
logically interesting human tendency, which 
was probably first made explicit by Joseph Wei-
zenbaum with his “ELIZA” experiment, a pro-
grammed simulation of a psychiatrist. Today 
this tendency is shown in the suicidal maneu-
vers drivers make to turn around in narrow  
tunnels as they follow the instructions of their 
satnavs. Alongside the Procrustean quality of 
user interfaces, faith in technology is only one 
of the aspects of the development of automa-
tion with much farther-reaching consequences. 

2045 – THE YEAR OF SINGULARITY 
Whilst it is still clear in the realm of user inter-
faces that the human is the active party in the 
game of interaction, and the machine is the re-
active party, this changes fundamentally with 
the dawning of the era of Industry 4.0 with its 
smart devices and self-controlling mobile de-
vices. Human and machine are on the path to 
convergence. This can easily be seen each time 
you have to pass a nearly impossible CAPTCHA 
Turing test in order to prove to a machine that 
you are a person and not a machine or “bot”.

This development is furthered by Moore’s 
Law, which states that the performance of tech-
nical constructs doubles every two years and 

which, according to the futurologist Ray Kurz-
weil, applies well beyond current computer chip 
technology. By extrapolation, it can therefore be 
said that so-called technological singularity will 
be achieved in 2045: this is 
when individual machines 
will have reached the level 
of the collective intelli-
gence of all people on the 
planet Earth. At this point, 
the complexity of machines 
will have demonstrably sur-
passed the ability of the 
human population on Earth 
to understand it, let alone control it. And it is not 
only paranoid earth-dwellers that have ominous 
forebodings about the next stage of Darwinian 
evolution. All the more so, given that research 
has shown that the human brain has shrunk 
since the emergence of Homo sapiens with their 
omnipresent survival problems and potentially 
fatal dangers, which they had to face each day, 
and is likely to shrink further as machines grad-
ually relieve us of our work. 

If machines becomes superhumans, will the 
sorcerer’s apprentice of Goethe’s poem become 
our prophet with his cry of “Help me Lord, I 

plead! Spirits I have conjured, no longer pay me 
heed”? In his book “Schöpfung ausser Kon-
trolle” (Creation out of Control), Karl Olsberg 
points to a potentially conciliatory shift in the 

evolutionary competition 
of human versus machine 
by putting the case for a 
symbiosis between human 
and machine using the 
somewhat hackneyed ex-
ample of bees and flowers. 
Indications of a develop-
ment in this direction can 
already be seen today in 

the growing spread and acceptance of “crowd-
sourcing” methods, to use the term coined by 
Jeff Howe. Machines and people solve the most 
intractable problems in peaceful harmony,  
with each party contributing its own unique 
strengths. Yet behind this apparent harmony 
once again a question emerges: Who is now the 
rider and who is the horse? It goes without say-
ing that questions of this kind not only have 
technological aspects but also ethical and legal 
dimensions, in particular with regard to respon-
sibility for actions and their effects. But that is 
a matter for another time. 

Theseus kills Procrustes in his own bed. Image on a vase c. 450 BC.

Humankind with 
its faith in 

technology submits 
unconditionally  
to the machine

Alexander Troitzsch, curator of art@work, interviews Tamara Janes, 
the artist behind art@work #010. This year’s ti&m special is titled  
“Design thinking meets programming”.

element that you can choose what you make 
the focus of attention, whether you celebrate 
yourself as an art personality or “hide” behind 
your own work. That is an advantage. 
At the same time, analog is coming in again. 
What do you see as the value of analog? 
With the digital, you always have an immediate 
answer; you see everything immediately. With 
analog, the role of chance returns, which is 
something I value enormously in my work. I 
can also see a great fascination with analog 
amongst “digital natives”. 
You use Google image search for your work. 
What is it about it that appeals to you? 
On one hand, it is the arbitrary nature of the 
content. On the other, it is the directness, the 
speed and hence the immediacy. You can also 
sense an inner aesthetic in the way the same 
thing keeps reappearing, and this aesthetic is 
something that you can’t escape. It is also in-
teresting that all the images come from us as 
users: they are a digital mirror for people. And 
finally, the results are highly topical, so they 
can be seen as documents that record a mo-
ment in time. I also use other image archives 
in my work, for example images from auction 
sites. There, photos are entirely subordinated 
to the purpose and are not taken by trained 
photographers. That is inspiring because they 
are unpredictable. Analog archives such as the 
New York Public Library’s picture collection are 
something really special. Their employees store 
photographs of every kind from any source in 
these archives, sorted by key words (canaries, 
canalization, etc.). That creates a very special 
mix, and for me it’s an excuse to go to New York 
again. A really cool relic in today’s digital world. 
What magical digital tool would you like to 
have yourself? And what tool would you like 
the world to have? 
The visual “dream recorder”. But ... do I really 
want to know everything that I dream? It would 
need a good digital filter (*laughs*). For the 
world at this moment in time, I can only wish 
for a peacemaker. That goes well beyond art. 

“I DO NOT BELIEVE IN THE GENIUS
who concocts masterpieces alone in a garret”

Alexander Troitzsch: What do you, as an art-
ist, associate with the term “design think-
ing”? 
Tamara Janes: Design thinking is not very 
widespread in art practice. What I see there is 
more of a leadership approach: an individual 
generates his or her own ideas and drives 
these forward, as a kind of engine with a vision. 
But the friction created by discussions with 
others is very important to relativize, chal-
lenge and shape ideas. I do not believe in the 
lone genius who concocts masterpieces alone 
in a garret. 
art@work often receives applications from 
artist duos. Is this a trend that goes in the 
opposite direction? 
A duo certainly has the advantage that the  
required friction is built in. But even in a digi-
talized world it is difficult to find a partner who 
you are not only in tune with but can also make 
an exciting statement with. It also depends  
on the kind of art. Performance artists have to 
collaborate. Photography is overwhelmingly 
reduced to the image of a one-man show, to the 
person who presses the shutter release. That 
can feel lonely. 
You have recently gone freelance. That must 
have been a difficult decision? 
I made a conscious decision to put myself out 
there so that I could focus more on myself and 
on what I have to say, on the vision, as it were, 
that comes from inside of me. Last year I 
launched my studio in Bern, and 2015 is a test 
for me to see how it really feels. 
How do you see your collaboration with  
“clients”? 
Completely new works emerge from discus-
sions with buyers, gallerists and viewers. That 
is important and valuable. It takes a certain 
openness and the desire to put yourself out 
there. Stewing in your own juices is probably 
easier, but it doesn’t take you further. Another 
aspect is the understanding of the works. There 
are two factions: those who think it is important 
to engage with the viewer and those who con-

sciously exclude this from their work. For me 
personally, it is important that my art commu-
nicates. 
What do you as an artist associate with the 
term digitalization? 
The term “digital art” to me sounds rather anti-
quated, like a hangover from the 1990s. Work-
ing with the digital is a matter of course in art 
today and is part of the canon of art. Besides 
that, as a photographer, I associate the term 
strongly with technology. I use the digital as 
both an associative filer and a technical filter, 
as a kind of tool, like a sculptor uses a special 
chisel. But digital also means: everywhere, 
quick, available, connectable. Rochus Lussi has 
said that this makes us directly public. That is 
a view that I share. But with art there is also the IM

AG
E:

 L
OR

EN
ZO

 B
ON

AT
I

Tamara Janes
is a freelance artist in Bern. She studied pho-
tography at Zurich University of the Arts and 
then at the School of Visual Arts in New York. 
She has exhibited her room portraits, which 
she alienates with digital image searches,  
at Jungkunst 14 and at Plat(t)form 15. Last  
year she won the vfg association of creative 
photographers’ prize for young talent with her  
associative dream interpretation series.
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