a direct

contrast to the aseptic atmosphere of the upper gallery with its sleek sculpture-cum-incubators.

In this at once archaic yet futuristic setting, temporality itself becomes a subject.

Klára Hosnedlová, Untitled (from the series ‘To Infinity’),
2023, stainless frame, cotton thread and epoxy, 4 ×1 m.
Courtesy: the artist, Kraupa-Tuskany Zeidler, Berlin, and
White Cube, London; Photograph: Zdeněk Porcal - Studio
Flusser

Embedded within each hanging sculpture is a hyperrealist embroidery. Long and thin, these

aluminium-mounted textiles feature close-up depictions of body parts, corset-like garments and

technological gadgets. Nipples enlarged by magnifying glasses and sensually depicted shoulder

blades offer intriguing glimpses of individuals that, by concealing more than they reveal, leave

us wondering to whom these bodily fragments belong.

A quick look at the gallery website reveals that the embroideries, in fact, bare a resemblance to

documentary photographs of a performance held in the exhibition space, in which lean,

androgynous-looking models – dressed in fringy, crocheted, 1970s-style outfits – interact with

the sculptures. Rather than offering a clear narrative, however, the performers explore the

possibilities of the exhibition space: they play with slabs of clay, press themselves against the

translucent plastic sheeting and hold onto the metallic handles on the walls of the surrounding

hallways illuminated by yellowish lighting. In the absence of performers this same lighting

emphasizes the theatricality of the empty space and shifts the focus onto the architecture and

the sculptures, which become the real storytellers.

Klára Hosnedlová, ‘To Infinity’, 2023, exhibition view.
Costumes: Anna Heim; Performers: Ruth Ikondo, Denis
Emmenegger and Matilde Simões. Courtesy: the artist,
Kraupa-Tuskany Zeidler, Berlin, and White Cube, London;
Photograph: Zdeněk Porcal - Studio Flusser

In her essay ‘The Split Wall: Domestic Voyeurism’ (1992), Beatriz Colomina describes the

interiors designed by Austrian architect Adolf Loos as ‘stage sets’ or ‘theatrical architecture’. By

screening windows with blinds or positioning them so that they looked onto other interior

spaces rather than facing outwards, Loos created spaces in which, Colomina argues, ‘inhabitants

are both actors in and spectators of the scene’. Similarly, Hosnedlová’s enveloping installation

recasts every element as a character in a play of her devising, one which tells a speculative

origin story of human culture and its imminent transformation through new forms of

intelligence.

Klára Hosnedlová’s ‘To Infinity’‘To Infinity’ is on view at Kestner Gesellschaft, Hannover, until 4 June.
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