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One of the most provocative claims in cognitive scientist Donald Hoffman’s The Case Against Reality (2019) is that our senses 
do not reveal an objective reality. “The problem is not that our perceptions are wrong about this or that detail. It’s that the very 
language of objects in space and time is simply the wrong language to describe objective reality.” Zoom out from the myopia 
of scrutinizing what’s directly in front of your primate face. Many birds, for example, navigate using the Earth’s magnetic field, 
sensing vast magnetic arcs from the poles and finding their way across the sky as if following a massive grid. Catfish have 
chemoreceptive systems with more than fifteen times the number of taste buds humans have, distributed over their bodies 
so they can “taste” their environment. Reality — as distinct from objective reality, or the “there” when no one is there — is an 
interface to the world afforded by the sensorium.

Niko Princen’s High Reality, his first solo exhibition at Åplus, is a close study of the sensible world that has emerged with open 
world role-playing video games. Developed for this exhibition, Princen’s works place game worlds within a Western art-histori-
cal continuum, tracing representational techniques from Dutch landscape painting to photography. Since the summer of 2025 
Princen has spent hundreds of hours playing a number of games with vast landscapes: Assassin’s Creed Odyssey (2018), 
Kingdom Come: Deliverance (2018), Kingdom Come: Deliverance II (2025), Red Dead Redemption 2 (2018), S.T.A.L.K.E.R. 2: 
Heart of Chornobyl (2024), and The Witcher 3: Wild Hunt (2015). Embodying various avatars, Princen wanders their photo-
realistic spaces, interacting with preprogrammed characters along the way, wandering their digital expanses. These games 
produce a striking verisimilitude: distant landscapes are often softened or blurred by algorithmic atmosphere, while ambient 
sounds—leaves rustling, waves on the shore, birdsong, and footfalls—transport the player beyond the screen.

The works in High Reality are screenshots—photographs—of landscapes Princen encountered in his journeys. Printed on the 
top half of vertical linen canvases, they read like views through a window or a door one might step through. Like real-worldpho-
tographs, Princen’s images are unique shots taken from singular encounterswithin a game’s temporal parameters and shaped 
by the agency of his avatar. A number of Princen’s photos feature windmills. Evoking the landscapes of The Hague School, the 
game world mills suggest an evolution in definition of the productive landscape. In the Netherlands, windmills were used pri-
marily for land management—pumping water to drain land, keep it dry, and enable settlement. With industrialization, mills were 
also used to process materials: sawmills built ships, grain mills produced food and trade goods, oil mills pressed seeds, and 
paper mills supported one of the Netherlands’ most lucrative Golden Age industries. Dutch mills thus produced both the phy-
sical land and the means to live from it. In contrast, the mills in S.T.A.L.K.E.R. 2, Kingdom Come: Deliverance, and The Witcher 
3 perform none of these tasks. They stand almost in defiance of conventional definitions of production and instead produce 
a sense of familiarity with an archetypal past—a feeling that history has taken place. They’re monuments to the amorphous 
opening between the physical and digital worlds we’ve constructed for ourselves to inhabit.

Princen’s work has often explored this space. Walking Around Building (2011) is a walk taken on Google street view; Front 
Window (2012) is a collection of screen grabs of his friend’s rooms as seen through Skype; Portraits (2014-ongoing) are a 
series of crimson red photos taken by pressing his finger on the camera lens of a smart phone camera of friends and stran-
gers; My Space (2017-2020) are photorealistic computer rendered images of his mother‘s and father’s homes in Amsterdam, 
emptied out after their passing. For Princen, reality as perceived is always an interface to deeper truths. The world is physical 
and digital and both are interfaces to questions about not how we see, but why. Between 2012 and 2015, Princen exhibited an 
installation where a lit candle was broadcast live over a video chat application. A sub-woofer was placed next to the candle so 
when someone watching the broadcast blew into their microphones, the pressure from the speakers would blow out the cand-
le. In 2015, visitors in Dallas blew out a candle in Amsterdam. It’s a demonstration of the near frictionless path taken by cause 
and effect as it moves between physical and digital spaces. The works in High Reality furthers this claim, suggesting the way 
we move around the world is not only a series a decisions—a game—but scripted by narratives, myths, histories, and traditions, 
some only half remembered, that make up the interface, our senses, to the world.
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Result May Vary #9 (HR/W3), 2025
UV-print & primer on canvas
168 x 120 cm
66 1/8 x 47 1/4 in

Result May Vary #11 (HR/KCD), 2025
UV-print & primer on canvas

168 x 120 cm
66 1/8 x 47 1/4 in





Result May Vary #10 (HR/W3), 2025
UV-print & primer on canvas

168 x 120 cm
66 1/8 x 47 1/4 in

Result May Vary #6 (HR/RDR2), 2025
UV-print & primer on canvas
168 x 120 cm
66 1/8 x 47 1/4 in





Result May Vary #2 (HR/ACO), 2025
UV-print & primer on canvas

168 x 120 cm
66 1/8 x 47 1/4 in

Result May Vary #8 (HR/KCD2), 2025
UV-print & primer on canvas
168 x 120 cm
66 1/8 x 47 1/4 in









Result May Vary #3 (HR/ST2), 2025
UV-print & primer on canvas

70 x 50 cm
27 1/2 x 19 3/4 in

Result May Vary #7 (HR/KCD2), 2025
UV-print & primer on canvas
70 x 50 cm
27 1/2 x 19 3/4 in



Result May Vary #5 (HR/RDR2), 2025
UV-print & primer on canvas

70 x 50 cm
27 1/2 x 19 3/4 in

Result May Vary #4 (HR/ST2), 2025
UV-print & primer on canvas
70 x 50 cm
27 1/2 x 19 3/4 in



Result May Vary #1 (HR/ACO), 2025
UV-print & primer on canvas
70 x 50 cm
27 1/2 x 19 3/4 in
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