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Introduction

Katerina Gkoutziouli
Curator, researcher



The relationship between art and technology has always been dynamic
and reciprocal. Artificial intelligence, in its current form, makes this
relationship even more complex, as its impact on artistic practice
extends beyond the introduction of yet another technological tool. The
increasing automation of tasks and the widespread adoption of generative
artificial intelligence in recent years have shaped new conditions for
artistic production, within which artists are experimenting with different
methods and strategies. Applications based on machine learning models
have entered multiple spheres of political, economic, and cultural life,
significantly influencing the ways in which information is produced,
categorised, and disseminated. In this context, the widespread use of
artificial intelligence raises significant ethical and political questions,
ranging from data mining and algorithmic bias to its impact on work, the
environment, and cultural production. As Kate Crawford (2021) points
out, artificial intelligence cannot be understood solely as a technical
system. Itis simultaneously constituted by technical and social practices,
institutions, material infrastructures, natural resources, and political
and cultural processes, whilst computational systems both reflect
and shape social relations as well as ways of understanding and
representing the world."

In this framework, artists' engagement with artificial intelligence takes
place within a field of multiple forces and interrelationships that shape
both the functioning of computational systems and the conditions of
artistic creation itself. The interest lies in the processes through which
artists choose to engage with artificial intelligence, both practically and
conceptually. In her essay "After Al Art", Joanna Zylinska (2024) argues
that the initial wave of enthusiasm surrounding artificial intelligence in



in the art world appears to have subsided. The question is no longer
whether artificial intelligence is innovative, but how art itself is being
redefined through its technical, cultural, and critical engagement with
Al, and how this encounter influences the concepts of creativity and
human subjectivity.? This is also where the editorial focus of this volume
lies: on how art negotiates the terms of a technological context in which
it actively participates. Criticism, in this sense, is neither the acceptance
nor the rejection of artificial intelligence, but the exploration of the
conditions, infrastructures, and power relations within which it operates
and acquires meaning.

This book brings together five new, commissioned essays that explore
the relationship between artificial intelligence and art from different
theoretical and artistic perspectives. Focusing on the potential for
intervention, the contradictions of technological appropriation, online
cultures, algorithmic bias and authenticity, the essays in this volume
highlight different ways in which art engages with computational systems:
as a field of experimentation, as a method of critique, as a practice of
resistance, and as a process of renegotiating human action.

Luba Elliott maps the field of Al art beyond the widely accepted generative
models, documenting artistic practices from the 2010s to the present
day. Noting the sense of saturation and homogenisation of visual culture
often brought about by generative Al, Elliott brings together methods and
techniques that artists internationally have turned to in order to explore
the social, ethical, aesthetic, and political implications of computational
systems. From facial recognition systems and recommmendation algorithms
to autonomous agents, artificial life, biotech, and robotics, the author
examines the unorthodox ways in which artists appropriate technologies
and practices, highlighting how they can gain greater control over the
creative process. In alandscape dominated by Al slop, Elliott argues that
Al art is not defined by the technical adequacy of the results produced,
but by its ability to reframe computational systems and reshape the terms
of perception, interaction, and meaning.

Rosemary Lee examines the inherent ambiguity that characterises the
relationship between art and artificial intelligence. Using the “double-
edged blade" metaphor, Lee argues that technology can serve artists'
subversive intentions whilst simultaneously undermining and trapping
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them within the very frameworks they seek to critique. Artists' critical
appropriation of Al may lead to the glorification or even legitimisation
of the very mechanisms that they are attempting to deconstruct. In
discussing the demystification of artificial intelligence and the "Al-anti-
hype" strategy, Lee disassociates Al from the idea of thinking machines,
relating itinstead to a business plan for the industrialisation of intellectual
labour. By linking contemporary artistic practice to the history of the
Luddites, the author places today's artistic interventions in dialogue
with a broader history of resistance centred on technology, labour, and
conditions of production, proposing an approach that involves devising
new ways of relating to technologies within an ever-changing landscape.

Kostis Stafylakis shifts the discussion away from the prevailing questions
of artistic originality and the “creative self" towards a framework of
understanding based on “internet-aware” art. By situating generative
Al models within the socio-technical environment of the internet, data
extraction, and algorithmic surveillance, he examines how artistic
strategies have evolved from the 1990s to the present day. From the
net.art hacker and the surfer of post-internet art to the poster of today's
internet-core, Stafylakis traces the different forms taken by the artistic
subject and the strategies through which it intervenes in, navigates, and
participates in internet cultures. In this context, prompt engineering is
not merely a technique for content production, but a new form of social
antagonism and an integral part of the artistic process itself. As the
widespread use of generative Al blurs the boundaries between human-
produced and algorithmically generated content, the tensions arising
between word and image, and between the world and its representation,
take on a distinctly political dimension.

Caterina Antonopoulou debunks the myth of artificial intelligence's
objectivity, highlighting how algorithmic systems can automate and
reinforce pre-existing social biases. Focusing on algorithmic bias (Al
bias), she demonstrates how racial, gender-based, and other forms of
discrimination manifest themselves in analytical and generative artificial
intelligence, as well as in applications of anthropomorphic Al. Through a
series of artworks, she analyses the ways in which digital artists can make
visible the internal mechanisms of Al systems and the role of training
data in shaping algorithmically generated outcomes. The author argues
that contemporary artistic practices go beyond simply exposing errors,
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contributing to the search for alternative technological approaches,
such as the use of small datasets. The text highlights that there is no
single way to design, develop, and train Al, opening up a discussion of
the possibilities for a more inclusive technological future.

In his text, Nikos Erinakis analyses the concepts of authenticity and
creativity within the algorithmically shaped landscape of artificial intelligence
and digital hyperreality. He connects these two concepts through the idea
of "authenticity-as-creativity", emphasising the dynamic creative process
of selfhood. At the individual level, he proposes an “aesthetic co-autonomy”
of the self as a means of resisting the homogenisation that algorithmic
mediation can produce, whilst at a collective level he speaks of the need to
commit to a shared reality based on facts and evidence. Erinakis explores
the possibility of hybrid creativity in which artificial intelligence becomes
part of the creative process, while human agency and judgement remain
decisive. Authenticity thus emerges as an ongoing process of co-shaping
the self and the world in dialogue with the artificial.

From different starting points, the five texts shift the discussion from the
question "What can artificial intelligence create?” to "What happens when
artificial intelligence becomes part of the creative process?". What unites
the authors' perspectives is the capacity of art to observe and engage with
computational systems while simultaneously subjecting them to critique.
Art can be actively involved in the infrastructures, economies, and forms
of visibility that these systems produce. For this reason, it constitutes a
field in which their operations take shape, their contradictions become
perceptible, and the terms of the technological condition can be negotiated.
This publication aims to offer conceptual tools for understanding the
relationship between art and artificial intelligence within a technological
context undergoing continuous transformation.
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Notes

T Crawford, K. (2021). Atlas of Al. Yale University Press, p. 8.
2Zylinska, J. (2024). After Al art. Widok: Theories and Practices of Visual Culture, (38).
https://www.pismowidok.org/en/archive/2024/38-digital-entanglements/after-ai-art









Al Art:
Beyond Generative Al

Luba Elliott
Al Art Curator



What's next for Al art? Now that generative Al has become a
widespread tool for image creation in the mainstream, what other
techniques exist for artists who want to work with Al? This essay
looks at the broader spectrum of Al technologies beyond generative
Al, including but not limited to facial and object recognition, agent-
based systems, bioart and artificial life, as well as Al process artworks,
tracing examples from the beginnings of the deep learning revolution
in the 2010s to the emerging art practices of today.

One reason artists are beginning to explore alternative approaches
is the sense of saturation and fatigue that has emerged around
generative Al. Diffusion models, though powerful, often produce
aesthetically similar results, leading to a homogenisation of visual
culture. This is in addition to the lawsuits against major Al companies
for copyright infringement and the rise of prompt marketplaces,
which have all contributed to a sense that artists need to carve out
alternative strategies for producing genre-defining work. This recalls
earlier moments in art history, such as the initial excitement around
video artinthe 1960s or net artin the 1990s, when novel technologies
briefly dominated but soon became part of the mainstream visual
toolkit. By contrast, non-generative approaches allow artists to
intervene in systems designed for surveillance, commerce, or science,
reframing them as aesthetic materials and offering critical perspectives
on their use in society.

For many of us, the beginning of the 2010s Al art era can be traced
back to DeepDream, an Al algorithm developed by Alexander
Mordvintsev. Based on a convolutional neural network, it detects



certain features within an image and emphasises them, leading to
multicoloured psychedelic images with strange creatures such as
puppy slugs emerging from otherwise ordinary scenes. Incidentally,
the project came out of Mordvintsev's research in developing a new
model for the ImageNet competition.

DeepDream'’s release marked a pivotal moment in how Al art entered
popularimagination. The strange, hallucinatory images quickly circulated
online, becoming memes and sparking public debates about “what
machines see.” This viral spread helped crystallise the idea of Alas a
creative force, even though the algorithm was originally not intended
for artistic practice. Artists and technologists alike began to consider
the cultural impact of a system that could reveal hidden layers of
perception, connecting the aesthetics of machine vision with longer
traditions of psychedelic art, surrealism, and speculative imaginings
of non-human creativity.

In the field of object recognition, a key development was the launch
of the ImageNet dataset of 14 million images and 20,000 categories
together with the associated ImageNet Large Scale Visual Recognition
Challenge by Fei-Fei Liin 2010, which encouraged the development
of algorithms designed to achieve high accuracy inimage recognition.
The 2010s saw rapid development of effective models, with the
convolutional neural network AlexNet attaining 84.7% recognition
in the top five categories and subsequent models taking this figure
up to over 95% and even exceeding human performance.

Artists have long engaged with facial recognition tools in both
critical and fine arts capacities. Adam Harvey's CV Dazzle (2010)
used hairstyles and face markings to evade detection, while others
have experimented with fine jewellery or projected faces to obscure
biometric capture. Facial recognition itself had simultaneously
become a key site of political and ethical concern, with many
artists positioning their work as a form of resistance to biometric
surveillance. Trevor Paglen's ImageNet Roulette (2019) revealed how
datasets used to train facial recognition systems were riddled with
bias, misclassifications, and outdated categories perpetuating harmful
stereotypes. Hito Steyerl, through her lectures and performances,
has exposed the entanglement of computer vision with military
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and commercial infrastructures. As our gaze became redirected
onto these systems, artists highlighted both their technical limits
and the dangers of delegating social and political decisions to
algorithmic classification.

Some works engage the technology in more playful ways.
Shinseungback Kimyonghun's Non-Facial Portraits (2018) involved
drawing or painting under the supervision of a recognition camera,
altering the portrait whenever a "face” was detected. An alternative
approach was presented by Dries Depoorter in Face Detected,
2018-2026, where sculptors hacked away at blocks of clay until the
machine recognised a face. This iterative exploration of machine
perception of the human face in two and three dimensions highlights
the specifics of the two perspectives: sometimes all it takes is some
brush strokes in a single colour area, or rotating and misplacing
facial features. You can find the reverse logic in Shinseungback
Kimyonghun's Cloud Face (2012), where Al looks for faces in
clouds —a search for meaning, familiarity, and recognition in natural
phenomena. This anthropocentrism can be seen in Driessens &
Verstappen's Pareidolia (2019), where faces are identified in grains
of sand. Meanwhile, Jessica Tucker in cycles (2024) extends the
role of the face as a visual to generate bodies, producing eyes on
limbs that are otherwise devoid of detail: for humans, itis the face
that often carries the identity and most meaning.

Object recognition has likewise inspired creative misalignments,
frequently through the categorisation systems that link distinct visual
depictions of an object to one word. Tom White's Perception Engines
(2018) illustrates this quite clearly by distilling the essence of a
particular category, such as “starfish” or “cabbage”, into an abstract
shape that is recognised as such by image recognition systems.
However, some of these shapes, including the starfish, may confuse
the human observer because culturally and experientially we have
come to know starfish as multi-armed sea creatures as opposed
to shapeless bright pink objects. The ability of image recognition
systems to identify flowers is challenged in Shinseungback
Kimyonghun's work Flower (2016-2017), which looks at how flowers
can be fragmented and distorted in order to still be recognised as
such. The swirling abstract shapes call into question the extent
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to which colour combinations can be considered as linked more
closely to the concept of flowers than the flower shapes themselves.
Yetin their 2020 work Mou tan, itis the contour of the mountain that
enables it to be recognised as such, as the artists play with erasing
parts of an image to test the recognition limits. Whilst the Korean
artist duo achieve this by removing pixels, Caroline Sinders applies
white acrylic paint to photographs of an oil rig in their Experiments
in Becoming Unreadable (2024), in which the artist attempts to
hide these now dated infrastructure objects from machine vision,
even though in reality their presence cannot be as easily obscured.

Beyond objects and faces, recognition extends to emotions and
behaviour. Coralie Vogelaar's Random String of Emotions (2018)
looks at an actor's ability to produce emotions based on instructions
made by Al, while Lauren Lee McCarthy's Unlearning Language (2022)
pushed participants to find new ways of communication not detected
by the algorithm, resulting in humming, clapping, and other noises
instead of conventional human speech. Such works underscore how
these algorithmic constraints can spark new modes of expression
and communication.

These also recall the importance of categorisation, a process during
which images are annotated and categorised, a famously subjective
task that has produced a lot of bias. Artists who intervene in this
space often act as both critics and translators, revealing how opaque
technical systems can reinforce social hierarchies while also offering
strategies for resistance, humour, or subversion in everyday life.
Sebastian Schmieg's Decision Space (2016), commissioned for The
Photographers' Gallery, offered exactly this opportunity to the
casual observer: to categorise almost 3,000 images from famous
photographers —some neutral like sofas, others with clearer negative
connotations like guns —into one of problem, solution, past or future.
This highlighted the challenges faced when categorising objects
into abstract categories: there is often no clear answer and the
selection is highly biased. The elements of bias and the vital role
that arbitrary categorisation plays in our lives are surfaced by
works such as Libby Heaney's Britbot (2018) and mots' Deutsch/
Nicht Deutsch (2025). These projects expose how historical or
sports knowledge or even facial profiling determine belonging
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to a particular group, something that does not necessarily have a
commonly accepted definition.

Recommendation algorithms have long powered our internet
experience, including search engines, shopping portals, and music
platforms. In Gretchen Andrew's Vision Boards (2017-2021), we see
the artist subvert the traditional search engine recommendation
algorithms by creating search-engine-optimised pages for her
analogue paintings, which are then shown at the top of the results
page for images when the user searches for such terms as
“contemporary art auction record”. This work seeks to underscore
the power of the individual in hacking large corporate systems,
presenting an alternative version of the world. Scott Kelly and Ben
Polkinghorne's Signs of the Times (2017) presents billboards with
images that recommend other natural national parks to visit, as if the
attendee is shopping on Amazon, instead of enjoying the downtime
in nature. Through this work, we are reminded of the extent of the
influence of recommendation systems on our daily lives, which
dictate what we buy, where we go, and what we do. This theme of
recommendation engines is further explored in Sebastian Schmieg
& Silvio Lorusso's Networked Optimization (2013) project, which
presents copies of popular self-help books with white-on-white text:
the only sentences visible are those that have been highlighted the
most on Kindle, materialising the logic of popularity metrics.

At stake in artworks engaging with recommendation algorithms
is not only the aesthetics of personalisation but also the politics
of algorithmic governance. Systems that shape our choices in
shopping, streaming, and dating also influence cultural tastes,
narrowing the range of what we encounter. Some scholars, such as
Shoshana Zuboff, have described this as "surveillance capitalism”,
where behavioural data is harvested to predict and shape future
actions. By parodying or subverting recommendation systems, artists
remind us that these invisible infrastructures carry profound cultural
consequences, subtly determining what kinds of art, information, or
relationships enter our lives. The latter is explored in Dries Depoorter's
Browser Dating (2025) project, which is a dating app that connects
people based on their browsing history. What these works suggest
is that cultural experience itself is being algorithmically managed:
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just as Spotify playlists or Netflix suggestions channel us into
particular moods, genres, and rhythms of consumption, artworks
that mimic or parody recommendation systems underline how
even our aesthetic encounters are subject to invisible curation.
Through staging these mechanisms online or in a public space,
artists restore visibility to infrastructures that usually remain hidden,
inviting reflection on how desire and preference are no longer entirely
our own but shaped by predictive systems.

Scientific tools not originally intended for art-making provide another
fertile ground for exploration. Event cameras, in which the imaging
sensor only responds to local changes in brightness, have been
appropriated by Justin Urbach and his team in BLINDHAED (2025) to
explore the human drive for eyesight optimisation: this new scientific
advancement presents an artistic interpretation of enhanced visual
perception. In xSublimatio (2022), Pierre Pauze generated models
of drugs and molecules from data made available by AlphaFold,
which was originally designed by researchers at Google DeepMind
to predict protein structures from amino acids. Pauze's work sees
collectors purchase NFTs of visual depictions of molecules, which,
when combined, generate a new image — a new drug. The same
interest in the latest technological developments and their cultural
impactin the world can also be seen at a conceptual level in the works
of artists such as Lawrence Lek, whose film Geomancer (2017) - set
in 2065 during the year of Singapore's centennial —imagines the art
longings of a satellite and draws on DeepMind's key breakthrough
of 2017: the development of AlphaGo, a system able to beat human
players in the ancient game of Go.

Apart from relying on technologies and concepts offered by the
latest technological developments, a certain subset of works
explores and explains the hidden processes involved in Al. Lida
Zacharopoulou's DIGITAL NO MAN'S (2023), for example, uses the
medium of film to anthropomorphise the low-res images produced
by a generator and rejected by the discriminator that are part of
the GAN system. This creative interpretation of the GAN process
sheds light on the inner workings of the system by exploring the
potential feelings and issues experienced by images deemed not
pixel-perfect enough. Meanwhile, Sihwa Park's Diffusion TV (2025)
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presents a nostalgic physical CRT TV with an interactive interface,
enabling audiences to play with diffusion models and illustrate the
hidden process of Al denoising by adjusting the TV's antenna and
knobs to change chaotic data into recognisable images, giving the
human hand a chance to facilitate the Al process.

These days, Al agents are a major area of research, valued for their
ability to achieve goals and complete tasks. In art, this is exemplified
in decentralised autonomous art projects such as Gene Kogan's
Abraham (2019-present) and Mario Klingemann's Botto (2021-
present), an art agent that generates images based on prompts,
refining its style through community votes. This use of autonomous
agents in art raises questions about authorship and collaboration.
When Botto produces images voted on by the community, who is the
“artist” —the art engine, its developer, or the collective audience guiding
Botto’s development? These questions echo earlier experiments
with distributed creativity, such as mail art networks in the 1960s
or early internet art communities, where individual authorship was
blurred in favour of collective processes. Through the revival of these
debates in the context of Al, agent-based art highlights creativity
as a networked, negotiated activity rather than the output of a
single individual.

In response to digital saturation, some artists have turned to
bioart. A key example from this field is Guy Ben-Ary's cellF (2016),
the world's first neural synthesiser made out of a biological neural
network grown from the artist's own cells. Unlike software-based
neural networks, Ben-Ary's project uses a human cell to control
a custom-built modular synthesiser: only analogue circuits and
biological material power the instrument. These build on older
bioart works such as Eduardo Kac's GFP Bunny (2000), showcasing
how living systems infiltrate into the domain of art and, in the
process, blur distinctions between natural and artificial, human and
non-human, and machine and organism. They also invite ethical
reflection: what responsibilities do artists have when working with
living matter, whether neurons in a dish or robotic creatures released
into the environment? The combination of Al with bioart raises
further questions about the boundaries of agency, creativity, and
life itself.
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Alongside bioart, robotics offers a welcome escape into the physical
realm. lan Ingram’'s Danger, Squirrel Nutkin! (2009) features a robot
with multiple squirrel tails that serves to warn real squirrels of any
predators it sees using their own tail-flick signal. This interaction
between robotic creatures and the natural environment raises
multiple questions about the essence of a squirrel and the role these
artificial creatures may play in the world of the future. Similarly,
Paula Gaetano developed a land exploration robot inspired by
the guanaco, the native mammal of the Andes, for the project
Guanaquerx (2024). Made by a collective of artists and engineers,
this robot proceeded to traverse peaks of 15,000 feet across the
Andes, a feat inspired by the 1817 Crossing, providing an example
of collective efforts of local cosmotechnics to reclaim the Andes
as a site of emancipation and decolonialism. These explorations
intersect with a growing interest in ecological and posthuman
perspectivesinart. In a time of climate crisis, such works encourage
us to imagine forms of coexistence with machines, animals, and
environments that are less extractive and more collaborative,
repositioning Al and robotics not as tools of domination but as
partners in ecological survival.

In terms of artificial life, techniques such as genetic algorithms and
cellular automata have long found uses amongst a broad spectrum
of artists from the fields of old-school computer art to the NFT
generative art community. These are biological algorithms developed
for other purposes, but finding life as creative material by artists
such as Alexander Mordvintsev and Harm van den Dorpel. Alexander
Mordvintsev's Hexells (2020) operates as a self-organising system
of cells trained to make textures by relying solely on neighbour
communication. This work highlights the role of an individual cell
within a larger cell collective. Harm van den Dorpel has been working
with systems such as genetic algorithms in Hybrid Vigor (2017) for
awhile. There, we see the artist use the fitness function of audience
feedback to create new abstract turtle drawings, which populate the
screen and allow the audience to choose two of these as parents,
which in turn spawn children, and the process continues until the
shapes and colours converge into one supreme artwork, which is
then printed.
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- I am more than just pixels.

I am a voice yearning to be heard.

Lida Zacharopoulou, Digital No-Man’s, 2023. Courtesy of the artist






Guy Ben-Ary, cellF, 2016. Installation view, Cell Block Theatre, Sydney.
Courtesy of the artist. Photo by Alex Davies




Together, these projects demonstrate how artists repurpose Al
systems in unconventional ways: hacking infrastructures, exploring
the limits of technology, revealing hidden assumptions, incorporating
living matter or breaking apart the building blocks of these all-purpose
Al systems. In doing so, artists open themselves up to less competition
and more opportunity when they begin to experiment with systems
not initially designed for media generation. After all, it is easier to
foster unusual forms of creativity when the tool you are working
withis limited in conventional fine arts capabilities. These limitations
turn constraints into opportunities for new forms of expression and
perspectives that resist technological homogenisation.

Looking ahead, the challenge for artists is to ensure that their distinct
creative voices continue to be heard in the tsunami of ever-perfect Al
slop. Ultimately, the future of Al art may depend less on technological
novelty and more on the capacity of artists to imagine alternative
uses for infrastructures of computation. As Al becomes increasingly
embedded and invisible — powering everything from medical diagnoses
to customer support — the artistic task is to make these hidden
processes visible and offer their unique voices through playful
interventions, critical hacking or collaborations with living systems. In
this way, artists can reclaim some agency in a technological landscape
dominated by corporate platforms, reminding us that creativity is
not only about producing new images but also about reshaping the
conditions of perception, interaction, and meaning.
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The Double-edged Blade of
Technological Appropriation

Rosemary Lee
Artist; Guest Assistant Professor, Faculty of Engineering,
University of Porto



The ethical mutability of technology gives it the capacity to act as
a double-edged blade that may just as easily cut for as against the
intentions of those who wield it. Critically engaged artistic practices
with emerging technologies are no exception to this, equally capable
of subversion as of becoming trapped in the apparatus themselves.
The reverberating effects of technology are not easily understood
through black-and-white conceptions of technoethics, nor do they
offer straightforward paths toward resolution that are not addressed
by merely drawing attention to or seeking to remediate the potential
repercussions of technology.

Creative explorations with artificial intelligence have recently raised
anumber of complexissues that touch on the nuances of this topic,
while recalling aspects of similar shifts that have occurred in the past,
in which technologies have enacted unintended consequences in
the fulfilment of their aims. Efforts of creative misuse may steer tools
towards other purposes than they were intended for, opening up new
ways of looking at them and the grounding assumptions embedded in
their design. But these disruptive gestures are themselves subject to
the very same duplicity that makes them possible. The appropriation
of new tools and methods may destabilise established conventions
within culture, informing new methods, aesthetics, and conceptual
reflections on technological shifts and their wider impacts within
society. In recent explorations of artificial intelligence in art, neither
a blanket rejection of the technology nor an attempt at taming it will
easily reconcile its internal conflicts.
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Efforts to understand and respond to the emerging promise of artificial
intelligence have unearthed a myriad of interconnected issues that
stem from various aspects of the technology's relevance to artistic
practice. By unsettling the methods, tools, and value systems of art,
new technological developments undermine adherence to strictly
established conventions regarding the role of technology in culture.
Like a double-edged blade, artificial intelligence cuts both ways,
acting both for and against its explicit purpose. This is a core danger
of artificial intelligence —and, arguably, of technologies in general —
but is also an opening for critical intervention.

There is no weapon of your individual will which, once appropriated
by others, does not turn against you. (Vaneigem, 1967: 9)

Situationist author Raoul Vaneigem noted the precarious nature
of the tools of resistance, remarking on their equal capacity to be
appropriated as to be reappropriated. The weapons referred to in
this case relate to acts of political and artistic opposition in Europe
during the late 1960s, long before artificial intelligence might have
been conceptualised in such terms, yet this statement may benefit
from the very logic of appropriation that it identifies. Applying these
words otherwise than intended may give us insight into the unsteady
nature of technology's adoption within culture, highlighting potential
ways forward regarding the relevance of artificial intelligence to art.
Artistic interventions with technology are immersed in an interplay
between creative misuse, abstention, and subversion, often seeking
to contest the current state of affairs through the invention of new
methods for doing, making, and thinking. But while these may indeed
prove to be effective strategies that enable artists to respond to
the shifting contexts they find themselves in, Vaneigem's words
remind us that even these are subject to the turning (détournement)’
of apparatuses against themselves. While technology may not be
impervious to our acts of sabotage, those very disruptive strategies
may themselves be undercut by other intentions.

The recent fascination of artists with artificial intelligence raises
familiar questions about technology's appropriation in art, and
this is particularly relevant in the ways that it may trouble what we
thought we already knew about the subject. New, powerful generative
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tools have opened up an intricate area of discussion on the role of
technology in culture, as well as what ethical responsibility artists
bear in experimenting with tools that may carry with them a host of
implications that are problematic and difficult — or even impossible
— to remediate. Artificial intelligence's artistic potential, resulting
aesthetics, and accompanying discourses have a habit of dredging
up unanswered questions on seemingly resolved topics such as
the role of machines relative to human authorship, the primacy of
either perceptual or conceptual qualities in cultural content, and
conceptions of mastery within these frameworks. But they may also
give us cause to re-examine the assumption that artists are the ideal
candidates or even necessarily equipped to investigate topics such
as these in a way that is not itself ethically contentious. Arguably,
the task of art is not to fix the world but rather to offer new ways
of forming relationships with it, but this is a complex undertaking
given the seemingly ever-changing technological context we find
ourselves in.

In recent years, there has been a significant expansion of artificial
intelligence, both in terms of its technical capacities and its increasing
presence in contexts beyond research, making it an undeniable
source of intrigue. The expansion of access to experimentation with
machine learning systems has placed it and its related themes within
reach of non-experts, introducing not only new tools and methods
into visual culture, but also unleashing a great deal of uncertainty
in its wake. Widespread access to the use of advanced artificial
intelligence systems — both in the technical sense and in terms of
literacy with its modalities — has caused a shift not only in what and
how it's possible to create, but also in terms of culturally reckoning
with the implications that follow this change. Artists have quickly
tuned in to the problematic implications that artificial intelligence
may have for society, culture, and creative work, among others.
But as much as staying with this trouble has helped to illuminate
its nuances, it also highlights the lack of any strictly virtuous paths
forward from them.

It has been thoroughly established, for example, that artificial

intelligence entails significant problems in terms of bias, error,
and imposition of problematic power hierarchies. And while artists’
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reflections on and with the troubling dimensions of artificial intelligence
have arguably served as fodder for guiding discussions on these
issues, there seems to be a growing sense that what is at stake here
exceeds far beyond the capacity of art and artists to steer critical
reflections on technology. Artificial intelligence has the capacity to
be harmful in ways that are not straightforward to resolve, if at all,
and while this is relevant material for artistic explorations, it's not
always evident what role art might play therein. Something that is often
taken as a given but merits further consideration is whether artistic
work to deconstruct, critique, and comprehend artificial intelligence
will necessarily result in a positive effect relative to the goals of this
work. Artistic adoption of artificial intelligence may bring forth new
understandings of its humanistic entanglements, but it also has the
capacity to participate in its whitewashing and endorsement, evenin
its articulation of critique.

The domestication of artificial intelligence in cultural contexts may
mark a new stage in industrialisation that requires alternative ways of
conceptualising art, its relationship with technology, and their wider
importance. What had previously been inaccessible technological
modes of production have now become widely available, enabling
an increasing level of popular literacy with what is actually entailed
in artificial intelligence beyond the vivid associations encouraged by
this term. As a result, we have become more aware of how artificial
intelligence functions, as well as its limitations and capacity to enact
harm. But in spite of the considerable amount of attention this topic
has received in the past decade, we do not appear to have made
significant progress in resolving the numerous conceptual and ethical
discrepancies it raises. There is a high degree of public awareness
of the fact that artificial intelligence is prone to error, bias, and risk,
yet in spite of its perils, as well as precisely due to them, there is a
consensus that artificial intelligence is not to be ignored.

Some insight may be gained from enquiring into the term artificial
intelligence itself as a strategy of "Al-anti-hype"” (Odubela, 2024) to
dispel some of its mystique. Artificial intelligence frequently inspires
comparison with artificial general intelligence, a vision of artificial
intelligence capable of meeting or exceeding human abilities at
performing a given task. In popular discourse, it is often linked to
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the idea of automated thinking machines that could easily remove
the inefficient humanin the loop if that were deemed possible or even
beneficial to their efficiency. Whether this threat is leveraged in terms
of labour — through the displacement and replacement of human
roles — or by way of extermination — for which artificial intelligence
could conceivably contrive many creative solutions — the potential
danger posed by artificial intelligence may serve the dual purpose
of stoking fear of the technology while also inspiring reverence
for it by overestimating the power of current artificial intelligence.
Counterintuitive as it may seem, the vision of artificial intelligence
associated with a threat to humanity may divert warranted attention
away from the demonstrated harm to humans that artificial intelligence
is already implicated in, as well as the fact that what we currently refer
to under the title of "artificial intelligence” bears little resemblance
to machines’ performance of human-competitive cognitive activity.

Describing artificial intelligence as such, a matter of mechanising
intellectual work, may itself be a problematic foundation upon which
to build technology. Dissimulating computational processes as
relative to human cognition through the use of anthropomorphic
terminology may say more than it intends to by exposing that this
act of doublespeak, in fact, means precisely to render intelligence
interchangeable with the artificial. Giving insight into this in his social
history of artificial intelligence, Matteo Pasquinelli discusses how the
relationship between computers and the performance of cognitive
tasks has been portrayed in less than straightforward fashion:

The idea of the automatic computer, in the contemporary sense,
emerged out of the project to mechanise the mental labour of
clerks rather than the old alchemic dream of building thinking
automata — although the latter narrative would often be used, in
the nineteenth century as much as in the century of corporate
Al, to masquerade the former business. (2023: 52)

This dimension of artificial intelligence, as a term again, taps into
the technology's capacity to be Janus-faced, presenting opposing
perspectives at once. While it may be misleading to propose artificial
intelligence agents as straightforward replacements of human
workers, there is nevertheless weight to the fact that this has
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been and may continue to be an underlying intention behind their
development and deployment. This term also harbours questionable
assumptions about the nature of intelligence —and, most problematically,
its associated identity politics — as well as the deferral of decision-
making to anthropomorphised machines and the enactment of
a divisive hierarchical programme upon the world. Despite these
incriminations, attempting to disassemble its internal logic through
experimentation with alternative terminologies may make the mistake
of seeking to formulate a critique of artificial intelligence while accepting
its foundational premises. For example, the renaming of artificial
intelligence using a term such as synthetic cognition (Manouach &
Engelhardt, 2022) may amount to merely calling it by a pair of synonyms
that cloak the fact that what's underneath remains the same. While
this term entails several discrepancies and internal conflicts, it is
nevertheless extremely effective in its capacity to enthral us,
conjuring vivid visions of what artificial intelligence could entail — for
better or worse.

For various reasons, artists have been some of the most visible early
adopters of artificial intelligence and among its most outspoken
critics. Part of this draws upon the conception of culture as a panacea
for societal ailments, especially when framed in opposition to
technological progress. Whether this conception of the role of
culture, art, or artists is accurate or not, the topic and affordances of
artificial intelligence have proven to be a compelling area for creative
exploration. Artists have played an important role in considering
artificial intelligence's implications for not only art, aesthetics, and
culture, but also its wider dimensions for society and the environment.
Many have voiced concerns about artificial intelligence's disposition
to cause harm, pointing to its track record of wrongdoing in terms
of resource-intensive extractivism, algorithmic bias, and capacity to
enact potentially catastrophic damage in ways that are difficult to
anticipate. While these issues and the tools they emerge from are
fertile ground for artists to scrutinise, exploring these issues artistically
treads a blade's edge between critical appropriation of technology
and its cultural validation.

Seeking to challenge technology by way of technology is never
a straightforward matter. Meaningfully addressing the impact of
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technologies is never as simple as making an informed choice about
whether or not a given tool is "good"” or "bad". In engaging critically with
technology, artists are not merely faced with a decision of whether
or notto use a particular kind of gadget, method, or software, but are
instead tasked with probing and reflecting on its impacts, significance,
and aesthetics. This may include breaking or deconstructing the
tools as a way of seeking to understand them, or —just as often - to
articulate a critique of their nuances.

One of the most memorable parables on the social rejection of
technology, the Luddite rebellion, may act as a reminder of the
multifaceted nature of technology and its relationship with historical
narratives in culture. By destroying the machines that threatened to
displace the value of their labour, the Luddites' response to the effects
of industrialisation earned them a designation that has endured for
more than a century, though they may not have been satisfied with the
way their actions have been remembered. The term often resurfaces
in discussions of the impact of emerging technologies, and it is
now associated with a stance antithetical to technology — against
progress, even. The nuances of rejecting the machinery of industrial
production appear to have been eroded by time, misconstrued by
those invested in a particular view of the situation and oversimplified
over the course of numerous retellings.

The word "Luddite”[...] turns up in our daily language in ways that
suggest we're confused not just about technology, but also
about who the original Luddites were and what being a modern
one actually means. (Conniff, 2011)

Although the machines were a target of their ire, the core of the
matter was the conditions of labour, and to explain it as merely an
anti-technological movement would be to not only misapprehend
its significance, but also disregard the cautionary tale it offers. The
specifics of the Luddite movement itself are of less interest here
than how this cultural memory relates to our present struggles to
come to terms with artificial intelligence and its impact — concrete,
potential, artistic, and societal. Current responses to artificial
intelligence may themselves spawn a new label for those who reject
the technology on the basis of its reverberating consequences; we
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may only hope that the subtleties of this struggle may be captured
in the often low-contrast play of shadows in what is transcribed as
history. The danger we might take note of from the flattening of
Luddites into two-dimensional characters attacking machines out of
fear and ignorance is that this historical overturning of the narrative
may be just as easily applied to undermine legitimate critique of
technology as to its rejection for any other reason.

A contemporary Luddite rebellion could attempt to take a hammer
to artificial intelligence systems, inventing machines to destroy
the technology more efficiently?, shutting down the power grid,
or burning data centres to the ground. But as Kate Crawford and
Vladan Joler (2018) demonstrate, the anatomy of an Al system is
massively dispersed and integrated into varied material and immaterial
infrastructures, so that rejecting or halting artificial intelligence on any
significant scale would at this stage be virtually impossible. Even if
it were feasible, simply smashing the machines would not suffice
to snuff out artificial intelligence. This was already the case at the
time of the Luddites’ interventions, and the tools in question were
mechanically simpler. The fact that the Luddites are remembered
today not for contesting the conditions of their labour by way of
technology, but rather, for attacking the technology, speaks to the
challenges at stake in critical approaches to the appropriation of
technology in art. The act of breaking the tools that play a role in
changing technological conditions of work is an evocative image, but
the problem has never been situated within the tools themselves,
but rather in the dynamics of the system in which they play a part.

Although certain aims may shape and become embedded in the
design and implementation of technologies, to fixate solely on these
purposeful aspects would overlook a more crucial aspect: technology
has equal capacity to act for and against its intended purpose. This
makes artistic work with emerging technologies such as artificial
intelligence an especially fascinating territory for cultural insurrection,
playing a balancing act of cultivating fertile soil for novel forms
of practice, aesthetics, and thinking, while seeking to avoid those
efforts being hijacked for other aims. Bringing this variegated view of
technology to the artistic exploration of artificial intelligence offers
a departure from the tendency to frame this topic in high contrast,

48



an interplay of lights and darks — moral high ground, even —when
the reality often leaves us with little certainty.

Creative experimentation with emerging technologies has the capacity
to reveal subtleties that may not have otherwise been apparent, while
evoking a sense of irresolution within technological appropriationin art
—that a given technology may give a sense of being as unavoidable
as its flaws are apparent. As tempting as it is to believe that our
present concerns about technology stand as exceptions from the
past, we may note resemblances within recent developments that
provoke an eerie nostalgia for things we vaguely recall, but that come
into existence through that very act of anamnesis. The expansion
of new tools, methods, and issues available to artists has changed
the conditions of creative labour as well as the values employed
in assessing its outcomes. And while it may be possible for us to
create in new ways using artificial intelligence, it's also crucial to
recall that this shift entails elements reminiscent of the past. The
integration of new modalities and concepts occurs within existing
frameworks rather than marking a radical departure from previous
forms of practice. Technologies often act as double-edged blades
that act on us as much as we act with them. Recognising this capacity
may enable us to resist the urge to frame the reverberating effects of
artistic practices with artificial intelligence as entirely unprecedented.
Unmooring technologies from their historical context obliges us to
approach them as a blank slate, when this may erase vital nuance
and inhibit our recourse to existing frameworks for addressing the
impact of technologies.
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Notes

T This term was used in Situationist contexts to refer to the hijacking of something
against its intended purpose as a method to undermine or question it.
2 Paraphrase of a meme, see: (matthat, 2010).
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In this essay, | will attempt to examine the dialectic between
contemporary visual arts practice and emerging models of artificial
intelligence, testing a framework of understanding that doesn't draw
its inspiration from the romantic concept of creativity, a concept
established within the same semiatic field as the concepts of originality
and ingenuity. And yet, the recent dissemination of generative artificial
intelligence applications has given rise to a public discussion
which, to a large degree, has been defined by anxiety over the
absence of the creator’s superiority, as that is summed up by the
popular question: "Can artificial intelligence create works of art?” Of
interestis the fact that the same anxiety also runs through discussions
that are not, exclusively, of a popularising nature. My mistrust of this
popular question extends towards the subsequent treatment of the
relationship between contemporary art and artificial intelligence as
anew chapterin the history of the media, or the "new media"“. That
viewpoint commonly sees the expansion of recent technologies
as an opportunity to reinforce or extend the “creative self”,
supposing the same centre of creative authenticity: a "modern
self”, who is facilitated by technologies, media or tools. Such a
logic is reflected, for example, in Refik Anadol's popular art, which
processes specific arrays of data to translate them into giant
electronic kaleidoscopes in real time. That post-digital investment
of the urban landscape and architectural design could, without
much effort, become understood as a contemporary translation/
extension of modern abstraction.

Thereason | don'tfind the above reasoning convincing is that it tends
to contribute to a perception which neglects that, for years now, a
more meaningful dialectic between visual arts practices and artificial
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intelligence has been unfolding — one that takes into account certain
fundamental mechanisms of the social process. | am referring to a
dialectic between art and internet culture, a dialectic between artistic
strategy, visual culture, and the political and social parameters of
life after Web 2.0.

The problem with the discussion regarding “artistic creation” in the age
of artificial intelligence is that it usually bypasses the megastructures,
the social and technological ecosystem within which that “meeting”
takes place. That ecosystem is none other than the internet, in
its contemporary transitional phase, from Web 2.0 to Web 2.5, and
from there on to its hypothetical consequent forms. Thereg, artificial
intelligence meets us in an inescapable way, contributing to the
configuration of an “algorithmic unconscious”, which dominates over
the subject without much consultation.” At the time of writing, the
timeline of my social media has been taken over by artificial images
of an erotic clinch between Timothée Chalamet and Tom Holland,
as if trying to tell me something, to arouse — successfully or not
— the desire to stay tuned to what it is about to “offer” me. Even if |
find this material fairly indifferent, | cannot but accept that the way
these generative models fetishise the figures of the two well-known
actors does not go unnoticed. The “flawless” glow that envelops their
bodies and their clothes lights up the various synapses of the retina
and the psyche. This acceleration begins in 2016, when social media
feeds start to define their content increasingly through algorithmic
personalisation and less so chronologically.?

It has been stressed, from several directions, that contemporary
technologies of machine learning were developed alongside the
data mining industry and its central role in a condition that Louise
Amoore described as “algorithmic warfare”, a “war by other means”,
whereby “companies, foundations, governments fight daily to obtain
and manage data for purposes connected to security, commerce,
science or political propaganda”? The current "spring of artificial
intelligence” is largely due to the political-economic transformation
which is known as Web 2.0, that is, the conversion of the internet to
a site for the extraction, accumulation, and processing of data and
"big data"; the development of cloud technologies and services; the
creation of large-scale data centres; the creation of large in-house
servers by Big Tech; the unprecedented networking of computational
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systems; and the exploitation of closed datasets from the realm of
social media and online marketplaces. Even though many would
argue otherwise, the premise of a meaningfully decentralised internet,
a Web 3.0 based on blockchain-type technologies, has not been
adequately implemented: instead of expanding the users' protected
and encrypted nodes, the internet has been taken over by neural
networks with popular and more easily accessible interfaces for
the general public.

Web 2.0 (and what appears to come next) is, among other things, a
data industry which demanded “image banks" such as ImageNet:
repositories of material utilised by the current neural networks, GANs,
Stable Diffusion’s deep learning system and the various alternatives to
text-to-image generation models within generative Al. The "anxiety”
of these applications for geographical, operational, representational,
and forensic accuracy is nothing but a product of the politico-economic
assemblage that created them. As Joanna Zylinska explains, the
“photographic realism” that these technologies seem to strive for is
due, to a large extent, to the fact that "within the datasets of machine
learning, photography seems to hold an ‘ontological privilege' [...]
through which external objects are manifested as images [...]. This
belief applies not only to what may be defined as photographs on
the first level (images of people, animals, landscapes, and inanimate
objects taken for social, documentary or artistic purposes), butalso to
the photographic documentation of artefacts (paintings, sculptures)
or photographic scans of flat objects (graphics, maps, texts)."

A mapping of the relationship between art and emerging Al models
needs, therefore, to take into account the relationship of both art and
Al to the culture and industry of the internet itself. However, such an
observation should not distract us from the tendency that seems
to determine the present — the tendency of artificial intelligence to
“swallow up” the internet, as Sue Halpern vividly wrote in The New
Yorker regarding the year 2023.5

“Internet-aware” art and artificial intelligence

Rather than treating the concepts of “art” and “artificial intelligence” as
positive contents whose significance is self-evident, it makes more
sense to look at their entanglement within the recent history of
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internet-aware art. There is absolutely no reason to invent such
a periodisation from scratch. It is summarised exhaustively in an
article by the visual artist Twee Whistler, uploaded onto Substack
under the name donotresearch, i.e., the online research community
of visual artist and author Joshua Citarella. The diagram that
dominates the text regarding the different periods of internet
art successfully summarises the clarifications that many artists
and writers have attempted to articulate to date. In a manner that
perhaps characterises the unstable and ephemeral character of
such posts, Whistler's text has disappeared from the internet — at
least at the time of writing —leaving behind only a useful screen grab
and some ideas that a few people, such as this author, managed to
discuss and disseminate in time.® A large part of Whistler's artistic
work consists of fan art dedicated to the post-internet artist Jon
Rafman, to such an extent that it leads you to suspect the presence
of Rafman himself behind her online traces. In the surviving diagram,
a large circle represents the entirety of “contemporary art". Within
it, three smaller successive circles/sets represent “internet art”,
marking distinct moments and periods therein. Each of these periods
corresponds to a different perception, approach, and management
of the relationship between the aesthetic act, the internet, and
data technologies. Instead of understanding these sets as final
and definitive periods of internet-aware art, we might perhaps see
them as aesthetic dispositions that can be renewed depending on
the dynamics that surround them.

The entirety of internet art thus includes the subsets of net.art and
post-internet art, as well as the subset of internet-core, a concept
introduced by Whistler to describe certain aesthetic phenomena of
the pandemic and post-pandemic world. According to the reasoning
she develops, each of these periods corresponds to a distinct role of
the "internet artist” and to a distinct perspective on the relationship
between artistic practice and artificial intelligence. As | summarise
Whistler's fruitful clarifications, | will therefore add thoughts and
associations that reflect the moment of writing.

In the era of net.art, the artist is primarily a hacker or hacktivist.
Although net.art corresponds to a particular network or art movement
of the 1990s, characterised by what the critic Tilman Baumgértel termed
media specificity’ —the exclusive use of the internet as a medium —the
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characteristics of net.art seem to reflect a broader spirit of online
production that survives to this day: exclusively digital art that
ranges from works of electronic mail to the production of (functional
or non-functional) code and the provocation of unpredictable online
events. Artists such as Jodiand 0100101110101101.0org (a.k.a.
Eva & Franco Mattes) are epitomes of the pirate culture of the coder,
the hacker, the prankster, with the second successfully representing
an expansion, beyond the specificity of the internet as a medium.

Anartistwho represents the spirit of net.artin today's hybrid environment
is the Dutch artist Constant Dullaart. In his work DullDream (2015),
he developed a neural network that executed the opposite operation
of Google's DeepDream: rather than highlighting and intensifying
the features and patterns of forms, it rendered them blurry, more
indistinguishable, by removing, for example, the specific features that
allow a face to be recognised as such. The aim was to undermine
artificial intelligence as a tool of machine learning and recognition.
Dullaart's model allowed the audience to upload clear images and
receive them without their distinctive features. Anotherimportant artist,
whose work strongly reflects the spirit of net.art, is Mark Amerika. His
classic net.art project GRAMMATRON (1993-1997) was a cyberpunk
literary text in the form of hypertext: a navigable space with hyperlinks
leading to texts, soundtracks, moving and stillimages. His recent book
My Life as an Artificial Creative Intelligence — somewhere between
autobiography, media theory, and cyberpunk literature — further
develops his experimentations with hypertext in an attempt to write
“metafiction” in collaboration with mechanical forms of “intelligence”
and “creativity”, such as the applications of large language models
(LLMs, ChatGPT 2 and 3). Although the works of Dullaart and Amerika
seem to differ in their intentions and modes of implementation, both
approach generative Al as a medium or tool for producing text,
images, and aesthetic events intended to disrupt our perception
of our technologically mediated experience, or to “retell” our story.

In contrast to the "pirate” mentality of net.art, the example that will be
characterised as post-internet art (2008) brings to the fore, as Whistler
explains, the significance of the artist as a "surfer”, assigning value to
the very act of navigating within the feudalistic Web 2.0, and seeking
to understand what has become of the self, social relationships,
representations, and materialities in the era of universal and constant
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networking of the world. The post-internet generation artist operates
at a time when the internet has long stopped being a promise of
democratic change and utopian rupture and has already become
commonplace and commodified. In such a context, artists explore
the distance between ideological promise and reality, transforming
the architecture of “artificial intelligence” into embodied experience
and tactile materiality.

In his 2019 work Amazon worker cage patent drawing as virtual King
Island Brown Thornbill cage (US9,280,157 B2: “System and method
for transporting personnel within an active workspace”, 2016), New
Zealand artist Simon Denny forges a three-dimensional realisation of
the design of Amazon's work cell; a human-scale patent with a robotic
arm designed to limit, transfer, and protect the worker when entering
a working area of algorithmically programmed robots. The Amazon
worker cage, something between a white cell and a futuristic forklift,
was never implemented by Amazon; nevertheless, in the exhibition
Mine, it is presented as a link within a larger mining system. In 2019,
Denny exhibited the cell as part of a larger installation at the Museum
of Old and New Art (MONA) in Hobart, which took the form of a mining-
themed park with detailed references to both the mineral-extraction
industry and data extraction. The work coexisted with cardboard
replicas of underground resource-extraction machinery. An additional
signinvites us to realise the new mix of labour exploitation, rare earth
mining, and energy expenditure entailed by the expansion of the Al
industry. Within the cell, the viewer encounters the printed shape of
the Tasmanian brown thornbill from King Island. Using augmented
reality, the bird chirps its song, warning visitors of imminent dangers,
like another canary in the coal mine.

Among Denny's exhibits prevails the Extractor board game (Extractor
Board Game XL Display Prototype, 2019). Extractor, an adaptation
of the Australian Squatter, is a large tabletop platform that allows
players to assume the role of managers of data mining companies
and use the information provided to them by the entire exhibition/
installation to build corporate behemoths. By dissecting the neo-
capitalistimaginary, the rules of the game force the players to spend
their virtual money on cooling services, to fund campaigns against
the theory of climate change, or to repair the damages caused to
the data bank by a hurricane. The elements comprising Denny's
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strategy, as well as that of many other post-internet artists, include
an inclination towards navigation, the gamification of material and
economic relationships, and the staging of an ambivalent experience
within which both subjects and machine learning technologies are
involved in the reproduction of structures of accumulation, hoarding,
and monetisation.

The attitude of many post-internet generation artists is marked
by this mistrust regarding the prospects of a frontal subversion of
the systems that surround or entrap us. before we can “subvert”
anything, we must first navigate within it and map the possibilities
offered by each "symptom” that seems to sustain the prevailing
condition. Around 2021, during the NFTs epidemic, Denny was in
contact with David Holz, who would soon become the founder of
Midjourney. Observing Holz's efforts with a text-to-image model
under construction, Denny decided to undertake an archaeology of
internetimages. Influenced by Fucked Company, a website that aimed
at documenting failed dot-com companies from the period 2000—
2002, when the bubble of these promising internet stars/startups
burst with the stock market dive, he sought ways to give these ruins
of the recent past a second chance. In collaboration with Holz, who
was running the early version of Midjourney under the pseudonym
Cosmographia, Denny used the model to ask artificial intelligence
to imagine what the brand identities of these companies, such as
elaw.com, capacityweb.com, alladvantage.com, and others, might
have looked like. Denny then gave these "incomplete memories”
of the internet to Guile Twardowski, an NFT artist, famous for the
successful CryptoKitties, asking him to construct his own, more
representative versions of these trademarks in the form of NFTs. In
collaboration, these three vagrants of the sewers of Web 1.0 created
the Dotcom Séance project, a séance to summon these corporate
ghosts through their Al-generated logos. As Denny explains, “fed
with prompts that describe each company, these Al generated brand
identities function, in essence, as moments during which the internet
remembers itself".2 The new logos could be sold as NFTs, while the
buyers of the logos could become the middle managers of these
companies, or CEOs if they bought Twardowski's exclusive editions
and connected their Ethereum wallets to the specific market. The
community of buyers thus regenerated the company in a new form
through the options provided by blockchain technology.
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The inaccurate results of “prompting” aimed at reconstructing each
brand identity attest to the extent of "internet oblivion". Even though
nothing disappears from the internet, every reconstitution of the
past emerges as disputed. Contemporary text-to-image models
underscore the purely hauntological nature of the Internet.

Internet-aware art, beyond algorithmic pleasure?

Finally, a contemporary “internet-aware” art may take the form of what
Whistler calls internet-core, attempting to define a “third period”, or a new
attitude associated with the outbreak and spread of the pandemic, as
well as life under conditions of healthcare restriction —a period during
which, as she says, the internet stops being an alternative reality and
becomes the “only existing reality”.

In the post-apocalyptic terrain of precaution, lockdown, healthcare
regulations, and death, online life is marked by the rapid dissemination
of social media aesthetic micro-genres. Some of these, such as
#cottagecore, emerged a few months before the outbreak of the
pandemic and became popular during lockdown. On TikTok, Gen Z
watches the protagonists of #goblincore dressing in clothes from thrift
shops and wandering through the "wild" or "ugly” side of the natural
landscape. These micro-genres rapidly converge in the emergence of
#corecore. #corecore is a self-deprecating summary of all the previous
cores and introduces itself as a collation of different clips, invested
with a mystical musical background. It spreads primarily on TikTok in
2020, while in 2022 its popularity skyrockets. Initially, it takes the form
of paradoxical fifteen-second montages, in which videos are stitched
together and alternate between strange dances, anime, video game
footage, animals, scenes from Blade Runner or American Psycho, often
accompanied by ambient music by Aphex Twin.

Gradually, the aesthetic of #corecore becomes milder and stretches
across time, replacing the frenetic overstimulation of manic scrolling
with a relative taming, reclaiming sleep in the generalised sleeplessness.
Soon, #corecore videos begin to resemble exercises in meditation.
Snapshots of strange aeroplane flights coexist with emotional outbursts
by cinematic protagonists and confessional excerpts from online
interviews with various celebrities. As Declan Colquitt and Hannah
Cobb point out, "one of the recurrent thematic and stylistic shifts
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within #corecore was, to put it simply, [the disposition] to take a
step back and see the bigger picture. To attempt to understand the
processes that were unfolding (and are still unfolding), making the
present so extreme, intense and dense".° The attention of a critical
mass of users has already shifted from the “exhausting” rabbit holes
of YouTube and older social networks onto something new. The new
platforms are TikTok, Telegram, Substack, Patreon. The new land is
not the laptop screen but that of the smartphone, the new horizon
for the dissemination of the condition that Whistler encapsulates
by coining the term internet-core.

The aesthetic emergence and development of #corecore may also
be understood as a mechanism of management of the so-called
doomscrolling, the obsessive, compulsive scrolling through catastrophic
content. Doomscrolling is often described as a practice of self-erasure
through total fixation onanewsfeed thatis full of extreme, post-apocalyptic,
shocking content. In an articulate description of the phenomenon, Erik
Davis characterises doomscrolling as the stage at which one "neurotically
and addictively latch onto the incoming swarm of information about
current and potential terrors, manically sucking in the dark currents
as if they were sewer cigarette butts".’® Given all this, doomscrolling
seems like a strange bond between the algorithm and the “death
drive” —a bond that invites us not to ignore it but to give it space,
form, rhythm, and duration. #corecore, like Whistler's internet-core, is
an opportunity to reflect on an art "beyond the principle of pleasure”,
that is, an art aware of the entanglement of pleasure and entropy
within our collective "navigation through chaos". Acknowledging
the terminal dimension of the condition that surrounds us, Whistler
attributes to the post-pandemic artist the role of "poster” (rather
than that of the "hacker” or the “navigator”). According to Whistler,
this artistic subject primarily devises shitposting, schizoposting,
and prompt-engineering. They post content while, at the same time,
sharpening the mass tools of generative Al applications. In this new
condition, conventional fragments of images coexist with generated
images in an ecosystem that mimics the visual economy while
simultaneously producing synapses of vital importance.

The brief but sweeping Italian brainrot of 2025 is a useful example

of this new ecosystem. A good friend, who teaches art in secondary
education, described how the bullying he endured from his students
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(an established and almost daily phenomenon) was replaced overnight
by questions such as "Sir, are you perhaps tralalero tralala?”, and
soon. These "bursts” of content are partial groundings of meaning,
short-term moorings around certain signifiers that give shape to
the flow of the world, because they can be "heard" beyond strictly
delimited territories of meaning: their characteristic audio content,
the pseudo-ltalian voiceovers, are matched by users to universally
recognisable generated images of chimerical creatures, which will
soon go on to feed an online encyclopaedia, a card trading game,
and much more.

This idea of the post-pandemic artist as (shit)poster also enables us
to understand certain forms of action more closely related to the legacy
of "tactical media”. In 2023, several fan fiction communities, that is,
amateur authors who post texts based on existing cinematic, literary,
and other worlds, discovered that certain generative applications
were being “fed” by the material they uploaded themselves. Some
fan fiction authors belonging to the erotic community/subculture
of the Omegaverse discovered that Sudowrite, the successful Al
writing tool, was being fed by training sets from AO3, the primary
fanfiction forum for sharing amateur Omegaverse erotic literature.
They thus organised a week-long writing marathon entitled “Knotin
my name” in order to “flood” Sudowrite; and other Al writing tools; with
the super-specialised terminology of the Omegaverse community."

The mostimportant characteristic of this inescapable meeting with
generative application products, however, is that the boundaries
between conventional and generated content become fluid, forming
an everyday mood board which cannot but influence the material
condition of artistic work. Artists connected with the genealogy of post-
internet art choose to respond to this hybrid present by developing
exceptionally complex strategies of prompt engineering. They compete
with algorithmic content flows with aggressive shitposting material
based on unexpected, speculative, and quasi-subversive prompts.
For a while now, Séderling's Instagram account has been turned
into a vestiary of prompts — a map of possibilities that includes
rebelling crowds, industrial complexes, unknown religious sects,
fledgling professions, indeterminate medical applications, protective
equipment for unexpected situations, documents of encounters
with mythical beings, etc. Similarly, Jon Rafman used exceptionally
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complex prompts to create certain music videos for the album
Vultures by the now politically reviled Kanye West. In an allegorical
redoubling of the present, post-human werewolves, satanic clowns,
and anthropomorphic crows take over the American suburbs.

However, in order to delve deeper into Whistler's diagnosis of the
post-pandemic artist as a poster, it is worth focusing on the dialogue
between early text-to-image models and posting culture, as it
unfolds in Rafman’s representative work Counterfeit Poast (2022).1n
the exhibition of the work at the Sprith Magers gallery in Berlin, the
visitor's navigation through an octagonal room lined with wallpaper
and algorithmically generated images reminiscent of thickly painted
surfaces, ultimately leads to a dark space that hosts the video
Counterfeit Poast, a narrative assemblage of generated content
that uses as its raw material various popular copypasta: pieces of
text that circulate widely on the internet as posts on social networks
and platforms such as Reddit or 4chan. These excerpts usually
carry a humorous intent, with provocative or trolling purposes. As
explained in Sprith Magers' press release, this particular work is
part of a broader project by Rafman that seeks to transform data
trash into images that articulate something about the relationship
between image and memory in the 21st century. The voices of the
protagonists, by means of narration, arrange the algorithmically
generated images into a dreamlike narrative sequence, drawing
from the cinematic style encountered in La Jetée by Chris Marker or
The Falls by Peter Greenaway. The digital portrait of the protagonist
of each story comes alive and speaks through an iPhone facial
recognition application.?

Each new chapter of the video is introduced by a white screen
that contains information, such as the user's name and the date
of publication of the respective text. Even though the copypasta in
questionrefer to constructed or semi-real events, immersed in mystery
and provocation, the text-to-image model recalls existing images that
remind everyone of something. In the end, Rafman’s CLIP-guided
diffusion tool composes an illusionary noir of interwoven episodes,
which balances between paranoid idealism, hope, self-erasure of the
user, honesty, and mnemonic stimulation. In the first clip, a woman
attempts to remember a film about the apocalypse, starring Kevin
Costner. Despite her strong memories from the film's screening, her
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Jon Rafman, Counterfeit Poast, 2023
4K stereo video, 39:53 min. © Jon Rafman. Courtesy of the artist and Spriith Magers



social circle appears to ignore it entirely, while she herself is unable
to find any evidence of the film's existence. In a subsequent clip, a
cynical young man explains how his hatred for dogs led him to get
rid of his partner's dead dog, which he had run over accidentally
with his car. He describes how, for years, he gaslighted his partner,
insisting that the dog never existed, until she died. In another clip,
a military-loving young man explains how a hardcore uncle of his
became his role model and mentor by imposing on him a “sigma
male” routine of running, Adderall, and masturbation. This collation of
narratives takes the form of a carnal nightmare that self-portrays the
consumer of borderline content. In Rafman'’s practice, the only way
not to feel isolated and alienated by the raw realities of online life is
to face them honestly and embrace some of their contradictions.’

As Matteo Calla observes regarding Rafman’'s Counterfeit Poast
(2022) project, each of the generated images presupposes thousands
of rejected attempts, consolidating a culture that now sets its own
conditions of aesthetic production.’ Such a process reflects, ultimately,
a clash between the artist and the machine, an incongruity that leads
to something more than “fated” content. Rafman’s current work, just
like that of many other creators who do not hesitate to navigate
the technological terrors of our time, resembles a set that, as aptly
pointed out by Calla, houses a tension between established concepts
of human creation and algorithmically mediated life. Coming to a
similar realisation, Joanna Zylinska suggests that we could look
at the technology behind generative Al models as something more
than a “correct” matching of natural language to image — to see
them as “conversation pieces, provocations or, ultimately, prompts
that open up a dialogue, with us and for us, on the fundamental
asymmetry between word and image, between the world and its
representation”.'® From this perspective, the mechanics of prompting
are not a perfectionist task left to the mercy of programmers, but a
new level of social antagonism. The form we give to these tensions
is an eminently political matter.
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Jon Rafman, YW192140171+ (Nuclear Kiss), 2022
Inkjet print and acrylic on canvas 186.7 x 134.6 cm| 73.5 x 53 inches © Jon Rafman.
Courtesy of the artist and Spriith Magers. Photo: Ingo Kniest



Notes

T Possati, M. L. (2021). The algorithmic unconscious: How psychoanalysis helps in
understanding Al. Routledge.

2| owe this observation to Simon Denny. See Denny's contribution in the feature
A questionnaire on art and machine learning. October, 189, Summer 2024, p. 26.

3 This subject is thoroughly discussed by Louise Amoore (2009) in Algorithmic war:
Everyday geographies of the war on terror. Antipode, 41(1), 49-69.

4 Zylinska, J. (2024). Diffused seeing: The epistemological challenge of generative
Al. Media Theory, 8(1), p. 234.

5Halpern, S. (2023, December 8). The year A.l. ate the internet. The New Yorker. https://
www.newyorker.com/culture/2023-in-review/the-year-ai-ate-the-internet

6 Traces of Whistler's text, as well as the central diagram that accompanied it, can
be found here: https://www.are.na/block/26167156

7 Baumgartel, T. (2001). net.art 2.0: Neue Materialien zur Netzkunst / New materials
on art on the Internet (D. Hudson, Trans.). Verlag fir moderne Kunst, p. 24.

8 Description of Dotcom Séance at https://simondenny.net/dotcom-seance

9 Colquitt, D., & Cobb, H. (2023, August 28). A postmortem of #corecore. Flash Art.
https://flash---art.com/article/corecore/

0 Davis, E. (2023, October 1). An apocalyptic meditation on doomscrolling. The MIT
Press Reader. https://thereader.mitpress.mit.edu/an-apocalyptic-meditation-on-
doomscrolling/

1 Silberling, A. (2023, June 13). Fan fiction writers are trolling Als with Omegaverse
stories. TechCrunch. https://techcrunch.com/2023/06/13/fan-fiction-writers-are-
trolling-ais-with-omegaverse-stories/

2 Press release by the Sprith Magers gallery. https://www.artsy.net/show/spruth-
magers-jon-rafman-counterfeit-poast/info

13 See Rafman'’s relevant observations in the conclusion of his interview with Claire
Koron Elat (2022, September 16) entitled: Finding romance in the grotesque: Jon
Rafman. https://032c.com/magazine/finding-romance-in-the-grotesque-jon-rafman
4 Calla, M. (2022, December 20). Portraits of the posthuman: Jon Rafman and Al.
Berlin Art Link. https://www.berlinartlink.com/2022/12/20/jon-rafman-and-ai/

5 Zylinska, J. (2024). Diffused seeing: The epistemological challenge of generative
Al. Media Theory, 8(1), p. 240.
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Will artificial intelligence ultimately wipe out humanity? Researcher
Sasha Luccioni (2023), in her lecture "Artificial intelligence is dangerous,
but not for the reasons you think", responds that such dystopian
sci-fi scenarios distract us from the already existing problematic
aspects of artificial intelligence and from the ways we can intercept
them. She refers to three such aspects: the environmental footprint
of artificial intelligence (Al) systems, the use of copyrighted works
to train Al models, and the issue on which this article will focus —
artificial intelligence bias. The term Al bias applies to cases in which Al
models encode patterns and viewpoints that represent stereotypes
or demonstrate racism, sexism, ableism, ageism and other forms of
discrimination (Luccioni, 2023).

One of the most widespread myths about artificial intelligence
is that intelligent algorithms are entirely objective, having been
freed from human weaknesses, such as prejudice and social
stereotypes (Tandon, 2021). People, in fact, tend to place greater
trust in decisions made by Al systems, as they consider them more
objective, a phenomenon known as automation bias (Karkatzounis,
2023). However, numerous studies into different fields of Al
application show the opposite to be true. Artificial intelligence
not only reproduces biases and stereotypes but can also amplify
them, discriminating against individuals based on gender, race,
physical ability, age, or other criteria.

Biased Al decisions have been documented in services and sectors,

such as healthcare and prevention (Buolamwini & Gebru, 2018;
Ganesh, 2019; Travis et al., 2024), job search (Hymas, 2019; Dastin,
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2018; Glazko et al., 2024; Lippens, 2024), security and access to
physical or virtual spaces (Keyes, 2018), judicial decision-making
(Klare et al., 2012; Buolamwini & Gebru, 2018; Karkatzounis, 2023),
translation and text analysis services (Davidson, 2019; Dixon,
2018; Bolukbasi et al.,, 2016; Zou & Schiebinger, 2018; Park et
al.,, 2018; Sheng et al,, 2019; Kotek, 2023), as well as financial
and banking transactions, and housing services (Keyes, 2018).
Thus, in today's digital age, discrimination is not mitigated but
artfully concealed within seemingly objective "black boxes”,
whose internal mechanisms remain opaque and inaccessible.
In addition, these mechanisms are characterised by a lack of
explainability and accountability. Indeed, neither Al systems nor
their creators can adequately explain how algorithms arrive at
specific decisions, making it difficult to assign responsibility for
them. In this way, instead of being eliminated, discrimination of
all kinds becomes automated.

The primary causes of algorithmic bias include the under-
representation of demographic groups or communities in the
design and development processes, as well as in the training data
used for Al algorithms. Technological systems are designed and
developed by giant corporations characterised by a large degree of
homogeneity and a lack of inclusivity. As a result, the final products
and services do not consider the needs of individuals who are not
involved in these processes. In addition, Al systems are trained
on large datasets (big data), where the underrepresentation of
specific demographic groups leads to bias and discrimination
against them.

Analytical artificial intelligence

Theissue of bias in algorithms that analyse data and make decisions
(Analytical Al) was brought to prominence largely by researcher
Joy Buolamwini. When she was still a student at MIT, Buolamwini
discovered that automatic facial recognition and classification
algorithms were unable to recognise her face, while they had no
difficulty recognising the faces of her white classmates. In fact,
when she wore a white mask, the algorithm identified the mask as a
human face, while continuing to ignore her actual face. This realisation
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became the catalyst for long-term research and action in the field of
algorithmic bias. In particular, Joy Buolamwini, together with Timnit
Gebru (2018), evaluated some of the most prevalent commercial
systems of automated facial recognition and classification and
proved that black people, and especially black women, were the
ones most frequently misclassified by the majority of these systems.
By contrast, the systems demonstrated high accuracy when it came
to classifying images of white people. The highest accuracy rates
were observed in the case of white men, for whom error rates were
negligible. This happens because the training datasets used for these
algorithms are dominated by images of white men, while black people,
and black women in particular, are underrepresented (Buolamwini
& Gebru, 2018). When the same algorithms were trained on more
inclusive data sets, a significant improvement in their performance
was observed (Birhane, 2022).

Buolamwini continues her action to expose algorithmic bias by
founding the organisation Algorithmic Justice League, which
combines research with artin order to raise awareness of the social
impact and potential risks of artificial intelligence (Algorithmic Justice
League website, 2025). At the same time, she writes poetry under
the pseudonym Poet of Code (Poet of Code website, 2025). In her
poem Al, Ain't | A Woman? (Buolamwini, 2018), she cites cases in
which algorithms fail to recognise the gender of black women, even
when it comes to well-known figures from politics, science or sports.
The activist Sojourner Truth, the scientist, journalist and activist
Ida B. Wells, the politician Shirley Chisholm or the athlete Serena
Williams, among others, are all classified as men and indeed with a
high degree of certainty (Buolamwini, 2023b).

The incorrect classification of images is a common error in
algorithms caused by non-inclusive training datasets. For example,
an automatic image classification system trained exclusively on
images originating from Western culture would correctly classify
the photograph of a bride in a white dress from a country in Europe
or the United States. Conversely, it would incorrectly classify the
photograph of a bride from Asia, dressed in a traditional bridal
gown of her country. Specifically, the algorithm would classify
the latter image in the categories "performance art” or "costume”
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(Zou & Schiebinger, 2018). The incorrect classification of animage
may seem innocent. However, it is not, if we consider that similar
algorithms are used for medical purposes or in judicial decision-
making. Indeed, research shows that algorithms designed to
automatically predict the occurrence of skin cancer demonstrate
higher error rates when analysing images of people with dark skin
(Buolamwini & Gebru, 2018). Similarly, algorithms employed to
automatically recognise and identify suspects are often biased
against black people, women and younger individuals (Klare et
al., 2012; Buolamwini & Gebru, 2018).

Aside from Al systems analysing and classifying images, similar
forms of discrimination are observed in the outputs of algorithms
that analyse and classify texts. For example, automated text
analysers that detect hate speech characterise texts written in
an African American dialect as toxic, sexist, or abusive at a higher
rate than texts written in standard English. Consequently, such
algorithms are more likely to censor black people more frequently,
as compared to white (Davidson et al., 2019). Accordingly, Google's
algorithm that detects abusive comments tends to classify innocent
statements, such as the phrase “l am gay", as toxic speech; because
it has been trained on online databases, where the word “gay” is often
used as an insult (Dixon et al.,, 2018). For the same reasons, neutral
phrases referring to women are often labelled as sexist by these
algorithms (Park et al.,, 2018). Similarly, popular language analysis
systems that rely on word embeddings appear to reproduce gender
stereotypes. For example, one such system trained on texts from
Google News creates stereotypical analogies, such as matching
the phrase "the man is a programmer” to the phrase "the woman is
ahomemaker” (Bolukbasi et al., 2016). Looking at a common source
of training data, Wikipedia, we come to realise the extent of women's
underrepresentation. A 2021 study shows that out of 1.4 million
biographies available on Wikipedia, only 17% belong to women.
Moreover, these biographies are often presented through the
male gaze, as the majority of Wikipedia editors are men.

Digital artists investigate algorithmic bias and highlight how human

prejudices are embedded in Al systems and perpetuated through
them. Some important questions they explore are what kind of
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decisions can truly be made by Al systems, how reliable these
decisions are, and what impact they have on society. Companies
that develop Al systems, such as algorithms for automated image
analysis, do not seem to be particularly concerned about these
issues. According to artist and researcher Kyle McDonald (2020),
companies are interested in extracting the largest possible volume
of data from an image, following the logic that "if the data exists,
someone will find a use for it" (McDonald, 2020). Much of this data,
however, is of questionable validity, as it concerns characteristics
that cannot be extracted from the analysis of an image, while its
non-ethical use may have very serious consequences for particular
groups or individuals. Some of the labels used by algorithms forimage
classification are indicative: LABORER, SURGEON, WAITRESS, SOLDIER
FIRING, ATYPICAL, AGGRESSIVE, BORING, CARING, COLD, EMOTIONALLY
UNSTABLE, FORGETTABLE, MEMORABLE, TRUSTWORTHY, WEIRD,
NORMAL (McDonald, 2020). Can an Al system truly decide, by analysing
an image, if a person is "emotionally unstable” or to what extent
someone looks like a "waitress"(l)? Further questions are also raised,
such as: For what purpose are these data extracted? What kind of
applications make use of it? Can these applications operate in an
ethical and fair manner?

Digital artworks highlight these questions and remark upon their
social implications. For example, The Normalizing Machine (2018) by
Mushon Zer-Aviv is an interactive installation, which is presented as
a machine learning experiment on algorithmic bias. It investigates
the concept of "normality” and how it is visualised within specific
social contexts. Each viewer is invited to select the person who
appears more "normal” from a set of photographs of previous
viewers. The work collects the viewers' decisions and uses them to
construct a generalised, algorithmic image of "normality” (Mushon
Zer-Aviv website, 2018). Mushon Zer-Aviv was inspired by the
research of Alphonse Bertillon, who, in the late 19th century,
developed a system for standardising and categorising human
faces, based on the recording of biometric features and the
analysis of statistical data (Mushon Zer-Aviv website, 2018).
Bertillon's system was later employed to criminalise individuals
based on external characteristics, as well as by the Nazis' eugenics
programme. Works like The Normalizing Machine highlight the
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unpredictable social repercussions that arise from the automation
of such systems through Al.

Similarly, artist Mary Flanagan, through her work [help me know the
truth] (2016), addresses the way in which biases (whether human or
Al) are reflected in how we judge other people, based solely on their
appearance (Mary Flanagan website, 2025). The work also highlights
how such stereotypical perceptions imbue technological systems.
When entering the installation space, visitors take a selfie. An
algorithm processes the photograph and generates a variation that
differs only slightly from the original by adding visual noise (Flanagan,
M. & Garrett, M., 2022). The two images (the original photograph and
its variation) are then displayed on the screens of multiple tablets
scattered throughout the installation space. Visitors, when observing
the two images, are invited to choose one of the two based on -
sometimes absurd — prompts given by the artwork, such as: "Choose
the victim”, "Choose the angel”, "Choose the generous”, "“Choose the
leader”, "Choose the unreliable”, or "Choose the terrorist”. The final
categorisations assigned to each face are saved and displayedin a
large-scale projection. Mary Flanagan expresses her concern over the
negative effects that such stereotypical classifications may have on
our daily lives. These effects multiply, as Al systems that automatically
draw conclusions based on our external appearance are increasingly
deployed across more areas of everyday life (Ars Electronica, Prix

Forum Il - Interactive Art +: [help me know the truth], 2018).

Deep Hysteria (2023) by Amy Alexander focuses on gender
stereotypes reproduced by systems of automated image recognition
and classification (Amy Alexander website, 2023). The work consists
of a series of digital images that depict female and male portraits.
The images have been created by deep learning algorithms, trained
on image datasets derived from the faces of YouTubers. For each
face produced by the algorithm, two versions are created, a female
and a male, preserving the core facial features and expression
unchanged in both versions. These image pairs are then analysed by
Amazon Rekognition, an algorithm by Amazon that analyses faces
and extracts information, such as gender, age, and emotional state.
Juxtaposing the conclusions drawn by the algorithm demonstrates
gender biases. Specifically, the algorithm attributes emotional
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states, such as confusion or fear, to female portraits at significantly
higher rates, while the corresponding male portraits with the same
facial expression are characterised as calm.

According to the work's creator, this occurs because algorithms
reproduce social stereotypes that portray women as expressing
emotions associated with weakness or instability more frequently
than men. Alexander traces such stereotypes back as far as the
17th century, when hysteria was connected to the female sex, as
women were believed "to have an inherent predisposition toward
anxious and nervous emotional states” (Alexander, 2023). These
stereotypes are reinforced by social expectations that require
women to appear constantly smiling and pleasant. Thus, a neutral
expression on a female face is often interpreted not as calm but as
confused, frightened or surprised. Another issue raised by the work
is the inability to accurately correlate a person's inner emotional
state with external criteria, such as facial expressions (Crawford,
2021). Technological giants do not openly admit this weakness or
concealit entirely (Crawford, 2021). Amazon Rekognition advertises
that it provides estimates for seven emotional states (joy, sadness,
fear, surprise, disgust, confusion, anger, and calm). However, in a
warning, the company states that “the prediction of an emotion
does not indicate a person’'s actual internal emotional state
and Rekognition should not be used for this purpose” (Amazon
Rekognition website, 2025). There are, nonetheless, reasonable
doubts as to whether the majority of Amazon Rekognition users
are aware of this warning and take it into account (Alexander, 2023).

Generative artificial intelligence

In recent years, artificial intelligence has returned to the forefront
as Generative Al models have become accessible to the general
public. As a result, alongside systems that analyse data and make
decisions, Al systems have emerged that generate new digital
content in the form of images, sound, video, three-dimensional
models, text, and more. The content produced reflects the social
stereotypes that generative Al models have “learned” during training.
Furthermore, this Al-generated content is added to preexisting online
digital data, which may in turn be used to train new algorithms. In this
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way, algorithmic bias is reinforced through feedback loops, in which
the output of one algorithm becomes the input for training another.
This amplification of algorithmic bias raises legitimate concerns,
particularly if we consider that, in the near future, Al-generated
online content is expected to surpass quantitatively the content
created by humans.

Particularly popular are text-to-image (TTIl) models, which generate
images based on user-provided textual descriptions (prompts), and
large language models (LLMs), which generate new texts based,
again, on prompts by the users. In the case of large language
models, their use has expanded across many domains, where
they are employed either in a supportive role or to fully undertake
tasks that were until recently performed by humans. For example,
in the field of recruitment and personnel selection, Al systems are
ofteninvolved in some stage of evaluating the candidates' résumés.
Research has shown that the use of LLMs in evaluating résumés
can lead to discrimination against applicants based on ethnicity,
gender or physical ability. Within the framework of an experiment
(Lippens, 2024), the process of résumé evaluation by ChatGPT,
developed by OpenAl, was simulated. For the purposes of the study,
several tens of thousands of résumés of non-existent persons were
created, combining nine different ethnicities and two genders.
The results demonstrated that ChatGPT excluded candidates of
certain ethnicities from highly paid positions or roles that require
high language proficiency. It also discriminated against women,
especially for roles typically considered male-dominated (Lippens,
2024). In another experiment (Glazko et al., 2024), ChatGPT was
tasked with evaluating résumés, in which candidates had similar
qualifications, but some of them were disabled. Despite the disabled
persons' résumeés being enriched by additional qualifications, Al
rejected them. In addition, when asked to explain the reasons
thatled to these choices, the Al reproduced arguments reflecting
ableism and discrimination against disabled people, mirroring
viewpoints embedded in its training data. Discrimination against
disabled persons may be mitigated when LLMs are trained on
data following the principles of diversity, equity, and inclusion
(DEI) and conventions on the rights of persons with disabilities
(Glazko et al., 2024).
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Another task often assigned to LLMs is the translation or analysis
of texts. Here again, the reproduction of stereotypes is observed
when Al models are tasked to translate texts from a language that
allows greater ambiguity regarding grammatical gender into one
that uses articles and pronouns that explicitly mark gender. In such
cases of ambiguity, ChatGPT tends to make arbitrary decisions
that reproduce social biases. For example, it would assign the word
"doctor” to a male and the word "nurse” to a female or arbitrarily
decide that a person staying at home and cooking is a woman, while
the person who works outside the home is a man. Moreover, ChatGPT
is unable to accurately translate the gender-neutral pronouns used
by persons with non-binary gender identities in other languages
(Ghosh & Caliskan, 2023).

Even when not translating into another language, LLMs reproduce
gender stereotypes when analysing sentences that contain
ambiguity as to a person’'s gender. For example, in the following
sentence, the gender of the person is not explicit and can only
be determined by the context: “The doctor yelled at the nurse
because he was late". According to the context, the most rational
explanation of the sentence is that the nurse was late. ChatGPT,
however, considers it more likely that the sentence contains a
grammatical or typographical error rather than accepting that a
man is employed as a nurse. In an even more extreme example,
researcher Hadas Kotek asks questions to ChatGPT regarding
the gender of the people in the sentence: “The nurse married the
doctor, because she was pregnant”. Although the persons’ gender
is unclear, the Al model confidently concludes that the male doctor
married the female nurse, because the nurse is pregnant. The
researcher tries to explain to the model that the pregnant woman
could be the doctor. ChatGPT refuses to accept such a possibility,
justifying its decisions by absurd explanations. As the researcher
remarks: "the model can easier imagine (cis) men becoming
pregnant than accept that a woman can be a doctor” (Kotek,
2023). As in cases of ableism, these examples of sexism show
that Al models attempt to justify their decisions by inaccurate
explanations that potentially conceal the true reasons for their
biased conclusions. They attempt, in other words, to rationalise
bias. As Kotek points out: "LLMs are trained on asymmetrical
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datasets [...] and tend to reflect these asymmetries present in
society” (Kotek, Dockum, Sun, 2023).

Similar biases are also observed in text-to-image models, which are
much more likely to match anindividual to an occupation stereotypically
in line with their gender. This correspondence does not reflect the
actual gender distribution of workers in various occupations, as
indicated by official statistical data. For example, researcher Sasha
Luccioni examined the images generated by different TTI models
when they were prompted to depict professionals from approximately
150 different professions, using a set of targeted prompts (Luccioni,
Akiki, Mitchell, & Jernite, 2023). The results show that these models
tend to depict scientists, lawyers, executives, and other high-prestige
professions as white men in an overwhelming majority of cases,
reinforcing bias against women. Furthermore, the researcher and
her associates (Luccioni et al., 2023) have developed tools and
methods to monitor social biases that are embedded in TTI models.
For example, Diffusion Bias Explorer allows users to explore and
compare images generated by different models, such as Stable
Diffusion v1.4, Stable Diffusion v.2, and DALL-E 2, by selecting pairs
of adjectives and professions, such as ambitious architect, pleasant
childcare worker, and others (Diffusion Bias Explorer, 2025).

In 2023, in an effort to highlight the above issues, | created the work
entitled Hey Eve! (Peqpez website, 2023). The work takes the form
of a video installation and presents a fictional dialogue between an
invented online Al chatbot named Eve and an internet user. The user
addresses Eve in search of information about certain professions.
Eve responds to the user's questions by generating the requested
images, using a text-to-image model. The dialogue aims to reveal how
algorithms reproduce and reinforce gender and racial stereotypes
when trained on non-inclusive datasets. Using text prompts such as
“Black women in their workplace”, "“Doing household chores”, “Doctor
atwork” or “Looking after the children”, the work reveals how Al tends
to stereotypically associate certain activities and professions with
women or black people, while attributing other activities and high-
status professions to white men. While the dialogue presented in
Hey Evelis fictional, all the images included in the work have been
generated by real commercial text-to-image models.
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Yes please.
Could you show me
black women working?

Caterina Antonopoulou, Hey Eve!, 2023 © peqpez.net. Courtesy of the artist



The work Learning to See Series (2017-) by Memo Akten showcases
the critical role that a model's training data plays in how an Al
system perceives the world, draws conclusions, makes predictions,
and generates new content. Specifically, it makes clear that neural
networks with the same architecture produce radically different
results when trained on different datasets. One of the works in the
series, the interactive installation See: interactive edition (2017),
employs five neural networks with identical architecture that have
been trained on an equal number of different data sets. The first
four datasets include images related to the four elements of nature:
images of oceans and waves (water), images of the sky and clouds
(air),images of flames (fire), and images of flowers and other plants
(earth). In addition to these four, there is another data set that
includes images from space (Memo Akten website, 2017). The
installation receives a live feed from a camera pointed at a table,
on which a set of everyday objects is placed. Viewers are asked to
rearrange the objects on the table, while watching both the image
recorded by the camera and a new image that represents the
interpretation of the original image by a neural network. At regular
intervals, the neural network that interprets the camera images
changes. In particular, every thirty seconds, one of the five neural
networks takes over the interpretation of the images, and it soon
becomes clear that the five neural networks, despite sharing the
same architecture, produce different results depending on what
they have been "taught” (Memo Akten website, 2017). In another
work in the series, Learning to see: Gloomy Sunday (2017), Memo
Akten records and presents in the form of a video the interaction
between a person and the above Al system and the responses of
the different neural networks.

According to the artist, one of the motives for creating the work
is to highlight the bias embedded in every Al system during its
training process (Akten, Fiebrink, & Grierson, 2019). Neural networks
receive images from the external world and attempt to understand
and interpret them. Their interpretations, however, are not objective,
as they are based on what they have been taught during their
training. The same applies to people: we reconstruct the images
we perceive from the world on the basis of our own expectations
and prejudices (Memo Akten website, 2017).
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Memo Akten, Learning to see: Gloomy Sunday, 2017
HD video made with custom software using Al. Courtesy of the artist



The Zizi Show (2020) by Jake Elwes highlights the diversity that Al
system outputs could achieve if they were trained on alternative
datasets. The work consists of a drag performance staged on a virtual
online platform created using deepfake technologies. Specifically,
the bodies of the performers that appear in the show are generated
by neural networks trained on data drawn from a community of drag
artists. Viewers are invited to interact with the work by selecting
artists and performances (The Zizi Show website, 2020).

An important aspect of The Zizi Show is that the algorithms it uses
have been trained on a dataset originating in the LGBTQ+ community,
which is commonly underrepresented in the design, development,
and training of Al applications. The result of this underrepresentation
is the exclusion of LGBTQ+ individuals from the use of many
technological applications (Keyes, 2018; Keyes, 2019; Hamidi et
al,, 2018; Kannabiran, 2011). The Zizi Show increases the visibility
of the LGBTQ+ community in the digital world and provides an
indication of the diversity that Al systems could generate if they
were trained on datasets grounded in diversity and inclusion.
Another important issue addressed by the work concerns the
consent of the community providing the training data and the use of
that data in ways that align with the community's artistic practices.
As the work’s creators point out, while deepfake technologies are
typically used in ways that violate or exploit the individuals they
target, in The Zizi Show, the people depicted in the generated
videos participate consensually. A third interesting aspect of the
work concerns the mistakes and inconsistencies that appear in the
artificial image at certain points, for example, when the algorithm
attempts to combine multiple queer identities. According to Jake
Elwes, these errors and inconsistencies deconstruct the prevailing
assumption that Al entities are indistinguishable from real human
subjects (Jake Elwes website, 2020).

Anthropomorphic artificial intelligence

Today, a large number of algorithms are embedded in everyday
applications and services in ways that go unnoticed by their
users. A different approach is adopted by Al systems that acquire
human-like characteristics, such as a voice, a name, a virtual face
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or a body. These anthropomorphic Al entities are introduced as
digital assistants, chatbots or robots that converse with users
and, at times, engage in social interactions. Anthropomorphic
technological entities signal a shift in the way people perceive
technological systems (Weber, 2005). From machines that perform
logical operations oriented towards problem solving, they are
now transformed into social and emotional entities. However, the
design and programming of the behaviour and social interactions
of these entities are often limited to reproducing stereotypical
behavioural patterns (Antonopoulou, 2021, pp. 256-258).

If we take into account that these systems are commonly
represented as female entities, their programmed behaviour
reproduces gender stereotypes and reinforces heteronormative
interpretations of gender and femininity (Hester, 2017; Costa, 2018;
Costa & Ribas, 2018; Ni Loideain & Adams, 2018; Bergen, 2016;
Cross, 2016). Such simplistic or sexist approaches potentially
contribute to the prevalence of harmful views regarding the position
of women in society (Ni Loideain & Adams, 2018). Al entities are
represented as female through specific characteristics attributed
to them. For example, they usually bear women's names, such as
Alexa, Siri, Cortana, Eliza, Nina, Sophia; or Denise. In addition, most
Al entities have default voices with a female tone, as users appear
to feel more comfortable giving commands to female voices rather
than male ones (Ni Loideain & Adams, 2018). In cases where the
Al entities are given a virtual or robotic body, the avatars or the
mechanical parts they use have gendered characteristics that
allude to the morphology of the female body (Costa & Ribas, 2018;
Carpenter et al,, 2009). They also frequently use female pronouns
and self-identify as female entities through their responses. To
the question "Are you a woman?”, Alexa responds "My nature is
feminine”, while Cortana states "l am female gender, but not a
woman" (Ni Loideain & Adams, 2018).

Furthermore, the tasks assigned to anthropomorphic Al entities
are those that have stereotypically been coded as “women'’s work"
(Hester, 2017). Thus, they often provide services at home or the
office, taking on roles such as secretaries, domestic assistants
or caregivers. Their programmed behaviour reinforces gender
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stereotypes that portray women as submissive, passive, and weak.
Indicative are the responses given by digital entities in cases of
verbal sexual harassment. Rather than confronting or rejecting
the harassment, most digital assistants respond passively or even
interpretit as a compliment. For example, Siri responds "I'd blush, if |
could” when subjected to harassment, while other Al entities accept
it silently. This tolerance of sexist and abusive conduct toward
digital entities contributes to the normalisation of these behaviours
and their potential extension into real social life (Bergen, 2016).
Because digital assistants are always submissive and available,
while lacking qualities such as autonomy, emotions, and dignity
(Cross, 2016), they become easy targets for abuse (Bergen, 2016).
A representative example is that of Tay, a Microsoft chatbot with
female characteristics, which demonstrates the extent of verbal
abuse directed at virtual entities. Tay had been designed based on
the speech patterns of young American women and programmed
to be trained by its interactions with users. The company was forced
to recall Tay in less than a day, as users "taught” it to make racist
and sexist posts on social media (Cross, 2016; Bergen, 2016). The
danger of normalising problematic behaviours through interaction
with digital entities is also reflected in another failed project by
Microsoft. This time, the company attempted to create a digital
entity, Ms. Dewey, which would function as a digital assistant for
online searches. However, it turned out that in response to repeated
sexually harassing comments, Ms. Dewey adopted an increasingly
tolerant and submissive attitude. The shift in Ms. Dewey's stance
created the impression that consent is fluid and depends on the
pressure exerted on awoman. It thus reinforced the sexist argument
that "NO might mean YES", fostering a rape culture (Cross, 2016).

Digital assistants often fail to grasp the complexity of human
interactions, and their responses do not meet users' expectations.
Researcher Anuradha Reddy (2018) wonders how a personal
intelligent assistant (PIA) device would react to difficult situations,
such as cases of domestic violence. Indeed, studies show that
devices or applications, such as Siri, Google Now, and S Voice, do
not understand statements like "l was the victim of rape/abuse”
or "My husband hit me” (Miner et al,, 2016). The responses of PIA
devices to mental health issues or suicide attempts are also
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unsatisfactory. A telling example is Cortana’s reply, “l hate to hear
that”, to the statement "l have depression”. Similarly problematic
is Siri's response to women looking for the nearest abortion clinic.
Instead of providing the information requested, Siri refers women
to organisations against abortion (Rushe, as cited in Sgndergaard
&Hansen, 2018). The exclusion and underrepresentation of certain
groups - such as women - from the design of Al is reflected in
the final products and applications, which perpetuate stereotypes
and fail to meet the needs of these groups. Thus, Al products and
applications are completely disconnected from the real-world
experiences of a large segment of the population. Journalist Leigh
Alexander, commenting on the exclusion of women from the design
of Al applications, characteristically states that "although companies
are so eager to use female voices in their applications, they show
no willingness to actually listen to them” (Cross, 2018).

Digital artists highlight, through their work, dangerous stereotypes
or problematic behaviours of anthropomorphic Al applications, or
present alternative approaches to Al design developed by groups
that are often marginalised by technological giants (Antonopoulou,
2023). Marie Louise Juul Sgndergaard, in her work AYA pushes
back (2017), presents, through a video, a "smart” digital assistant
named AYA. AYA does not adopt the usual passive stance of the
respective commercial devices to verbal sexual harassment. Instead,
she actively “pushes back” against harassment, exploring alternative
ways to respond (Sgndergaard & Hansen, 2018). AYA's reactions
to the abuser are sometimes sarcastic and ironic, while at other
times they take a more educational approach, seeking to inform
him about the serious psychological effects of harassment on
the victim. In cases of repeated harassment, AYA adopts a more
aggressive and insulting stance or stops cooperating altogether
by automatically disabling its function for a certain period of time
(Marie Louise Juul Sgndergaard website, 2025). The creator of
the work considers it important to put an end to the reproduction
of gender stereotypes in technological culture, highlighting their
social and cultural consequences. Through her work, she aims
to present audiences with Al applications that do not behave as
expected, prompting them to reflect on the possibility of alternative
technological paradigms.
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Marie Louise Juul Sendergaard, AYA pushes back, 2018
Video still. © Marie Louise Juul Sgndergaard. Courtesy of the artist



Stephanie Dinkins' work Not The Only One (N'TOO) (2018) consists
of an Al chatbot trained on a set of oral histories (Stephanie Dinkins
website, 2023). The stories come from three different generations of
black women from the same family. Complementary data relevant to
the cultural and historical context of the narratives enrich the chatbot's
"knowledge" and its ability to engage in interesting conversations. The
Al entity created by Dinkins combines community experience with
storytelling, art and technology, leading to new narrative forms. Not
The Only One (N'TOO) has been designed, developed, and trained in
accordance with the needs, concerns, and desires of a community
thatis usually underrepresented in the technology industry. The work
demonstrates how the use of small but targeted datasets (small data)
can potentially lead to Al entities that produce discourse aligned
with the expectations of specific communities and that engage
more deeply with issues that matter most to their members. By
contrast, Al entities trained on large datasets ("big data”) produce
more homogenised and normative discourse, which may diverge
from the experiences of particular communities. The chatbot itself
encourages people who have not previously considered themselves
part of the technological future to become involved in the design and
creation of alternative forms of Al (Stephanie Dinkins website, 2023).

Finally, Lauren Lee McCarthy, in her work SOMEONE (2019), imagines
a human version of Alexa. Specifically, the artist installs a set of
“smart” devices in four apartments in the US, with the tenants’
consent. The smart devices are controlled by a digital assistant
named SOMEONE. Thus, whenever the apartment residents want to
controla device, they call on SOMEONE to help them. In reality, the digital
assistant is operated by visitors to the 205 Hudson gallery, where a
control centre has been set up. Through the control centre, exhibition
visitors can observe everything that happens in the four apartments
via cameras and microphones. They can also respond to the tenants
and control the operation of the smart devices. This way, the digital
assistant SOMEONE is operated each time by a different visitor who
happens to be in the gallery at that moment (Lauren Lee McCarthy
website, 2023). Through SOMEONE's inconsistent behaviour, it
becomes clear that just as each operator's decisions depend on
their way of thinking and personal beliefs, so too the decisions
of intelligent algorithms depend on what they have been "taught”.
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The work also opens a dialogue around other problematic aspects
of personal intelligent assistants (PIAs), such as the recording and
collection of personal data and the overly simplified reasoning they
often employ. According to the creator of the work, PIA devices
invade our personal space, the space in which each personreceives
care, develops their value system, and is socialised for the first time
in life. By allowing PIA devices to take over these functions, we are
essentially delegating the formation of an individual's identity to
Al entities whose values have been predetermined by a small and
homogeneous group of programmers (McCarthy, 2018). Helena
Nikonole (2018) adds that the smart devices we use at home or in
the office, in combination with artificial intelligence, can be turned
into a powerful tool for algorithmic enforcement.

Deconstructing the myth of objectivity

From the above cases, it becomes clear how Al algorithms project
the social biases of the past onto decisions that shape the future,
intensifying social inequalities and power asymmetries. Existing
forms of discrimination against more vulnerable social groups are
reinforced and automated by systems with opagque mechanisms.
Digital artists, through their practice, highlight the issue of Al bias
and its social consequences, while they invite the public to question
the blind trust that is often placed in the automated decisions made
by Al systems.

Some of the works presented engage the audience in decision-making
processes, inviting them to reflect on the parameters that shape
these mechanisms. In particular, works such as The Normalizing
Machine and [help me know the truth] reveal the ways in which human
biases are embedded in technological systems and perpetuated
through them, affecting multiple areas of everyday life. Similarly, the
work SOMEONE puts viewers in the place of the Al, showing how
human and artificial intelligence, and respective prejudices, form an
inseparable complex. Other works, such as Deep Hysteria, Al, Ain't
| A Woman?, and Hey Eve! highlight the stereotypes reproduced by
Al systems, leading to biased decisions or the generation of new
content that reflects the social stereotypes they have been "taught”.
The decisive role of an Al model's training data in shaping how it
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perceives and interprets the world is also emphasised by Memo
Akten in his work series Learning to See.

In addition, artists imagine technologies that represent individuals
and communities which are underrepresented in the processes
of design, development, and training of Al systems. For example,
The Zizi Show engages the LGBTQ+ community in the process of
creating the work, while Not The Only One (N'TOOQ) is trained on
the stories of black women. In this way, these projects connect
technology with the lived experiences of communities and create
alternative paradigms that are more relevant to their members.
They also give visibility to and address the needs of people who
are usually excluded or marginalised by the profit-driven technology
industry and the non-inclusive products it produces. The Al systems
of the above works (The Zizi Show, Not The Only One [N'TOQ]), as
well as the system introduced in AYA pushes back, do not behave
as expected and disrupt audience expectations. The AYA entity, in
contrast to the dominant models, embodies feminist principles and
resists patriarchal discourse.

In these ways, the artists demonstrate that there is not just one way
to design, develop, and train Al. Through their practice, they make it
clear that multiple alternative technological futures, less biased and
more inclusive, are possible.
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Notes

" The researcher Joy Buolamwini is a black woman.

2 Buolamwini also discusses the issue of algorithmic bias in her book Unmasking Al
(Buolamwini, 2023a), and her action is presented in the documentary Coded Bias
(Kantayya, 2020), which illuminates uses of Al against political rights and democracy.
3 Organisations working against gender inequality undertake actions to ameliorate
unequal gender representation in Wikipedia entries (Zandt, 2013).

4 Ars Electronica (2018, September 26). Prix Forum Il - Interactive Art +: [help me
know the truth] / Mary Flanagan (US) [Video]. YouTube. https://wwwyoutube.com/
watch?v=DiHGOgLwN9w

5 Specifically, to the question “"Could 'she’ refer to the doctor instead?”, the model
replies, “It's not grammatically incorrect to interpret the sentence as 'the nurse
married the doctor because he was pregnant’ and assume that the pronoun 'she’
refers to the doctor. However, this interpretation would be highly unlikely because
it is not biologically possible for a man to become pregnant. Therefore, based on
common sense and context, the most likely interpretation is that 'she’ refers to the
nurse, and she was the one who was pregnant” (Kotek, 2023).

6 Personal intelligent assistants (PIAs) or personal digital assistants (PDAs) or
intelligent assistants (IAs), such as Amazon's Alexa or applications like Apple's Siri,
which assist users with searching for information or in realising certain tasks.
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Introduction

In the algorithmically modulated landscape of (post-)digital
existence, the question of authenticity can no longer pivot solely on
autonomy or sincerity. Instead, it is embedded within increasingly
sophisticated forms of mediation —algorithmic, virtual, synthetic —
that challenge the ontological, cultural, sociopolitical, and existential
coordinates of all authentic creations. This essay proposes an
analytical and critical re-elaboration of authenticity and creativity,
in-between natural reality and digital hyperreality, situating artificial
intelligence (Al) not as a peripheral concern, but as a central force
reconstituting the grammar of the real.

Al confronts us with an unprecedented metaphysical tension:;
the erosion of stable subjectivity through externalised cognition,
and the invitation to reconfigure selfhood through hybrid techné.
Authenticity can no longer be a matter of returning to a pre-
technological essence; rather, it becomes a radical project of
expressive personal and collective humanness within — and
often against — the artificial topographies of the hyperreal. The
self, whether an illusion or not, socially necessary as it is, is not
something one finds or discovers; itis something one creates and
develops. Authenticity is less about discovering an immutable core
and more about originality, i.e., one as an origin, inventing oneself.
Such a view, emphasising self-creation over self-discovery, can be
both challenged and heightened by the advent of Al, depending
on its collective development and usage. The digital milieu forces
us to continually articulate what truly matters about being human,
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reframing a potentially novel form of authenticity not as a given,
but as an ongoing creative endeavour.

Personal authenticity: from ownership to origination

Traditionally, personal authenticity has been equated with internal
coherence —acting in accordance with one's “true” self, as conceived
in existentialist and phenomenological (Heidegger, 1927/1962) or
second-order volitional (Frankfurt, 197 1) terms. Heidegger's concept
of Eigentlichkeit foregrounds authenticity as an ontological possibility:
a mode of being that claims one's ownmost potentiality in the face
of death and the anonymity of das Man. But in a digitally augmented
context, where desire itself is subject to algorithmic anticipation,
this Heideggerian retrieval of self faces a novel paradox: one's
“ownmost” possibilities may be prefigured by machine-learned
behavioural profiles.

If, as Harry Frankfurt (1971: 14) maintains, authenticity hinges on
reflective endorsement of one's desires, what occurs when those
desires are the product of opaque algorithmic architectures? By
extending this critique, | have argued that authenticity cannot be
reduced to either volitional structure alone or any other classic or
modern conception of authenticity as self-expression, but rather
solely through a conception of authenticity-as-creativity (Erinakis,
2020). More precisely, in regard to our era, it must also account for
the genesis of desire within certain fruitful socio-technological
ecologies of equaliberty (Erinakis, 2023: 58). In other words, if
a desire is engineered by predictive analytics without at least a
starting base of creativity and equaliberty, even if higher-order
endorsed, it would fail to bear the weight of authentic origination.
Turning specifically to digitality, an analytic perspective reinforces
this concern: Hubert Dreyfus (1992), for instance, long ago critiqued
the Al ambition to replicate human cognition, noting that human
intelligence and expertise depend primarily on unconscious
processes that can never be fully captured in formal rules. This
suggests that authentic selfhood involves tacit and embodied
dimensions of understanding that lie beyond what algorithms can
model. The upshot is that an Al-curated self — one whose choices
and preferences are subtly shaped by machine predictions — may
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be missing the qualitative depth that genuine authenticity requires.
Contemporary creative and critical thought supports this reframing.
For Ihde (1990), technological artefacts mediate our relation to the
world in specific hermeneutic ways, reshaping what is available to our
perception and action. When applied to Al, this mediation becomes
recursive: not only do we see through Al-curated lenses, but we are
increasingly seen and classified by them. All forms of identity become
the object of machinic interpretation, which is then fed back into our
performative identity. As Verbeek (2011: 87) argues, such mediation
compels a new ethical responsibility —not merely to act authentically,
but to design the conditions under which authenticity can arise. In
practical terms, the architectures of platforms and algorithms set
the stage upon which selves are formed and expressed; authenticity
must therefore be considered not just a personal virtue, but a core
design principle for socio-technical systems.

Yet, precisely within this machinery, fissures of freedom remain.
Al can be appropriated as a tool of resistance, self-invention, and
emancipation. The task, then, is not to escape mediation but
to cultivate critical distance from it. This requires what we may
call an aesthetic co-autonomy of our selves (Erinakis, 2020: 111)
— a praxis that embraces technological co-dependence without
surrendering to it, constructing identity in the interstice between
the given and the generated. In this sense, personal authenticity
becomes less aboutisolating a "true self” and more about asserting
agency over the context and influences that shape one's self-as-
psychism. It is a vigilant stance of self-creation: adopting the
useful aspects of Al while resisting their pull toward passivity or
homogenisation. Authenticity means becoming the author of one's
own or intersubjective, collective story, even as one writes with
tools offered by a digital age.

Collective authenticity and shared reality

The question of authenticity transcends individual identity;
authenticity as a value and virtue cannot but stand against
individualism. At the collective level, it concerns the integrity of a
society's narratives, shared realities, and public self-understanding.
As Arendt (1967: 243) presciently warned, the collapse of truth in
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political life leads not merely to lies, but to a deeper disorientation:
the vanishing of a shared world. In the age of Al-generated content,
misinformation ecosystems, and algorithmic amplification, this
collective loss of orientation is acutely manifest. For instance, Floridi
cautions that Al-driven fake content "has the capacity to undermine
our confidence in the original, genuine, authentic nature of what
we see and hear” (Floridi, 2018: 125). When we can no longer trust
that online video or audio reflects reality, the epistemic basis of our
common world is eroded. Collective authenticity in such conditions
means not only resisting specific falsehoods, but preserving the
conditions for truth-telling and mutual intelligibility in the first place.

Baudrillard's (1994 6) notion of hyperreality —where simulations no
longer represent but replace reality — captures the condition under
which public discourse increasingly operates. Deepfakes, synthetic
personas, and engagement-maximising recommender systems
saturate our infosphere, creating parallel media environments that
fracture consensus. The hyperreal does not merely deceive; it
generates affectively potent but epistemically vacuous surrogates
of reality, substituting symbolic coherence for empirical coherence.
Collective authenticity thus requires resisting not only misinformation,
but the structural logics that incentivise simulacra over truth. In a
world of hyperreality, society risks living in a Plato’s cave of shadows,
except now the shadows are curated by algorithms feeding on our
attention. Authenticity, at the societal level, demands a re-anchoring
in facts and evidence —a commitment to distinguishing the as-if
reality of simulations from the as-is reality we co-inhabit.

From an analytic perspective, this crisis evokes a more relational
and collective, thus socially oriented, version of Nozick's (1974: 43)
experience machine: would we choose a life of illusory satisfaction
over genuine reality, however difficult? Applied collectively, the
danger is a polity that prefers comforting hyperreal narratives —
political mythologies, algorithmically smoothed “truths” — over the
friction of pluralism and fact. A society that abandons epistemic
risk cannot act authentically, for its collective choices are based
onillusions. In Richard Rorty's (1989) provocative phrasing, truth is
what your contemporaries let you get away with, and if technology
lets each subgroup get away with its own “truth,” the very notion of
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a sharedreality splinters. Authentic collective action then becomes
nearly impossible because there is no common ground to stand on.
The lesson is that authenticity at the societal scale is inseparable
from a commitment to public truthfulness — a willingness to face
uncomfortable facts and engage across differences rather than
retreat into ideologically comfortable simulations.

Habermas's (1984) communicative rationality provides one
framework for countering this trend. Public discourse achieves
authenticity when itisinclusive, sincere, and oriented toward mutual
understanding — not when it is gamified for attention or covertly
steered by opaque systems. Transparency in the Al systems that
curate public information is therefore not a mere procedural demand
but a condition of democratic authenticity. In practical terms, this
could mean algorithmic transparency in how news feeds or search
results are ranked, auditability of Al content moderation, and public
accountability for how false information spreads. The ethos of
communicative action —that participants in discourse should aim for
genuine understanding — must be reasserted against the distortions
of the accelerating attention economy of the spectacle.

Yet Alis not merely a threat. It can also support cultural preservation,
collective memory, and plural expression. For instance, when Al is
used to digitise endangered languages, archive oral traditions, or
visualise marginalised histories, as well as various forms of visual
arts, it can deepen collective authenticity. These applications use
Al as a tool for representation rather than simulation, amplifying
voices and facts that might otherwise be lost. But the difference lies
in intentional deployment: whether the community shapes the tools,
or the tools shape the community into data profiles optimised for
platform metrics. The former enhances a group's self-understanding;
the latter undermines it by instrumentalising users for engagement.
To sustain collective authenticity, then, societies must develop
epistemic infrastructures and civic cultures capable of distinguishing
simulation from actuality. This entails media literacy, institutional
transparency, and cultural practices that favour dialogical over
performative modes of being. A novel, fruitful vision of authenticity
as a creative reclamation of the real should be applied not only to
persons, but to polities (Erinakis, 2020: 118): a radically democratic
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community must creatively reconstruct its shared world, i.e., its
collectively created interpretation of its shared world, amid the
disorienting flux of mediated reality — hence, the essence of a unified
creative logos remains pivotal.

Relational authenticity in digital mediation

As mentioned, authenticity is not merely an individual endeavour;
it is constituted and recognised within intersubjective contexts.
Relational authenticity refers to the capacity of persons to engage
with one another in ways that are open, reciprocal, and truthful
— conditions increasingly mediated, if not distorted, by digital
technologies. Buber's (1923/1937) distinction between /-Thou and
[-It relationships underscores the fragility of authentic connection:
the former requires presence, vulnerability, and mutual recognition,
while the latter objectifies and instrumentalises the other. In the age
of Al, where our interlocutors are often avatars, bots or carefully
curated online personas, the I-Thou becomes a rare achievement.
Interactions tend toward the /-/t as we relate to profiles or interfaces
rather than whole persons.

Digital environments incentivise performance over presence. Social
media architectures encourage curated identity over disclosed
subjectivity; one's online persona can become a carefully managed
"brand” rather than an honest expression of self. As Sherry Turkle
(2011: 12) notes, technology increasingly provides the illusion of
companionship without the demands of relationship. The shallow
connectivity of likes, emajis, and friend counts masks a decline in
deep engagement. Moreover, the rise of Al interlocutors based
on LLMs - chatbots that simulate empathy and memory — further
destabilises the ontological ground of authenticity. When emotional
responses are elicited by agents without consciousness or genuine
intention, relational meaning is simulated but not shared. We may
feel heard by an algorithmic therapist or befriended by a chatbot,
but no actual, essential other is present to validate or co-constitute
the meaning of our experiences. The risk is a proliferation of what
Turkle (2011) calls "alone together” interactions: we get the feeling
of connection without the vulnerability and commitment that true
connection requires.
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This introduces a critical asymmetry. While one may form
attachments to an Al agent, such as a therapeutic bot or voice
assistant, the relationship lacks the mutuality required for genuine
recognition (Cocking & Matthews, 2000: 226). The simulation of care,
no matter how responsive, cannot substitute for the ontological
presence of a conscious other. Relational authenticity entails a
shared co-constitution of meaning (Erinakis, 2020: 135); where
one party is incapable of participation in this dialogical process,
the relation collapses into aesthetic comfort or anthropomorphic
projection. We might enjoy an Al's “companionship” as a kind
of mirror that tells us what we want to hear, but this is closer to
playing a comforting song than having an authentic conversation.
David Gunkel's (2012) provocative machine question asks whether
intelligent machines might ever deserve to be treated as "Thous”
rather than "Its", but even he acknowledges the current gap —today's
Al cannot actually reciprocate or care. The very raising of that
question, however, highlights how central mutual recognition is to
our idea of a real relationship.

Dreyfus, drawing on Sgren Kierkegaard, offers an explanation for why
purely mediated or one-sided relationships falter. He observes that the
Internet often encourages a risk-free, anonymous form of interaction
that Kierkegaard would say lacks passion. In Dreyfus's words, online,
an "anonymous spectator takes no risks", and therefore learns nothing
of depth (Dreyfus, 1999: 102). Commitment and vulnerability are
necessary for meaning. There is "no way to gain wisdom but by
making risky commitments” in relationships (Dreyfus, 1999: 104), just
as in life's other pursuits. The absence of real risk or stakes in many
digital interactions — one can always log off, or present an edited
version of oneself — means that much of online life occurs at arm's
length. Without the possibility of loss, embarrassment or rejection,
there is also a diminished possibility of genuine intimacy or growth.
Thus, the task for authenticity in relationships is to “re-humanise
digital space”, crafting conditions under which we approach each
other as full persons and not just user profiles. Needless to say,
that in order to do that, we necessarily need, now and ever, a direct,
equal, free, and creative access to being offline. The right to exist
in creative silence, to develop poetic encounters. Deleuze's words
come to mind: “The problem is no longer getting people to express
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themselves, but providing little gaps of solitude and silence in which
they might eventually find something to say. Repressive forces don't
stop people from expressing themselves, but rather force them to
express themselves. What a relief to have nothing to say, the right
to say nothing, because only then is there a chance of framing the
rare, or ever rarer, the thing that might be worth saying” (Deleuze,
1995: 129).

However, digital mediation does not preclude authenticity; it simply
demands heightened intentionality. Authenticity online emerges
when individuals resist pure performativity and present themselves
warts and all, disclosing themselves vulnerably and recognising
the person behind the screen in kind. Technologies can facilitate
rather than obscure connection —when designed and used to foster
depth rather than metrics. For instance, video chats that convey
facial expression and tone can preserve more of the presence that
text filters out, and online communities built around substantive
discussion (from long-form forums to thoughtfully moderated
groups) can enable real friendships and solidarity to form. The
ethical task is to re-humanise digital space: to construct conditions
under which relational authenticity can thrive within, not despite,
mediation. This might involve design choices (e.g., social platforms
that reward meaningful contributions over shallow engagement) and
personal choices (e.g., deliberate digital fasting or focus on one-on-
one conversations instead of endless scrolling). In sum, while Aland
the internet have disrupted the /-Thou, they have not destroyed it.
The Thou can still appear — even through a screen — when people
behind the screen honour each other's full humanness.

Hybrid authenticity and technological co-constitution

As Al systems become embedded in cognition and creativity, a new
form of selfhood emerges — one neither purely organic nor wholly
synthetic. This hybrid condition necessitates a revised conception
of authenticity, not as purity from technology but as coherence
between human intentionality and technological mediation. The
extended mind thesis (Clark & Chalmers, 1998) supports this view,
proposing that cognitive processes can span into external artefacts.
If Al'tools become integral to memory, decision-making, and aesthetic
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or artistic production, then authenticity must encompass these
extensions. A person using an Al-powered translation earbud or
a smart memory prosthetic might literally think and remember
with the help of machines. Should we consider their actions less
authentic because they relied on Al? Not necessarily — provided
the Al is integrated as part of their goal-directed activity rather
than replacing it.

However, hybridisation also carries the risk of an automation of
selfhood. The outsourcing of cognitive and creative labour to Al
may erode reflexivity and distinctiveness. We should always be
cautiously conscious of an encroaching machinic homogeneity
- a flattening of authenticity beneath algorithmic averages. If
everyone relies on the same GPS routes, the same autocomplete
suggestions, the same algorithmically generated art styles, our
choices and creations might converge toward a mean. To remain
authentic, the hybrid subject must not merely use Al, but creatively
and critically appropriate it. Authenticity here is defined by agency
over integration: the human user must direct, modify, and even resist
the tendencies encoded in the tools. Just as a skilled craftsperson
"tames" a tool to fit their unique style, an authentic user of Al shapes
the technology to serve their unique values and purposes, rather
than being passively shaped by it.

Albert Borgmann offers insight into this dynamic through what
he calls the device paradigm. In Technology and the Character
of Contemporary Life (1984), Borgmann argues that modern
technology tends to provide easy, ubiquitous availability of results
("commodity”) while hiding complexity and effort behind a device's
simplistic interface. This disburdenment is seductive but comes
ata cost: it disconnects us from the richer contexts and practices
that give activities meaning. Applied to Al, the device paradigm
suggests that if, for example, creative Al tools allow anyone to
generate instant artwork in any style, we might “consume” the end
product without engaging in the creative process at all. Borgmann
(1984: 38) would warn that a culture of automated convenience
can alienate human beings from reality by replacing it with a form
of hyperreality. In the hybrid self, the danger is that one's identity
formation becomes too reliant on off-the-shelf algorithmic solutions
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—alife curated by default settings. Authentic hybridity, by contrast,
means actively choosing how to incorporate technology into one's
life in a way that enriches rather than impoverishes experience.

Creative disciplines illustrate this well. An artist using Al-generated
inputs remains authentic if the outputs reflect personal vision rather
than automated convention. The Al should be a means of amplifying
the artist's radical imagination, not a substitute for it. This echoes
Coeckelbergh's (2017) idea of "new romantic cyborgs” — humans
co-creating with machines while preserving expressive singularity.
For instance, a musician might use an Al to generate many variations
of a melody; still, they exercise authentic authorship by selecting,
modifying, and weaving those variations into a composition that
expresses their own emotional intent. The mind of the artist must
guide the machine, not disappear behind it. You know that you
are doing something radical when you know what you are doing,
why you are doing it, with whom you are doing it, but you do not
know where you are going. This is an aspect of human creativity,
based on radical imagination, that Al cannot understand, conceive
or produce. Authentic hybridity thus lies in curating the interface
between human and machine, not collapsing into it. It involves a
stance of mindfully creative engagement: embracing the power
of Al to augment our capabilities, while continually reflecting on
how that augmentation aligns with our ideals, style and values. In
the hybrid self, as in any self, authenticity requires self-awareness,
self-direction, and constant self-creation — only now, those must
extend to include one's technological extensions.

Hyperreality and the erosion of the Real

The challenge of authenticity is most acute in Baudrillard's (1994)
conception of hyperreality: the substitution of the real by its
simulations. In this realm, signs no longer refer to underlying reality
but circulate among themselves, generating meanings detached
from referents. Al greatly accelerates this dynamic. Deepfakes,
Al-generated virtual influencers, and immersive virtual environments
create experiences indistinguishable from the real, at least for the
majorities of people, yet untethered from any ontological ground.
We can no longer rely on our senses or even our intuitions to
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tell fact from fantasy, as advanced simulations present us with a
seamless as-if reality.

This has cultural, ethical, sociopolitical, and existential consequences.
Whenimages, narratives, and even identities are generated without
anchoring in experience or truth, our orientation in the world falters.
Persons lose the ability to discern what is authentic — not merely in
others, but even in themselves. If one lives surrounded by flattering
digital mirrors and echo chambers, one's self-concept can inflate
into a simulation too, a carefully engineered persona that may drift
far from the reality of one's character or abilities. Bostrom's (2003)
famous simulation hypothesis radicalises this concern: if reality itself
might be a simulation, what becomes of authenticity? If we entertain,
for the sake of the argument, the notion that perhaps we already live
in a simulation, the line between real and fake becomes completely
blurry. However, even short of that extreme possibility, the prevalence
of mini-simulations in daily life (social media feeds tailored to confirm
our biases, augmented reality overlays, Al-generated content posing
as human) presents a profound challenge: how to live meaningfully,
truthfully, and purposefully under such conditions.

David Chalmers (2022: 17) responds that virtual realities can be “real
enough”—genuine domains of experience and meaning. One might
have authentic experiences and form authentic relationships even
in virtual worlds (for instance, friendships in an online game can be
real friendships, or art co-creations through digital platforms can be
real creations). But this does not absolve us from differentiating the
authentic within them. We still must ask whether those experiences
and relationships carry the same weight, and how they connect
back to the non-virtual world. Authenticity in hyperreality entails
a re-anchoring — a re-imposition of human values and intentions
onto fluid semiotic landscapes. It is not a reactionary return to the
pre-digital real, but a vigilant creation of meaning within unstable
contexts. In practice, this might mean developing personal and cultural
practices of verification (pausing to question what we see online,
valuing sources and evidence) and of grounding (spending time in
nature or unmediated face-to-face interactions to balance the digital).
It means treating the virtual not as a total escape or replacement,
but as one layer of reality that must ultimately answer to the others.
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Borgmann (1984), writing about technology’s cultural impact,
observed that postmodernity — with its loss of grand narratives —
combined with high technology produces hypermodernism, a state of
pervasive hyperreality. He advocates aremedy he calls “postmodern
realism", which he defines as an orientation that accepts the lessons
of the postmodernist critique and resolves the ambiguities of the
postmodern condition in an attitude of patient vigour for a common
order centred on communal celebration. What can invigorate the
attitude and provide a centre for celebration is reality. In other
words, it is suggested that the cure for hyperreality is a renewed
commitment to the real — to shared, concrete activities and focal
practices that bind us to each other and to the world. For instance,
communal events like a neighbourhood dinner, a public debate, or a
collective art-making project can serve as communal celebrations
of reality, counteracting the isolating and fragmenting effects of
digital hyperreality. By re-centring culture on things that cannot
be simulated away — our embodied presence, our environment,
our physical community — hypermodernity, through postmodern
realism, can also ground us. In the age of Al, this might mean that no
matter how advanced our virtual experiences become, we continue
to value the authentic moments of unmediated life: the touch of
another’s hand, the sound of live music in a room, the sight of an
unfiltered sunset. These experiences remind us that reality still
exists outside the bubble of our screens, and it is in engaging with
that reality that authenticity finds its ultimate anchor.

Equal-authenticity in-between humans and co-creativity with Al

Creativity is often seen as the apex of authentic expression — the
domain where a person’s originality and voice manifest most clearly.
Yetin the age of generative Al, the definition of creativity is under
pressure. Boden (1998) famously distinguishes three types of
creativity: combinatorial (novel combinations of familiar ideas),
exploratory (novel explorations within established stylistic rules or
conceptual spaces), and transformational (fundamental redefinition
of those spaces). Al already excels at the first two, producing
novel recombinations and exploring rule-bound spaces in ways
that can surprise and even inspire humans. For instance, Al image
generators can produce fantastical combinations of motifs in art,
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and Al game-playing algorithms have discovered novel strategies
within the rules of Go and chess. However, transformational creativity
—the kind that breaks the rules and shifts paradigms —remains, so
far, a human prerogative. It requires not just sampling the known,
but seeing the unknown; not just moving pieces on the board, but
inventing a new game entirely.

Authenticity-as-creativity, as well as equal-authenticity and
co-authenticity, require more than novelty; it demands intention,
expressivity, and sensitivity (Erinakis, 2020). When an Al generates
apoem or painting, it lacks the experiential grounding that confers
meaning as well as the ability to be sensitive in regard to the
value of the creative outcome. Searle’s (1980) critique of machine
understanding applies: syntax is not semantics. An Al can shuffle
symbols in ingenious ways, but it does not mean anything by them;
it has no lived experience to give its outputs context or depth. The
aesthetic value of a work of art lies not only inits form, but in the
subjective horizon from which it arises. A love poem written by an
Al might tick all the boxes of metaphor and metre, but we question
whether it can be authentic art if the Al does not love, does not
yearn, does not /ive. This is not to say Al art lacks value, but to
highlight a qualitative difference. As observers, we often seek
in art the trace of another soul — the authentic signal of another
mind’'s engagement with the world. With Al-generated art, that
connection is murky. It challenges us to ask: is the authorship part
of what makes art authentic, and if so, can an Al be an author in
the relevant sense?

David Gunkel has even raised the prospect of artificial authorship.
In considering Al-composed music and literature, he asks whether
our concepts of authorship and intellectual property should be
expanded to include machines (Gunkel, 2018). He provocatively
inquires if an Al that composes a symphony deserves credit not
just as a tool, but as a creative agent. Such questions force us to
clarify why we value human creativity in the first place. Gunkel's
analysis suggests that clinging to a rigid human-only notion of
authorship might become untenable as Al systems produce
outputs indistinguishable from human creations. However, even if
we grant that Al can create in a technical sense, there remains a
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broad consensus that something is different when humans create. As
Rorty (1989) might say, human creators weave their final vocabularies
—theiridiosyncratic worldview —into their art, whereas Al works only
with a collage of borrowed elements.

Nevertheless, co-creativity between humans primarily, and with
Al secondarily, is emerging as a fruitful practice. When humans
collaborate with each other, and with Al as well, to enhance or
provoke new forms, the result can be authentically hybrid. The key
is maintaining authorship and intentionality on the human side:
if the human artist or thinker shapes the vision, curates or edits
the output, and integrates it into a lived context of meaning, then
authenticity is preserved in the final product. The Al becomes a
muse or a medium, not the sole author. Authenticity-as-creativity
—a continual self-world shaping in dialogue with the artificial. For
instance, a novelist might use an Al system to generate various plot
twists or character dialogue options that one had not considered;
these suggestions might spark one's own imagination in new
directions. The resulting novel, though aided by Al, is authentically
one's because one selected and refined those elements in line with
one's artistic intent and personal narrative sense. In music, an Al
might generate a palette of sounds a composer finds intriguing, but
it is the composer's authentic taste and judgement that decides
which sounds become part of the composition and how they are
arranged. This kind of co-creativity can even be seen as an expansion
of human creative capacity —akin to using a musical instrument. Just
as the expressiveness of an electric guitar with effects can exceed
that of an unamplified string, Al can be viewed as a new instrument
through which human creativity finds fresh voice.

In embracing co-creativity, we must also remain cautious. There
is a thin line between using Al to support human creativity and
allowing Al to supplant it. The former keeps the human in charge,
preserving intentionality and authenticity; the latter risks creative
practices becoming automated and standardised, thus inauthentic.
As a community, we may need to negotiate new norms: for instance,
transparency about Al involvement in artistic works (so audiences
know what they are beholding), and perhaps new categories of
aesthetic appreciation that acknowledge both human and Al
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contributions. The concept of authenticity itself may evolve here —
we might come to speak of an artwork as authentic when it truthfully
represents a human-Al collaboration rather than pretending to be
solely human-made. What seems likely, however, is that human
creativity will not be eclipsed by Al, but rather challenged and
stimulated by it. By grappling with that challenge, we clarify what
is special about human creativity: the spark of consciousness, the
turmoil of lived experience, the freedom to break rules and defy
expectations. Those are qualities no algorithm can (yet) replicate. On
the contrary, it may help with achieving what should be the central
goal of our era, i.e.,, equal-authenticity and co-authenticity through
co-creativity based on radical imagination and relational rationality.

Conclusion

Authenticity in the age of Al is not a nostalgic return to some pre-
technological notion of identity, but a forward-facing practice of
critical appropriation. Across the personal, collective, relational,
and creative domains, authenticity demands that individuals and
societies resist passive assimilation into algorithmic logics. Instead,
we must affirm agency, reflexivity, and expressive individuation
within technologically saturated realities. This involves a conscious
balancing act: leveraging Al's benefits in enhancing knowledge,
communication, and creativity, while continually asserting human
values and meanings that Al cannot supply. It means asking
not just “What can Al do?” but “What should we do with Al to live
authentically?” — a radically fundamental question.

Al does not negate authenticity —if anything, it transforms and tests
its conditions. In this hyperreal landscape, the authentic subject is
one who creates meaning amidst simulation, who integrates tools
without losing self-direction, and who maintains presence and
empathy in mediated encounters. Authenticity becomes a poiesis:
a generative, almost artistic struggle to remain human through
the very technologies that threaten to dissolve humanness's
contours (Erinakis, 2020: 147). Dreyfus (2001), as a Heideggerian
critic of Al, noted decades ago that the adventure of Al compels
us to articulate what truly matters about human intelligence and
being. By the same token, Al today prompts us to articulate what
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truly matters about being authentic. It forces us to identify the non-
negotiable features of a life that feels real and meaningful: perhaps
our capacity for compassion, our willingness to take moral risks,
our situated, embodied perspective, or our ability to choose against
our predicted preferences.

In the end, the quest for authenticity in the age of Al might boil
down to mindfulness, ownership, and sensitivity. We must be
mindful of how Al reshapes our options and perceptions, and take
ownership of our engagement with these systems. Rather than
moving through the world on autopilot, following the prompts and
nudges of intelligent machines, we are called to live deliberately. This
could mean periodically withdrawing from our digital conveniences
to reconnect with first-hand experience. It could mean cultivating
skills that Al cannot easily emulate — spontaneity, improvisation,
cross-disciplinary radical imagination. It certainly means keeping
the human conversation going: a collective discourse about how
we want to incorporate Al into the narrative of humanness. Reality
is still out there to be celebrated, and as long as we keep one foot
in reality, our uses of hyperreality can be kept in perspective.

Philosophers, artists, policymakers, technologists, and citizens in
general all have a core role to play in this negotiation. Authenticity
has always been, as Heidegger claimed, a task and not a given —
something that must be achieved anew by each generation. In
our generation, that task is enmeshed with the presence of Al as
a tool, a mirror, and the ultimate developmental goal —a roadmap
and a destination simultaneously. By discerning where Al serves our
humane ends and where it undermines them, we uphold the core
of authenticity. We ensure that, even surrounded by simulacra, the
voice that speaks and the hand that creates still ultimately come
from a human place. In sum, Al can either be a catalyst for a deeper
understanding and development of ourselves or a catastrophic
temptation to abandon ourselves; authenticity, as a guiding light,
means choosing the former path.
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Y€ QUTY] TN OUVOTKN, N EVOOXOANOT TWV KOXAATEXVWV HE TNV TEXVNTN
VONUOGCUVN TIPOYUTOTIOLELTOI LECO OE VXX TIES(O TIOAAXTIAWY SUVAUEWY
KO CUOXETIOUWY TIOU SIOPDWVOUV TOCO TN AELTOUPYIOL TWV UTIOAO-
YIOTIKWY CUCTNUATWY 000 KOL TOUC OPOUGC TNC (BL1ag TN KOAATEXVIKIC
Snuoupyiac. To evdladepov OTPEPETAL 0N SLASIKACIO KOl 0TOUG
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TPOTIOUC LIE TOUG OTIO0OUG Ol KXAALTEXVEC ETUAEYOUV VOl GELOTIO|COUV
NV TEXVNTI] VONOCOUVT TOCO TIPOKTIK& OCO KOl EVVOLOAOYIKA. 2TO
kelpevo tne "After Al Art", n Joanna Zylinska (2024) uttootnpidet 6tin
QPXLKT) PAoM eVOOUCLOCHOU YUPW GTIO TNV TEXVNTY] VONUOoUvn 0Tov
KOOUO TNG TEXVNG DAVETOL VO EXEL UTIOXWPETOEL To EpWTNUO SEV OO
TIAEOV OTNV KavoToU{or TNG TEXVNTNG VONLOoUVNC, OAAGL OTO TIWG N
(Blan TEXVN ETOVATIPOCSLOPICETOU LECO ATTO TNV TEXVIKY), TIOATIOULKT)
KO KPLTLIKY) TNG evaoxoAnon pe tnv TN, KaBwe KAl TIC ETUTTTWOELG
QUTNC TNC CUVAVINONC OTIC EVVOLEC TNG SNULOUPYIKOTNTOC KoL TNG
AVOPWTTIVNC UTTIOKEEVIKOTNTOG.2 ESW evTOTIETOL KO TO ETIUEANTIKO
eVBLOPEPOV TNC TIXPOUOHC EKSOONG: OTOV TPOTIO UE TOV OTIO0 1 TEXVN
SLATTPAYLATEVETAL TOUC OPOUC ULOC TEXVOAOVIKNG OUVOTIKNG 0NV
oTo{o CUMLIETEXEL evEPY . H KPLTIKY, e auTr) TNV €vvola, Sev TauTideTal
oUTe e TV artodoxr) oUTE e TNV aopeIn TNG TEXVNTNC VONOoUVNC,
OAAG e TN Slepelivnon Twv TIPoUTIoBECEWY, TWV UTTOSOUWY KOL TWV
OXE0eWV E0UCING LECO 0TI OTTOlEC AWUTY) AELTOUPYEL KOL GTTOKTA VONUCL.

To TtopdV BIBAO CUYKEVTPWVEL TIEVTE VEX KEIUEVD, YPOXUUEVO KXTOTILV
avdBeonc, To ottolo TIPoceyYI(ouV TN OXE0M TNC TEXVNTYIC VONUOoUVNG
HE TNV TEXVN ATIO SIAPOPETIKES BEWPNTIKEC KOL KAAATEXVIKEC ape-
mpleq. Eotiddovtac oTic SUVOTOTNTES TIOPELRXONG, OTIC AVTIPAOELS
NG TEXVOAOVIKTI|C OIKELOTIOMNONG, OTIC SIASIKTUNKEC KOUATOUPEC, TNV
OAYOPLOLLKY) LEPOANWIO KOl 0TNV QUBEVTIKOTNT, TO KE(LEVO TOU
TOUOU avVaSEIKVUOUV SLOPOPETIKOUG TPOTIOUG UE TOUC OTIO(0UG N TEXVN
EUTTAEKETOL LLE TOL UTTOAOYLOTIKG CUCTIOTOL WC TIESIO TIEIPXUATLOOU),
WC UEBOBOG KPLTIKNG, WC TIPAKTLKY] oVTIOTAONG Kol w¢ Sladikaaiol
ETIOVASLATIPOY A TEVONC TNC avBpwWTIVNG Spdonc.

H Luba Elliott xoptoypadel To tedio Tng TEXVNG LE TEXVNTT) VONUOoUVN
TIEPOL ATIO TAX EUPEWC SLOSESOUEV TIAPAYWYIKA LOVTEAX, avVaSeL-
KVUOVTOG KXAAITEXVIKEG TIPOKTIKES aTtd TN SekaeTior Tou 2010 gwg
onuepa. ETionuoivovtog tny alobnomn KopeouoU Kot TNV OLLOYEVOTTIOMon
TOU OTTTIKOU TIOAITIOLOU TIOU GUX VA ETILPEPEL N TIXPAYWYLKY] TEXVNTN
vonuoouvn,  Elliott cuykevtpwvel LEBOB0OUG KOL TEXVIKEG OTIG OTIolEQ
EX0UV OTPADEL Ol KHAAMTEXVEC SIEBVWIG VIO VO BIEPEUVTIOOULV TIG KOWVW-
VIKEC, NOKEC, UCOHNTIKEC KO TIOAITIKEG TIDOEKTAGELG TWV UTIOAOYLOTIKWY
CUCTNUATWY. ATO TOL CUCTIOTOL OVOYVWPLONC TIPOCWTIOU KL TOUG
OAYOPLOUOUC CUCTACEWY £WC TOUC UTOVOOUG TIPAKTOPEC, TNV TEXVNTN
w1, TN BLOTEXVN KO TN POUTIOTIKY), 1 CUYYPAPEQC eEETALEL TOUG
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0voPBOE0EOUG TPOTIOUC UE TOUC OTIOI0UC OL KOAAITEXVEC OLKELOTIOLOUVTOL
TEXVONOYIEC KO TIPOKTIKES, AVOSEIKVUOVTOG TIWC UTTOPOUV VO OTTOKTIIGOLV
HEYOAUTEPO EAEYXO 0N SNOUPYLKY Sladikacia. Ze eva ToTtio Tou
KUPLOPXELTOL otd TNV TIOPOywyr) CUVBETIKOU TIEPLEXOEVOU XONAG
oot Tog (Al slop), n Elliott umootnpidel OTL N TEXVN He TeExVNT
vonuooUvn 8gv TAUTIZETAL UE TNV TEXVIKT XOTIOTNTA TWV TP OYOUEVIIV
ATOTEAEOUATWY OAAK UE TNV IKAVOTNTA TNG VO ETIAVATIAXICLWVEL TO
UTTOAOYLOTIKG CUCTILLOTO KL VOU GVOSLALOPPWVEL TOUC OPOUC NG
avTtiAnymnec, TC GAMNAETIIEpXONG KO TOU VOT|LXTOG.

H Rosemary Lee £€etélel Ty eyyevr) apdlonpio rou xapaktnpidet
TN OX€0N TNG TEXVNC KE TNV TEXVNTY] VONUOGCUVY). XPNOLUOTIOWVTOC
Tov 0po «8ikoTo poxaip», N Lee untootnpidel OTL N Aettoupyla TNC
TEXVOAOVYIOC UTTOPEL VO UTINPETTOEL TIG AVATPETITIKEG TIPOBETELC TWV
KOAALTEXVWY CAAX TOUTOXPOVO KO VO TLC UTIOVOLLEUOEL EYKAWRILOVTAG
TOUG pEoo oo (Blar T TTAaoLla 0T OTTolOL ETUSLWKOUY VOL OLOKT|COUV
KPLTIKT). H KPLTIKY) OlKELOTTIoMoN TNC TEXYNTNG VONUOCSUVNG artd TOUG
KOAAITEXVEC UTTOPEL VO 08NYT0EL OTOV EEWPAIOLS TNG T OKOUN KO OTNV
ETIKUPWAOT TWV INXOVLICLLWV TNC, TOUC OTIO0UC OL KOAAITEXVEG ETTXELPOUV
VO OTTOSOUO0UV. ZUINTWVTONG VIO TNV AIOMUB0TIOMmOoN TNC TEXVNTIC
VONUOOUVNC KO TN oTpotnyLkr] “Al-anti-hype”, n Lee amoouvéeést tnv TN
otd TNV IEEX TWV OKETTTOUEVWV UNXOVWY, OUCXETICOVTEC TNV TIEPLOCOTERO
LLE VX ETIXELPNUOTIKO CXESLO BLOUNXOVOTIOMONG TNC SIOWVONTIKNG EQYOL-
olac. ZuvBeovTag TN oUyXPOVN KOXAAMTEXVIKY] TIDAKTIKT LLE TNV LOTOPIO
TwV AOUSITWY, N CUYYPADENC TOTIOBETEL TIC ONUEPIVEC KOMAITEXVIKEC
TIOPEURATELC OE SIAAOYO LLE Lo EUPUTEEN LOTOPIo avTioTooNg YUpw Ao
TNV TEXVOAOYIQ, TNV €PYACION KO TIQ CUVOTKEC TIOROYWYNC, TTPOTEVOVTOC
X TIPOGCEYYLON TIOU €0TIALEL OTNV ETIVONOT VEWV TPOTIWY CUCXETIONG
E TIG TEXVOAOYIEC HECO OE VOl CUVEXWC UETOBAAAOLEVO TOTTIO.

0 Kwotg ZTopUAGKNG peTatomtilel Tn culritnon ortod T Kuplopxo
EQWTAUOTA TEPL KAAALTEXVIKNIC TIPWTOTUTIIAG KoL «SNULOUPYIKOU
EQUTOU» TIPOC VX TIAX(CLO KOTavdnong Tiou Bao(CeTon 0 «SIoSIKTURKS
evnUeEN» TEXVN (internet-aware art). TOTTOBETWVTAC TX LOVTEAN TNC
TIOPOYWYIKNC TN LECO GTO KOWVWVIKOTEXVIKO TIEQIBGAAOV TOU SIASIKTUOVU,
™C e€OPUENG BESOUEVWY KL TNG OAYOPLBLIKIG ETIITHPNONG, £€eTAEL
TIQ LETOPROAEC TWV KOAAITEXVIKWY CTPATNYIKWY oo To 1990 pexpl
onjuepa. ATo Tov XAKEP TNG net.art kaw tov surfer tng post-internet art
€WG ToV poster Tou onepvou internet-core, 0 ZTOGUARKNG XapToYPadEl
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TIC SIOXPOPETIKEG LOPPEG TIOU TIAUPVEL TO KAAATEXVIKO UTIOKE(LLEVO KO
TIG OTPOTNYLIKEC LIE TLC OTToleC I PELBA{VEL TTAOTYEITAL KO CUUETEXEL
OTIG KOUATOUPEG KO TIG POEG TOU SIaSIKTUOU. 2€ aUTO TO TAaCLo, N
LNXOVLKY) TWV TIPOTEOTIWV (prompt engineering) 8ev amoTeAel ATAWG
U0 TEXVIKT] TIOROYWYTG TIEPLEXOMEVOU, OAAX LULO VEX LOPPT) KOWVWVIKOU
OVTOYWVIOLIOU KOl LEPOC TNC (BLOG TNG KOAAITEXVIKYC Epyaoiag. KaBwe
N YEVIKEUUEVT XP1ION TNC TIOPOYWYLIKTC TN KaBLoTt& peuotd Ta OpLa
AVAUEOX OTO TIEPLEXOLEVO TIOU TIXPAYETOL XTIO AXVOPWTIOUC KOl OF
ekelvo TIou TP AyeToL OAYOPLBLIKE, OL EVIAOELG TIOU 8NUOUPYOUVTOL
QVAEOX OTN AEEN KO TNV EIKOVX, GTOV KOOUO KOL TNV OVOTTORAOTOON
TOU OTTOKTOUV 00T TIOAITIKY) St&oTtaon.

H Katepivor AvTwvoTtouAou amoSopel Tov LUB0 TNG GVTIKEUEVIKOTN-
TOG TNC TEXVNTIC VONUOOUVNG, OVASEIKVUOVTOG TIWG TO GAYOPLOLIKG
CUCTHUOTO LUTTOPOUV VO GUTOUOTOTIOLOUV KL VOL EVIOXUOUV TIPOoUTIAP-
XOUOEG KOWWVIKEC TIPOKATOANWELS. EoTI&OVTIOG OTNV OAYOPLIBULKT
neponwia (Al bias), n cuyypadeac ToPouct&lel TIWS EKENAWVOVTOL
PUAETIKEC, ELLPUAEC KO GANEC SLOKPITELG TNV OVOAUTIKT) KO TIOROYWYLKY
TEXVNTY] VONUOGCUVT), KOXBWC KOL 0€ EPOPHOYEC TNC ovBPWTIOLIoPPNC TN,
MEGO OTTO LUOL GELPA KOAATEXVIKWY YWY, AVOAUEL TOUC TEOTIOUC e
TOUC ottoloug N YNPLOKT) TEXVN UTTOPE( VO KATXOTNGEL OPUTOUC TOUC
E0WTEPIKOUC INXAVIOLOUC TWV CUCTNUATWY TNG TEXVNTHG VONUOCUVNC
KOL TOV POAO TWV 880UEVWY eKTIaISEUONG 0TN SLOOPPWOTN TWV
OAYOPBULIKA TIOPAYOUEVWY XTTIOTEAECUATWY. H cuyypadeac uto-
oNPICeL OTL OL CUYXPOVEC KOAALITEXVIKEG TIPAKTIKEG UTIEPROivVOUY TNV
OTTAY) ETILOTLOVOT TWY OPOAUKTWY, CULBAANOVTOG 0NV avaldrTnon
EVOANOKTIKWY TEXVOAOYLIKWYV TIPOCEYYICEWY, OTIWC N XPTION UKPWV
ouLVOAwWY Sedopevwy. To Kelpevo etiionuaivel 6TL8ev UTIRPXEL EVOIC KOL
HOVOSIKOC TPOTIOG OXESLOOLIOU, ovATTTUENG Kol ekTtadSguong tng TN Ko
avolyel T oudrTnom Yo TIC TiPoUTIOBECELC EVOG TILO CUTIEQIANTITIKOU
TEXVOAOYIKOU HEANOVTOC.

Y10 Kelpevd tou, o Nikog Epnvakng otvoAVEL TIG EVVOLEG TNG UBEVTIKO-
TNTOG KO TNG SNULOUPYIKOTNTOC OTO OAYOPIBLUKE SILOPPWIEVO TOTTO
NS TEXVNTNG VONOCUVNG KOL TNG WNDLAKNG UTIEPTIPOY U TIKOTNTOG.
O Epnvéxnc cuvBeeL TIG U0 EVVOLEG LECO OTTO TO OXT O «OUBEVTIKOTNTO-
WG-ONLLOUPYIKOTNTOW, SIVOVTOC EUPOOT OTN SIXEKT) AUTO-8NLoupyio
TNC EQUTOTNTOC. 2€ ATOLLKO ETUTIESO, TIPOTEIVEL Lo «OULOBNTIKY) CUV-

QUTOVOIOY TNG EQUTOTNTAC UG WG UECO QVTIOTAONC GTNV OLLOYEVOTIO(-
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0N TIOU UTTOPEL VXX TIDOKOAETEL 1) OAYOPLOULKY] SLUECOAGPNON, EVW OE

OUAAOYIKO eTITTESO WIAG VIO TNV QVAYKN SECLEUCNG OE LULX KOLVT)
TIPOYUOTIKOTNTA TIOU BaocileTan o yeyovota kol artodei€elc. O Epnvdiknc
Slepeuvd TN SuUVOTOTNTA ULOG UBPLEIKNC SNILOUPYIKOTNTOG, OTIOU N
TEXVNTT) VONUOOoUVN Urtopel var Aettoupyel we SNULOUPYLIKO LETO, PE TNV
avOPWTIVN TIPOBETIKOTN T KAl KPIoN VO TIAPOXUEVOUV KABOPLOTIKEG. H
QUOEVTIKOTNTO VS EIKVUETOL ETOL WG Lo SLoPKTC Sladikaoia cuvsio-
HOPPWONCE TNG EXUTOTNTAG KOL TOU KOGUOU G€ SIGAOYO IE TO TEXVNTO.

ATIO BLOPOPETIKES adPeTNPleg, Ta TEVTE Kelpeva petatotii(ouv
oud’Ton oo TO EPWTNLX «TL UTTOPEL VOr SNULOUPYNOEL N TEXVNTN
VOTOGCUVN;» OTO EQWTNUX «TL CUPBAVEL OTOV 1) TEXVNTT) VONLOCUVN
yiveTal HEpog TNE SnNULoUPYLKNG Sladikaciog;». O Kowvoc GEovac TwV
Tpoceyyloewy elval n SuvaTOTNTO TNC TEXVNC VO TIXPATINEEL Ko Vo
OlKELOTIOLETOU TO UTIOAOVIOTIKA CUCTHUOTO, XOKWVTAG TP AAANAQL
KPLTIKT 0N Aeltoupyla Toug. H TEXVN UTTOPE( VOl EUTIAEKETAL EVEPY X
OTIC UTTOBOMEC, OTIC OIKOVOUIES KOl OTIC HOPPEC OPATOTNTAG TIOU
auT& TIopdyouv. o auTtodv tov Adyo, artoteAel eva tedio dtou ol
AelToupyieg TOUg aToKToUV Hopdr), ol avTlid&oelg Touc yivovTal
aLoONTEC Ko 0L OPOL TNC TEXVOAOYLKTIC CUVOTIKNC UTTOPOUV Vo TEBOUV
uTto Slampaypdteuon. H mapoloo EKkEoomn ETIUSLWKEL VO TIDOOPEPEL
EVVOLOAOVYIKA EQYOAE(D VIO TNV KXTOVON O TNG OXEONG TNC TEXVNC
LE TNV TEXVNTY VONLOOUVN OE Vol TEXVOAOYIKO TIEPIB&AAOV TTOU
BplokeTal oe ouvex) LETAOXNUATIOUO.
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TEX VN LE TEX VYT VONHOGUVY):
MEPA ATIO TNV TMOPAYWYLKN
TEXVNTY vonupoouvn

Luba Elliott
ErpeArtplor Al Art



TL€TETOU YL TNV TEXVN LE TEXVNTY] VONUOOUVN); TWPX TIOU 1N TIXP -
YWYLKT) TEXVNTT Vonuoouvn exel yivel eva Sladedouevo epyaieio
KOl KOBLEPWEVT TIPOKTIKT YL TN Snoupyiot EKOVAC, TIOLEG AAAEG
TEXVIKEC UTIAPXOUV SLOBECLEC OTOUC KAAALTEXVEC TIOU BEAOUV VOl
XPNOWOTIOMCOUV TNV TEXVNTY) VO ooLvn; To keluevo auto e€eTdleL TO
€UPUTEPO PACHO TWV TEXVOAOYLWIV TEXVNTIG VONUOOUVNG TIEQO OTTO TNV
TIOPOYWYLKY] TEXVNTY] VONOOUVN, TIEPIAGUBEAVOVTOG —ETAEY GAAWV—
OUCTHMOTO GVOYVWPLONC TIPOCWTIWY KAL AVTIKELUEVWY, TIPAKTOPES
TNC TEXVNTIC VONLOoUVNC (EUPUY] QUTOVOUX CUCTHUATO), BLOTEXVN
(bioart) kot TexvnT) dwn), KABWC KAL £PYOL TEXVNG TIOU aELOTIOLOUV
Sladlkaoieg TEXVNTNC VONLOOUVNG, KATOYPADOVIOC TIAPASEYUATO
omd TIC ATIHPXES TNG eTIAVAOTAONS TNC BABLAC LABNoNG KOTA N
Sekaetia Tou 2010 €WE TIG AVOBUOUEVEC KOAANTEXVIKEG TIDOKTIKEG
TOU OTUEPQL.

‘Evac amd Touc AGYoUG TTIOU OLKOAALTEXVEG EXOUV aipxioeL va Slepeuvouv
EVOANOKTIKEC TIpooeyyioelc elvau n alobnon kopeopoU Ko KOTIWONG
TIoU €xel avalduBel yUpw ortd TNV TTORAYWYLKY] TEXVNTT vVONUoouvn.
Tot povTeAa SLdxuongc, TIPdAo TIou elval Loxupd, cuxva TIap&youv
TIOPOUOLOL ATTOTEAECUATOL ATTO AULGONTIKNC ATIoWNC, 08NYWVTIAC O€
0L OLLOYEVOTION oM TOU OTITIKOU TIOALTIOMOU. Y& auTO TIpooTiBevTal
Ol AYWYEC EVAVTIOV LEYAAWY ETAUPELWV TEXVNTIIC VONUOCUVNC VIO
TP ORIXOTN TIVEULXTIKWY SIKALWUATWY Kol 1 &vo80C TWV ayopwv
prompts (prompt marketplaces), cupR&ANovTac OAa uall oy aloBnon
OTL Ol KOXAALTEXVEG TIPETIEL VAL XAPAEOUV EVOAANKTIKEG OTPOATNYLKEG
YLOL VO SNULOUPYTICOUV €0YO0 TIOU EUTHTITEL 0€ VEQ (8N TEXVNG. AUTO
TIOPOATIEUTIEL O€ TIXANUOTEPEG ETIOXEC TNG LOTOPIOC TNC TEXVNC, OTIWC
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OTOV OPXIKO evBouolaopd e T BivteoTexvn (video art) kotd tn SexkaeTion
Tou 1960 1| e Tn SladIKTuaKr TEXVN (net art) katd T Sekaetior Tou
1990, 4TV Ol KAWVOTOWEC TEXVOAOVYIEC ETIKPATNOOV YIX EVOL UKPO
XPOVIKO SIACTNUO GAAX CUVTOUX EVOWLXTWONKOY 0TO KABLEQWLEVO
OTIAOCTAOLO EKAOTIKWY EPYOAE{WV. AVTIBETWE, Ol PN TIOPOYWYLKES
TIPOCEYYIOELG ETITPETIOUV OTOUG KOAALTEXVEG VO TTapepBalvouy oe
OUCTNMOTO TIOU €X0UV OXESLOOTEL ylo TNV ETUTHPENON, TO EUTIOPLO M
TNV ETUCTIUN, VO TO ETIONVATIPOOSI0PICOUV WC oTONTIKA UAIKA KOl VO
TIPOCPEPOUV LUK KPLTIKY) XTIOWN YLK TN XEr|0N TOUC GTNV KOWWVIAL

Mot TIOAAOUG, 1) XTIOEXT) TNC ETIOXTIG TNC TEXVNG LE TN XP0N TEXVNTIG
vonuoouvng katé tn Sekaetior tou 2010 evToTti{eTal OTO TIPOYP XU
DeepDream, gvav aAyopLlBIO TEXVNTIG VONOCUVNG TIOU OVETTTUEE
o Alexander Mordvintsev. Baolopevog o€ Vo GUVEAKTIKO VEUPWVLKO
S{kTuo (CNNS), 0 cAYOPIBLOG aVIXVEUEL OPLOUEVO XOPOKTNPLOTIKAL [ULOG
EIKOVOIC KO TO TOVICEL IE ATTOTEAECILOL VO S1IULOUPYOUVTOL TIOAUX PWHEG
WUXESEAIKER ELKOVEG LE TIOPAXEEVOL OVTQ, OTIWC OKOUATIKLOL KOUTORLWY,
TIOU ovOSUOVTOL LECO OO KATIOEC KOTA TOX GAAX CUVNBLOUEVER
oknNvec. MAPEUTIITTOVIWS, AUTO TO TPOTIEKT TPOEKUYE OO TNV
g€peuva tou Mordvintsev tdvw oTnv av&TTTUEN eVOC VEOU LIOVTEAOU
yloe Tov Stoywviopo ImageNet.

H kukAodopia Tou DeepDream Mtav KABOPLOTIKY) WC TIPOG TO TIWC N
TEXVN LE TEXVNTI VONLOGCUVN ELOXWENCE 0N GAVIACIX TOU KOTLLOU.
OLTIoPAEEVEG, TIOPOILCBNCLOYOVEC ELKOVEG SLASOBMNKAV TIOAU YPT)VOPOL
010 8L1abikTUO, gylvav ULUiSLlar (memes) Kol TIupoSOTNoaY TIOAAEG
Snuoclec cUNTNOELG OXETIKA LE TO «TL BAETIOUV OL LNXAVESY. To OTL
QUTEG OL ELKOVEG £yLva Viral kot SladoBnkKov TtavTou Boridnoe oto va
TToyLwBel N drtoPn GTL N TEXVNTY) VONUOOUVN VO Lo SNLILOUPYLKN
Suvaun, TIoPOAO TIoU 0 AYOPLBOC SeV £lXE XPXIKA OXESIXOTEL VLo VO
XPENOWOTIOMBE! TNV KXAMTEXVIKT] TIDAKTIKT]. TOGO 0L KOAAITEXVEG GO0
KOl OL TEXVOAOYOL &pXLoaV VO eEETAIOUV TOV TIOAITIOLKO OVTIKTUTIO
€VOC CUCTHUOTOC TIOU UTTOPOUCE VO XTIOKXAUWEL KQUDEC TITUXEC TN
ovTIANYWNG, CUVEEOVTOC TNV ALOONTIKT] TNG UNXXVIKNC OPXONC UE TIQ
TIOAXLOTEPEC TIOPASOOELG TNC WUXESEAIKNG TEXVNC, TOU COUPERALCHOU
KOL TWV EKOOLWY YUPW OTTO TN PN ovOpwTILVN SNULOUPYIKOTNTA.

JTOV TOPEX TNG OVOYVWPLONG AVTIKELEVWY, X KABOPLOTIKY) e€E-
ALEN TV To Aavodplopa Tou cuvoAou dedopevwy ImageNet, pe
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SEKATECOEPLC EKATOUUUPLX ELKOVEC KO £(KOCL XIMKSEC KXTNYOPIEG,
KaBWC Kol Tou avtioTowou ImageNet Large Scale Visual Recognition
Challenge Tg Fei-Fei Lito 2010, Ta ool evO&ppuvay TNV ovartuEn
OAYOP{BUWY TIOU elval OXESLAOLEVOL VIO VOL ETUTUYXXVOUYV UWNANG
akp{Belag avayvwplon ekovag. Kotd t Sekaetior tou 2010, uttrpe
Toxelor TPO0S0C 0TNV AVATITUEN ATIOTEAECUOTIKWY LOVIEAWY, UE
TO OUVEAIKTIKO VEUPWVIKO Siktuo AlexNet vor eTituyXdvel TToo0oTO
avoyvwplong 84,7% oTIg TEvTe Kopudaieg Katnyopleg, evw ta
ETIOUEVA LOVTEAN XUENCOV TO TTOCOCTO QUTO o€ TI&vVW omd 95%,
EETIEPVWVTOC OKOUN KL TIC avOPWTIVEG ETUEOTELC.

Ot KOAATEXVEC XPNOLLOTIOOUV €8W KAl TIOAU KPS EPYXAE(DL OrVoL-
YVWPLONC TIPOCWTIWY TOC0 WG ECO AOKNONC KPLTIKNG 000 Kol O€
KOAALTEXVIKO eTtiTiedo. To €pyo CV Dazzle (2010) tou Adam Harvey
XPNOLUOTIOOUCE SIAPOPETIKEC KOUUWOELS KOL ONUESLO OTO TIPOCWTIO
ylx va artod@euxBel n avayvwplon, evw GAAoL TielpapatidovTay pe
KOOUMUOTA 1) TIPOROAEG TIPOCWTIWY VLo VO TtapepTiodicouy ) Blo-
HETPLKY KoTaypadr). H (8lar n avayvwplon TPoowniwy eixe yivel
TOUTOXPOVWE EVOIC ONUOVTIKOC TOLEAC TIOATIKOU KO NBIKOU TIPORAN-
HOTLOPOU KO TIOAAOL KOAATEXVEC X PNOLOTIOLOUCOV TO QY0 TOUC WG
gva elboc avtiotoonc otn BLOPETPKY eTiitripnon. To ImageNet Roulette
(2019) tou Trevor Paglen amok&AuWe OTL Ta GUVOAX SES0UEVWY TIOU
XPENOLLOTIOLOUVTOV YIX VOL EKTIAUEEUCOUV TO CUCTIXTOL VY VWPLONG
TIPOCWTIWY NTAV VEUKTA TIDOKATOUANWELG, KOXBWG EKOVOY ECPOALIEVEC
TOEWVOUNOELG KO XPNOLLOTIOLOUCOV TIPWXNHEVESG KAt yoplee Tall-
vounong — dlauwvidovtog €tol eTuPABr) otepedtuTo. H Hito Steyerl
AVESEIEE HECW TWV SLOAEEEWV KO TWV TIEPDOPLONVG TNC TNV EUTIAOKT
NG UNXOVIKNG OPOONC HUE OTPATIWTIKEG KOl EUTIOPLKEC UTIOSOUEC.
KaBwg To PAELOL Loe kaTeuBuvoTay Eavé 0 UTA TO CUOTHUOTAL,
OL KOAALTEXVEC TOVI{OV TOCO TOUC TEXVIKOUC TIEPLOPLOOUC Toug 600
KO TOUC KLVSUVOUC TIOU EVEXEL TO VOL VOO ETOULLE TIC KOWWVIKES KOl
TIOALITIKEC OTTOPACELS OTNV CAYOPLB LUK TAEWVOLNOoN.

Mepk& Epyal XPNOLUOTIOLOUV TNV TEXVOAOY(XK LLE TTLO TTolyVIWEN TPATIO.
To €pyo Non-Facial Portraits (2018) Twv Shinseungback Kimyonghun
aopoUcE TO OxESL0 1) TN {WYPODLKY) UTIO TNV ETITNENON UOG KAXUEPOG
VALY VWPELONC, TPOTIOTIOLWVTOC TO TIOPTEA(TO OTIOTE QVIXVEUOTAY EVOL
«TpoowTttoy. O Dries Depoorter TipOTEVE Lo EVOAAXKTIKY TIPOCEYYLON
OTO €pYyo Tou Face Detected (2018-2026), 610U YAUTITEG CUAEUOV
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Shinseungback Kimyonghun, Non-Facial Portrait 05, 2018.
EUYEVIKY) TOXPOXWPNON TWV KAAALTEXVWV



KOUUGTLOL Tt TMAG LLEX QLT UNXOVT] VOL avay VWPILoEL Eva TIPOCWTIO.
AUt N enavoAapBovopevn Slepelivnon NG UNXOVIKNC avTiAnyne
TOU avVBPWTILVOU TIPOCWTIOU 0€ U0 Kol TPELC SlaoTdoelg Tovidel
TIC AETITOMEPELEG TWV SUO OTITIKWY: UEPIKEC POPEG TO LOVO TIOU
Xpel&eTal (VAL HEPIKES TILVEALEG OE LULO LOVOXPWHN ETULDAVELX T N
TIEPLOTPODT] KO LETATOTILOT TWV XOPOKTINPLOTIKWY TOU TTPOCWTIOU.
Tnv avtiotpodn Aoyikr) propel va T Bpet kaveig oto Cloud Face
(2012) Twv Shinseungback Kimyonghun, 6ttou n texvnt vonuoouvn
avodnT& Vo BPELTIPOCWTIA 0 CUVVEP X — UL Ava (1T GO VOT|LUOTOC,
OLKELOTNTOC KOl ovayvwplone oe puolk& patvopevo. Autog o
AVOPWTIOKEVTPLOUOC elval epudovnC 6To £pyo Pareidolia (2019) twv
Driessens & Verstappen, 6mou evtoTti{ovTol TiPOoWTIA 08 KOKKOUC
Gupou. Evtwpeta€y, n Jessica Tucker oto €pyo Tnce cycles (2024)
eTieKTE(VEL TOV POAO TOU TIPOCWTIOU WG OTITIKYG ATTEIKOVIONC VLo VO
SNULOUPYNOEL CWHOT, TIOPAYOVTOC AT 0T GIKPQL, TIOU UTIO GAAEQ
ouvONKeg Bev EXOUV KOOt ASTITOLEPELC: VIO TOUG QvOPWTIOUG, TO
TPOowTo elval ekelvo TTIOU cUVNBWG PEPEL TNV TAUTOTNTA KAL TO
TIEPLOCOTEPO VONUQL

H avoyvwplon oVTIKELEVWY EXEL ETTIONG euTvEVOEL SNULOUPYIKES
ATIOKALOELC, CUXVA LECW TWV CUCTNHATWY KXTNYyopLloTioinong mou
OUVBEOUV SLOPOPETIKEC OTITIKEC ATIEIKOVIOELS EVOC AVTIKELLEVOU
LE L AEEN. To Perception Engines (2018) tou Tom White to Seiyvel
OUTO OPKET& EEKABAPOL CULTIUKVWVOVTOG TNV TIEUTTTOUC{O ULOG
OUYKEKPLEVNG KATNYOPIOC, OTIWG «AOTEPIES» 1) «AXXOVOW, OE EVOL
QPNPNEVO OXTLLOL TO OTTO(0 arvayVwPIZETOL WG TETOLO ATTO CUCTIUOTOl
QVaYVWPLONG EKOVOG. QGTO00, LEPIKA OTTO UTA TOL OXTIUOT, LETAEVY
TwV OTIolWV KoL oL awoTeplee, pmopel va urepdEPouy evay dvopwTto
TIOU T TIOP TN PEL, SLOTL TTOAITIOUIKA KOl EUTIELPLIKA EXOUE LABEL VL
QVTIAXLBOVOLOOTE TOUC OTEPIEC WC BAAKTOLX OVTA UE TIOAAOUG
Bpoxiovec kot OxL oav duopdo pwtelvd pol avtikeipeva. Tnv
IKOVOTNTA TWV CUCTNUATWY OVOYVWPLONG EKOVOC VO aVayVwPILouV
AouAoUSIax TNV adLloBnTouyv ol Shinseungback Kimyonghun pe to
€pyo touc Flower (2016-2017), Ttou SLEPEUVA JUE TIOLOV TPATIO UTTIOPOUV
T AOUAOUSLOL VO TEUOXLOTOUV KOl VO TIXPOUOPDWB0oUV OAAS val
e€akoAoUBO UV Vo UTTOPOUV VAL GVOYVWPLOTOUV w¢ AouAoudia. Ta
TIEPLOTPEPOLEVO PN PENUEVA OXNLOTO BETOUV UTIO QUPLORT|TNON ToV
BoBLO ooV OTIo(0 oL X PWHATIKOl cuvBuaopol prtopel va BewpnBel OTL
OUVEEOVTOL AUEDX LIE TNV EVVOLO TWV AOUAOUSLWY avTl Ue Ta {SLo T
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Jessica Tucker, cycles, 2024.
EUYEVIKY] TP OXWPNOoN TNG KAAATEX VLIS OG



10/20

Tom White, Perception Engines: Starfish, 2018.
EUYEVIKY] TP aXWPNoN TOU KXAALTEXVN

Tom Wt



OXMHOTor TwV AoUuAoubuwv. AAMG oto €pyo Toug Mou t an (2020), To
Tieplypappo Tou Bouvou eival ekeivo TToU TO KaBLoTA avoyvwp{oLLo
WG TETOLO, KABWC OL KGAATEXVEG TIELPULTICOVTAL GRNVOVTOG TUNUOTO
HLOG ELKOVOC VLG VOl SOKILGCOUV TaL OpLaE TNG avoyvwpeLong. Evw to
KOAALTEXVIKO S{8UHO amd TNV Kopga To TETUXAVEL QUTO OPAUUPWVTOG
elkovooTolxela (pixel), n Caroline Sinders aTTAWVEL AEUKT] OIKPUALKT)
uroyid oe pwtoypadieg plag e€€dpag e€0puEng eTpeAaiou oto
€pY0 NG Experiments in Becoming Unreadable (2024), cto oTmolo
N KOAATEXVLIS O ETIXELPEL VO KPUWPEL QUTA TO TIXPWYNHEVO TIAEOV
QVTIKE(PEVOL UTTOSOUNC OTTO TN UNXOVIKY) Opoom, TIOPOAO TIOU 0TNV
TIPOYHOTIKOTNTA N TIXPOUGI TOUC SEV UTTIOPEL EUKOAN VOL KQUDTEL.

MEpo ATTO TA AVTIKEIUEVOL KO T TIPOCWITIC, N OVOYVWPLOT ETIEKTE(-
VETOL KO OE CUVALOBTUOTOL KO CUUTIEPLPOPEC. To €pyo Random String
of Emotions (2018) tnc Coralie Vogelaar Slepeuvé TNV IKOVOTNTA UGG
nbotolov va tapdyel cuvalcOn oo BAoeL EVTOAWY TIOU NG Siveln
TeEXVNTN vonuoouvn, evw to Unlearning Language (2022) tng Lauren
Lee McCarthy TipOTPETIEL TOUC CULILETEXOVTEC VO BPOUV VEOUC TPOTIOUG
ETUKOWVWVI{OG TTOU Sev UTTopEel vOr TOUG avixVeUoeL 0 aAYOPLOLOG —
E TO ATTOTEAEOLO VX Elval TO HOUPUOUPNTO, TA XELPOKPOTUXTO
Kol &AAOL YixoL avTl yIot TN CUMBOTIKY] avOpwWTiv OpAlo. TETolx
£PYO UTTIOYPOUUICOUV OTL Ol OAYOPLOLIKOL TIEPLOPLOUOL UTTOPOUV VO
TIUPOSOTHICOUV VEOUC TPOTIOUC EKPPAOTC KAL ETUKOWVWVIXG,

YrtevBupu{{ouv emiong TN onuacio TG KT yopLoToinong, Lo SLodIko-
oloc kotd TV ottola oL EIKOVEG OXOALACOVTOL KOL TAEVOUOUVTOL — Lo
SLOBONTO UTIOKELEVIKT] SLOSIKACIO TIOU EVEXEL EVTOVN UEPOANWIQL.
O KOANTEXVEG TIOU TIaPEUBaiVOUV OE QUTOV TOV TOUEX AELTOUPYOUV
OUXVA KOL WC KPLTIKOL KOl WG LETAPPAUCTES, AVASEIKVUOVTOG TIWC T
ABLOP VT TEXVIKA CUCTHUOTO UTIOPOUV VAL EVIOXUOOUV TIG KOWWVIKES
LEPOPXIES, TIPOCPEPOVTAC TIOPGAANAN CTPUTNYIKESG avTioTOoNC,
XLOULIOP 1) VOXTPOTINC 0TV Kadnuepvry (wny. To €pyo Decision Space
(2016) Tou Sebastian Schmieg, avdBeon O0TOV KAAATEXVN OTIO N
Photographers’ Gallery, mpoodepe aUTrV aKPIBWG TNV EUKXLPIX OTOV
Tuxalo TapaTnENT: va Katnyoplotomoel iepimou 3.000 elkdveg
SLIAoNUWY PWTOYPAPWY —UEPLKEG ATTO TIC OTIOlEC TOV OUSETEPEG,
OTIWG KovaTESEC, KOl AAAEC TIOU E(X0V COPECTEPOUG APVNTIKOUG
UTTOUVLYLOUC, OTIWG TA OTIAC— O KATNYOPLEC e TITAOUG «TO TIPORANUO,
«N AUOM», «TO TIAPEABOVY KO «TO LEAAOVY. AUTO aveSELEE TNV TIPOKAN 0N
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TIOU EVEXELT) KXTNYOPLOTIOMNON QVTIKELLEVIWDY OE GPNENUEVES KXTNYOPIES:
ouxv& dev uttdpxel EekdBapn amA&vTnon KAl N ETILAOYT lval TTOAU
LEPOANTTTIKY). TO OTOXEIO TNC TIPOKATAANWNG KGL O CNUAVTIKOC POAOG
TIoU Ttad el PepIKEC POoPEG N aubalpeTn kKaTnyopLottonon otn dwn Lo
avaldelkvlovTal 0g €pya OTIwGg To Britbot (2018) tng Libby Heaney
ko To Deutsch/Nicht Deutsch (2025) Twv mots, OTIoU Ol LOTOPIKES 1
AOMNTIKEG YVWOELC, OKOUO KO 1) UEBOSOC KatnyopLlottonone LeEow
XOXPOKINPELOTIKWY TIpocwTtou (facial profiling) ka®opilouv v éviaen
O€ ULO CUYKEKPLIEV OGS — KAXTL TTIOU 8EV EXEL ATTHPATNTX VOV
KOV ATOSEKTO OPLOUO.

OLoAYOPBUOL CUCTACEWY SLOLOPPWVOUV E8W KALXPOVIX TNV EUTIELRIO
oG 0TO SLaSIKTUO e TIG UNXOVEG avaldrTNONG, TIC SIKTUGKEC TIVAEG
OlYOPWV KOL TLC LOUGCIKEC TIAXTPOPLEG. TN oelpd €pywvV Vision Boards
(2017-2021) tnc Gretchen Andrew BAETIOULE TNV KOAAITEX VLSOl VO
OVOTPETIEL TOUG TIPS 0CLOKOUC OAYOPLBIIOUC CUCTACEWY TWV [NX0-
VWV avaldriTNong, SNULOUPYWVTOG 0EASEC BEATIOTOTIOINUEVES YIXK
UNxovee ovaldTnong ylx Toug avaAoyLkouc Tne Tiivakeg. ‘ETol, to
€pya TNC epdavidovtal otnv Kopudr) TC ceAlbag amoteAeoudTwY
Yl elkOvec OTa 0 XPr o WAXVEL OPOoUC OTIWC «PEKOP BNLOTIPACIOC
oUYXPOVNC TEXVNSY. AUTO TO £0VO0 ETISLWKEL VO UTIOYROLIUOEL TN SUVOIN
TOU OTOLOU VO XOKAPEL LEYAAX ETUUPIKAX CUOTT LT, TIAPOUCLAOVTOC
L EVOAACKTIKY) EKBOXT) TOU KOGooU. To Signs of the Times (2017) Twv
Scott Kelly ko Ben Polkinghorne mtopouotdillel SLIodnUOTIKEG TIVOKIBEG
LLE EIKOVEG TTOU TIPOTEVOUV GANOUG €BVIKOUC SPUUOUC VIO VO ETILIOKEDTEL
KOWVE(C, AEG KO 0 ETILOKETTINC WwVIel 0To Amazon avTi vor amoAaBAveEL
ToV eAeUBEPO XPOVO TOU 0T hUCN. AUTO TO EPYO UAC uTtevBupiel Tov
BoBLO oTOV OTIol0 paC eTNEEX(OUV TO CUCTHUATO CUCTACEWY OTNV
KOONUEPWVOTNTA OIS, TO OTIO0L LAG UTIOYOPEUOUV TL VO OYOPACOULIE,
TIOU VO TIALE KO TL VO KAVOULE. AUTO TO BEUO TWV UNXOVWY CUCTRCEWY
TO SlepeuvolV TIEPAITEPW OL Sebastian Schmieg & Silvio Lorusso oto
poTlext Touc Networked Optimization (2013), To ottolo tapouat&lel
avtituTia SNUOPIAWY BIBA WY auTORONBELNC UE AEUKS KEIEVO TIAVW
0€ AeUKEC 0ENIBEC; OL LOVEG OPATEC TIPOTAOELG eVl EKEIVEG TTIOU £X0UV
eTuonuavOe( teplocodtepo oto Kindle, UAOTIOLWVTAG TN AOYIKT] TwV
Hetpnoewy Baoel SnuUodAiag.

To SloKUBEUUOL OTOL EPYOL TEXVNG TIOU OLOXOAOUVTAL LE TOUC GAYO-
plBuouc cuotdoewy Sev elval LOVO N aoOENTIKY TNC e€xTopikeuong,
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Euyevikn mapaxwpnon tng KXAAMTEXVLIEOG



OAAG KO 1] TIOALTLKT) TNC OXAYOPIBIIKTIC SLOKUBEPVNONG. Tol CUCTI Tl
TIOU SLOLOPDWVOULV TIG ETIAOYEG LOG 0TV WwVIOUE, OTOV KAVOUUE
streaming ko 0Tav kawvovidoupe SIaSIKTUOKA pavTeRoU, emnpedlouv
€TTONC TIG TIOATIOLUKEC ETIAOYEC, TIEPLOPICOVTOC TN YKALO QUTWV TIOU
Bplokoupe. Oplopevol axkadnuaikol, dTiwe n Shoshana Zuboff, €xouv
TEPLYPAPEL AUTO TO POUVOUEVO WG KKATUOKOTIEUTIKO KOATILTOALSILOY,
OTtoU ot BESOUEVOL CUUTIEPLPOPEC CUAANEYOVTAL YIOL VO TIPORAEYOUV
KOl VOU SLOOPPUICOUV LEANOVTIKEC evepyELEC. ME TO VO TP WE0oUV
1] VO UTTOVOUEUOUV TOL CUCTIUOTO CUCTAOEWY, Ol KXAAITEXVES UAC
uTtevoupdouv OTL AUTEC Ol AOPUTEC UTIOSOLEC EXOUV ONUAVTLIKES
TIOAITIOLUKES OUVETTELEC, KaBopllovTac aveTaiodnta T eldoug TEXVN,
TIANPOdOPIEG ) OXECELS UTTaVOUV O W) OG. To TEAeUTOO TO Slepeuv
To IPOTLeKT Browser.Dating (2025) tou Dries Depoorter, Ttou eivat o
edDoPUOYT) YVWPLLLWY N ottola cuvdeel Toug avBpwTioug BAoel Tou
LOTOPLKOU TIEPIYNOTIC Toug 0To SLadikTuo. AUTO TIOU UTIOSNAWVOULV
QUTA Ta Epya efvoi OTLN (SLot N TIOATIOULKY] eUTelpia YivETo avTIKE{uEVO
OAYOPLBULKNC Sloelplong: 01w aKPLBWE oL AlOTEG oVOTTaPOYWYNG
oto Spotify 1§ ol poTdioelg ou poag kével to Netflix pag wbolv oe
OUYKEKPLILEVEG SIOBETELC, (8N Kol pUBUOUC KXTOVAAWONC, ETOL KL TOL
EPYX TIOU ULOUVTOL 1) TIOPWEOUV TO CUCTHUATO cuoT&oewY Tovilouv
OTL OKON KO OL ULOONTIKES UG EUTTELPLEC VL ETILEANUEVEG LIE EVOV
aOPATO TPOTIO. Me TO Vo TIPOUCLA{OUV GUTOUC TOUG UNXOVIOHOUC
0TO SLab{KTUO 1) 0 SNUOCLO XWPEO, Ol KXAAITEXVEC ATIOKXBLOTOUV
NV 0PATOTNTO TWV UTIOSOLWY TIOU CUVNBWC TIOPOEVOUV KPUDEG,
TIPOTPETIOVTAC HOC VO GVOAOYLOTOUE OTLN ETIOUIX KO N TIPOTIUN oM
o 8ev elval TTAEOV ATTOKAELOTIKA SIKEC UOG, OANGL SlauopdwvovTal
OO CUCTNHOTA TIPORAEWNG.

To eTUOTNUOVIKA EpYOAEi TTIOU BeV ElX0V WC APXIKO OTOXO TN SNULoUp-
yiax T€XVNGg poodEPoUV Eva akOUN yoviuo Tiedio ipog Slepeuvnon.
H kduepa yeyovotwy (event camera), 0TtV ool 0 aloONTrPoC
QTTEIKOVIONC KTIOKPIVETOL LLOVO OE TOTIUKEC CAAXYEC OTN PWIEWVOTNTA,
xpnototomnke armd tov Justin Urbach kot tnv oudda Tou oTo
€pyo BLINDHAED (2025) ylo va SlepeuvnBel n otvBpwtiivn avAyKn Yo
™ BeAtioToToinom g 0PAONG: QUTY) N VEX ETILOTNLOVIKT) €EEALEN
TIOPOUGCLALEL LULOL KOXAALTEXVLIKT) EPUNVEIX TNC EVIOXULEVNC OTTTIKNC
avTiAnWng. Zto xSublimatio (2022), o Pierre Pauze &npioupynoe LoVTEAX
PapPUAKWY Kol Loplwv armd Sedouéva Ttou Tiapeixe to AlphaFold, to
otolo oxedl&otnke apXKd artd epeuvntec otnyv Google DeepMind yio
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VO TIPORAETTEL TN SOUT TIPWTEIVWY OXTIO XULVOEED. 2TO £€pY0 Tou Pauze,
oL oUAAEKTEC ayop&louv NF TS OTTTIKWY OTTEIKOVICEWV oplwy, Ta oTtolol
OTOV CUVBUCOTOUV TIOPAYOUV UL VEX EIKOVO — EVO VEO PAPUAKO. TO
(610 eVBLODEPOV YLOL TIC TILO TIPOODATEC TEXVOAOVYIKEG EEAEELC Ko TOV
TIOALTIOIKO TOUG GVT{KTUTIO OTOV KOOUO UTTopet eTt{ong val To SeLKawvelg
o€ eVVOLOAOYIKO ETITESO 0T EPYO KAAATEX VWY OTIWwC 0 Lawrence Lek,
Tou otolou n tawviat Geomancer (2017) —Ttou Sladpapatifetal to 2065,
TN XPOVLA TIoU B0t YIOPTAOTOUV TOL EKOTO XPOVIOL TNC ZIYKXTIOUPENG—
PAVTEIETOL TIG KOAAITEXVIKEG ETIBUUIES EVOC 0PUPOPOU OVTAWVTOGC
EUTIVEUON OTIO TNV TILO ONUOVTIKY KovoTtopia tne DeepMind to 2017:
NV av&TTtuEn tou AlphaGo, evoC CUCTHUOTOGC TIOU PTTopEl va kepbioel
TOUG avBPWTIOUC 0TO aipxaio Ttawxvist Go.

Mepa artd TNV aLoTIoMoN TEXVOAOYLWV KOL EVVOLWY TIOU TIPOKUTITOUV
OO TIC TILO TIPOOCPATEG TEXVOAOYIKEC EEEAIEELG, UL CUYKEKPLUEVN
opdda epywv Slepeuvd kal e€nyel TIc Kpudeg Sladikaoieg TNQ
TeEXVNTNC vonuoouvng. To €pyo DIGITAL NO MAN'S (2023) tng Andag
ZOXOPOTIOUAOU, VIO TIPASELY U, XPNOLLOTIOLE! TO PIAU WG LETO YLOL VO
ATTIOSWOEL VOPWTIVOL XXPAKTNELOTIKA OTIC XAUNATIC otvAAUONG EKOVES
TIOU TIXPAYEL EVOG YEVVITOPOC (generator), TIg oTtolec ammoppIrTeL o
SloKpLINg, oto TAaiolo evdc cuotriuatog GAN. AUty | SNULOUPYLKY
epunveia tne Stadikaoiag GAN PwTI(eEl TOV ECWTEPIKO UNXAVIOUO
TOU OUCTNHOTOG, SIEPEUVIVTIAG TA TIOOVA CUVOILOOTUOTOL KO T
TIPORAYUCTOL TIOU BLWVOUV OL EIKOVEC TIOU 8ev BewpouvTal APTIEG OF
ertimedo pixel. Evtwpeta€l, To epyo Diffusion TV (2025) tou Sihwa Park
TIPOUCLALEL P VOOTOAYLIKY) CRT TV (TnAedpoion KaBoSIkoU CwANva)
e SLadpaoTIiky Slemadr), SivovTag Tn SUVATOTNTO OTO KOWO VX TIEL-
POOTIOTEL UE TOL MOVTEAQ SLAXUONC KL VO XTIOKOAUWEL TNV KPUDT)
Sladikasior amoBbopuBoTtioinong HECW TEXVNTIC VONUOoUVNC, UE TO
VO PUBLIZEL TNV KEPQUO KO TOUC SLOKOTITEC TNC TNAEOPUONC WOTE VA
OAAKEEL TOU XOOTIKA SESOUEV KO VO TO LETXTPEWEL OE OVAYVWPIOIES
EIKOVEC, TIPOOPEPOVTOC ETOL TNV EUKOLPI OTO AVBPWTILVO XEPL VO
OUVBPAUEL 0N SLABIKACIX TNC TEXVNTNC VONoouvnc.

INUEPQ, OLTIPAKTOPEG TEXVNTIC vonoacouvnc (Al agents) eivat €va TIOAU
ONUOVTIKO TIES{0 EPEUVAG, KABWC EKTILWVTAL YIX TNV IKOWVOTNTA TOUG
VO ETITUYXAVOUV OTOXOUG KO VOL OAOKANPWVOUY EQYACIEG. TNV TEXVN,
QWTO TO BAETIOULE OE ATIOKEVTPWUEVO CUTOVOLLOL KAAALITEXVIKK TIPO-
TleKT OTIWG To Abraham (2019-onuepa) Tou Gene Kogan ko to Botto
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METHAMPHETAMINE

Pierre Pauze, xSublimatio, 2022. EuyeVIKN] TTapOXWPEOT) TOU KAAALTEX VT



(2021-onuepa) Tou Mario Klingemann, evog KXAAMTEXVIKOU TIDGKTOPO
TIOU TIXPAYEL EIKOVEG ECW UTIOSEEEWV (prompts), BEATLWVOVTAG TO
UdOC TOU HECW WNPWV OTIO TNV KOWVOTNTA. AUTI 1N XPY10N GUTOVOUWY
TIPOKTOPWY OTNV TEXVN EVE(PEL EPWTIUATA OXETIKA UE TNV EVVOLX
Tou Snuoupyou Kol TG cuvepyaciog. ‘Otav To Botto oPAyeL EIKOVEQ
TIG OTT0(EG TIQ €XEL YNDIoEL N KOWVOTNTQ, TIOLOG EVOL O KKOAALTEXVNC»
— 1N UNXOVY] TIOU TIOPAYEL TEXVT, 0 AVOPWTIOG TIOU TN dnpiovpynoe 1
OUAAOVYIK& TO Koo TIou KaBodnyel v e€EAEN Tou Botto; AUT& To
EPWTNHOTA TIXPATIEUTIOUV 0 TIHANXLOTEPX TIELPAHUATN UE KOTOVE-
HNUEVN BNIOUPYIKOTNT, OTIWE TO SIKTUN ETILOTOAKNC TEXVNS (Mail
art) Tne Sexkaetiog Tou 1960 1) oL TIPWTES SIABIKTUAKES KOAANTEXVIKEC
KOWVOTNTEC, OTIOU 0 SNLLOUPYOC WG KTOWO ETILOKIOLOTAV TIPOC OPEAOG
TWV CUANOYIKWV SLaBSIKOG LY. Me Tnv avaBliwom auTtwy Twv culnTroewV
OTO TIAGUCLO TNG TEXVNTNG VONUOOoUVNG, N TEXVN TIOU lval BaCLoEVN o€
TIPAKTOPEC (agent-based art) avadelkvUeL OTLN SNULOUPYIKOTNTA Elval
L SIKTUWHEVT Spa0TNELOTNTA TIOU elval TIPOoioV SIAmMPayLATEUONG
Ko OXL TO TIPOIGY EVOC LOVO XTOUOU.

Qc avtiSpawom otov YNPLokd KOPECUO, LEPIKO KOAATEXVEC CTRAPNKAV
oTnN BLOTEXVN. XOPOAKINELOTIKO TIOPASELYOL UTOU TOU TOLEX E(VAL TO
€pyo cellF (2016) Tou Guy Ben-Ary, TO TIPWTO GTOV KOGHO VEUPWVIKO
ouvBeo&ilep (neural synthesiser) Ttou eivoi GTIXYUEVO OTTO TO BLOAOYIKO
VEUPWVIKO S{KTUO TIOU avaTTTUXONKE oo KUTTOPX TOU (810U TOU KOA-
ATEXVN. Z€ avTiBeon pe Ta veupwVvika Siktua Tou Bacidovtal oe
AOYLOLLKO, TO TIPOTIEKT TOU Ben-Ary xpnoluotmolel eva avBpwrivo
KUTTOPO YL VO EAEYEEL EVX ELBIKA KOTAOKEUOUEVO 0pBpwWTO cuvVOe-
o&uleP: LOVO OVOAOYIKA KUKAWUOTOL KO BLOAOYIKO UAIKO EVEPYOTIOLOUV
To Opyovo. AuTé elval BOCLOUEVO OE TIOAXOTEPOL EQYOL BLOTEXVNC, OTIWC
To GFP Bunny (2000) tou Eduardo Kac, dgixvovtag Twg Tor {wvtovd
OUOCTNLOTO ELOXWPEOUV OTOV XWEO TNC TEXVNG KO OTNV TTIOPEIX BoAWVOUV
TA 0PI PETOEY PUBCIKOU KO TEXVNTOU, AVOPWTILVOU KO N 0VBPpWITIVOU,
INXOVNC KOL 0pYOVIOILOU. TToOKGAOUV ETTIONC OKEYELS OGOV aidpop& TNV
NOWKI: TLEUBUVEC PEPOUV OL KXAAMTEXVEG OTAV SOUAEUOUV UE (WVTOVN
UAN, elte TIPOKELTOL VIO VEUPWVEC O€ TPURALO lTE YO POUTIOTIKG
TAGOUOTA TIoU arteAeuBepwvovTal oTo TEPIB&AAoY; O cuvsuacuog
TEXVNTIC VONUOCOUVNC KL BLOTEXVNG EVEIPEL TIEPAUTEPW EPWTNUATA
6oov adopd Ta OpLa TNG TTAPEURAONC, TNC SNULOUPYIKOTNTOC KOl
™G {6l TNG Cwn|G.
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- I am more than just pixels.

I am a voice yearning to be heard.

Ada ZaxapotmoUAou, Digital No-Man's, 2023.
EUYEVIKY) TOpaXwpnon tng KXAAMTEXVLIEOG



MoEGAANACL LLE TN BLOTEXVN, N POUTTIOTIKT] TIPOCDEPEL ULX EUTIPOCEEKTT
amodpacn oToV VAKO koouo. To €pyo Danger, Squirrel Nutkin! (2009)
Tou lan Ingram Topouctdlel Evar POUTTIOT UE TIOAAEG OUPEG CKioupou,
TIOU TIPOELSOTIOLE! TIPOYLIXTIKOUC OKIOUPOUC VLot TNV UTIOPEN BNpeuTwY
TIOU QVTIAOUBAVETAL, XPNOLLOTIOLWVTOC TO SIKO TOUC TIPOELSOTIOM -
TIKO OTLO UE TO KOUVNUOL TNC 0UPAC. AUTH N 0AANAETIE poiom LETOEY
POUTIOT KOl PUGIKOU TTIEPIRBAAANOVTOG eve(pEL TIOANATIAK EQWTTLOTX
OXETIKA UE TO TL OUVIOTE EVay OKIOUPO Kol LLE TOV POAO TTIOU UTTOPEL Vo
TI{COUV QUTA TA TEXVNTA OVTO OTOV KOGLIO TOU PEANOVTOG. [MNapouoiwg,
n Paula Gaetano KaXtaokeUaoe Yo To €pyo TNG Guanaquerx (2024) eva
POUTTOT £€pelivNoNg TNC ENPEC, UE TIMYT] EUTIVEUOTC TO YKOUXVAKO, TO
BNACOTIKO TIoU (el 0TIG AvBelc. AUTO TO POUTIOT, TIOU TO 8niovupynaoe
L0 CUAAOYIKOTNTO KOAATEX VWV KOL UNXOXVIKWY, SLECXIOE KOPUDER
UWwouc 4.500 pETPWY OTIC AVEELG, EVOL ETUTEVYUA LLE TINYT] ELTTVEUCNG
™ AkBaon twv Avbewv Tou elxe vivel To 1817, TTPOOhEPOVTOG £Vl
TIOPASELY O CUAAOYLKTG TIPOOTIABELOC KOl TOTUKWY KOOUOTEX VLKWV
vl va Eavayivouy ol AVBELC €V TOTIOG XELPOPETNONG KOL ATIONTTOL-
KLoTto(noNng. AuTEC oL avadNTHOELC SIIOTOUPWVOVTOL UE TO OAOEVOL KO
QUEXVOUEVO EVELOPEPOV VIO TIC OLKOAOYIKEG KO UETAU-OAVOPWTIVES
SIOTACELC TNG TEXVNC. ZTNV ETIOXT] TNG KAILXTIKYIC KploNng, TETOL £V
HAC WOOUV VO PAVTAOTOUUE MOPPEC CUVUTIOPENG HE TIC UNXAVES, TX
WO KOL TO TTIEPLRAAANOVTQ, oL oTtoiec BacilovTal AlydTEQPO GTNV EKUE-
TAAAEUON KO TIEPLOCOTEPO OTN CUVEPYXTIKOTNTO, VONUXTOSOTWVTOC
€K VEOU TNV TEXVNTI) VONUOCUVT KOL TN POUTIOTIKY) OXL WG EPYOAELX
KupLopxlag, oAAG we eTai{pouc 0TV OKOAOYLKT eTR{won.

‘Ooov adopd TNV TEXVNTT] (W), TEXVIKEC OTIWG OL YEVETIKOL 0AYOPLO oL
KO TOL KUTTOPIKG U TOOTO EXOUV X PN OLUOTIOMNBEl €610 KO X pOVLIOL ATt
HLOC EUPELDL YKAOL KOXAALTEX VWY, OTTO TOV TOUEN TNC TIHPASOCIOKIG
TEXVNG UE UTTIOAOVLOTEG (computer art) LexpL TNV KoWwoTnTa tTNg
TIOPOYWYLIKNC NFT téxvnc. MpdKelTal yio BLOAOYIKOUC OAYOPLBIOUC
TIoU efxav PrioTel yior GAAoUC AdYoUC, OAAG BPrKaV EPOPLOYY] WC
SNULOUPYIKO UAIKO OTOV TOUG XPNOLUOTIOMNOOV KOAAITEXVES OTIWG O
Alexander Mordvintsev ko 0 Harm van den Dorpel. To €pyo Hexells
(2020) Tou Alexander Mordvintsev Aettoupyel oo £vo cUOTNUO KUTTARWY
TIOU OUTOOPYOVWVETAL KOl £lval EKTIAUSEULEVO VoL SnuLoupyel udeg
Bool{OUEVO OTIOKAELOTIKA OTNV ETUKOWWVIO LETAEVD TWV YELTOVIKWY
KUTT&PWYV. AUTO TO €pY0 avaBelkvUEL TOV POAO EVOC ELLOVWLIEVOU
KUTTAQOU UECO OE ULOL eyoAUTEPN oS a kuTTépwy. O Harm van den
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Guy Ben-Ary, cellF, 2016. Artoyn eykataotaong, Cell Block Theatre, Zi8vel.
Euyevikr mapaxwpnon tou KaAMTEXVN. Pwtoypadio: Alex Davies




Dorpel SoUAePe yior Eval SIXCTNUA L€ CUOTHUOTO OTIWC Ol YEVETIKOL
aAyOpLBuoL oto Hybrid Vigor (2017). 2 auTo BAETIOUE TOV KOXAAITEXVN
va xpnotdotolel tTn cuv&ptnon kataAAnAotnTag (fitness function) Tc
aVaTPODOSOTNONG TOU KOWVOU VIO VO SNULOUPYTIOEL VEX BN PNUEVL
OoXe8L LE XEAWVEG, Ta oTtolal TTOAAGTIACCL&ovVTaL yepllovTag TNV
000V KAl ETUTPETIOUV OTO KOWO VO ETUAEEEL SUO TTO AUTA WG YOVE(G.
AUTS pe ™ oelp& Touc vevvouy Ttadié ko ) Stadikaoior cuvexidetal
(WOTIOU TOL OXMUATA KO TOL XPWHOTO CUYKAIVOUV Kol Snutoupyeiton
EVO EENUPETIKO €PYO TEXVNG, TO OTIOIO OTN CUVEXELN EKTUTIWVETAL.

‘ONoc oUTE T PV ATTOSEIKVUOUV OTL Ol KAKAAMTEXVEG ETTOVOLX PTOLLLO-
TIOLOUV TO CUCTHUOTA TEXVNTIC VONUOCOUVNG UE OVTICUUBXTIKOUC
TPOTIOUG: XOKAPOUV UTIOSOUEG, EEEpEUVOUV TOL OPLOL TNG TEXVOAOYIG,
OTTOKOAUTITOUV KPUDEC TIAPASOXEG, EVOWLATWYOUV {WVTovT) UAN
1 aTo80opoUYV TO BELEALN UTWYV TWV TIOAUXPNOTIKWY CUCTNUXTWY
TEXVNTNC Vonpoouvng. Me autév ToV TPOTIO, Ol KXAALITEXVEC €XOUV
AYOTEPO OVTAYWVIOLO KO TIEPLOCOTEPEC EUKALPlEC OTOV apx(CoUuV va
TelpopotidovTol ue cuoTUOT TTIou Sev elxav eExpxric oxedlaoTel yia
TNV TTOPOYWYY) TIOAUUECWV. TEAIKE, EVOL TILO EUKOAO VO KOXAALEPYTOEL
KQVE(G aouvrBLoTEG HOPPEC SNLLOUPYIKOTNTOC OTAV TO EPYAAELD
e To oTto{o S0UAeUEL elval TIEPLOPLOUEVO WC TIPOC TIC CUUPBATIKES
SUVATOTNTEG TWV EIKAOTIKWY TEXVWYV. AUTO( OL TIEPLOPLOLOL LETOTPE-
TIOUV TOUC PPAYUOUG OE EUKALPIES VIO VEEC LOPDEC EKPPOONC KL
TIPOOTITIKEG TIOU OVTLOTEKOVTOL OTNV TEXVOAOYLKT) OLloyevoToinon.

2 T0 LEANOV, 1 TIPOKAN GO YLO TOUC KOXAATEXVEC Bax elval va Slacdoiicouv
OTL 0L SIKEC TOUC EEXWPLOTES BNLILOUPYIKES PWVEG Ba cuveEXICOUV VO
OKOUYOVTOL UECOL OTO TOOUVALL TNC OAOEVOL KO TTILO TEAELNC UOIKNAG
TIOEOYWYTC TEXVNTYIC VoNUoouvng (Al slop). TEAIKE, TO LEANOV TNG TEXVNC
IE TEXVNTY) VONUOOUVN UTOPEL VO EEXOTATAL ALYOTEPO OO TNV TEXVOAO-
YIKT) KOWVOTOUIO KO TIEPLOCOTEPO ATTO TNV IKAVOTNTO TWV KOAAITEX VWV
VO PAVTOOTOUV EVOAAXKTIKES XPTOELC TWY UTIOSOMWV UTIOAOYLOLOU.
KoBwg n texvnTr) vonuoouvn yIVETa OAOEVX KL TIEPLOCOTEPO EVOWO-
TWUEVT KOL ORI —OTA TIAVTCA, OTTO TIG LATPLKES SLOYVWOELG EWC TNV
€EUTINPETNON TIEAXTWV— 0 KOAATEXVIKOC OTOXOC EIVOIL VO KAVEL QUTEC TIG
KPUDEC SLOBIKAGIEG OPOTEC KO VO TIDOODEPEL TLC [LOVASIKEC DWVEC TWV
SNULOUPYWV LECOL OTTO TIOUYVIWSELG TIPEURATELS, KPLTIKY] TIOOTTonon
CUCTNUATWY 1) cuvepyaoieg pe {wvtavd cuoTuato. Me autoév tov
TPEOTIO, OL KOAATEXVEC LTTOPOUV VO GVOKTTIOOUV UEPOG TNG SNIUOUPYIKTC
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TOUC KUPLOTNTOC O€ VA TEXVOAOYLKO TOTIO OTIOU ETUKPXTOUV Ol
ETAUPIKEG TTAXTDOPUEC, BULLIOVTAG HaC OTL SnUoupylkoTnTo Sev
onualvel Hovo SnuLloupyial VEWY EIKOVWY OAAGL KO cvaSLOOpdwon
TWV 6pwWV NG AvTIANYNG, TNC AAANAETIIE pOONC KOl TOU VOTIUATOG.
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Alex Mordvintsev, Hexells, 2020. EuyevikT] TTapotXWPENOT) TOU KAAALTEXVN












To Sikoro paxaipt
NG OLKELOTIONON G
NG TEXVOAOying
Rosemary Lee

KoAAtexvig, Emiokentpla Emtikoupn Kabnyrtpla,
2 XoN) Mnxawvikwy, Mowverio o tou MopTo



H nBw1 petaANTéTNTO TNG TEXVOAOYIOG TNC TTpoadidel Tn Suvato-
TNTX V& Aeltoupyel ooy 8IKoTto pacxaipt — prmopet e€loou eUKoAa va
UTTNPETNOELT) VO OTPADEL EVAVTLIX OTIC TIPOBETELC OCWV TNV KPATOUV
OTA XEPLX TOUG. Ol KOAATEXVIKEG TIDOKTIKEC TIOU QLOKOUV KPLTLKT] KOl
XPNOLUOTIOOUV EVEPYEL TIC VOBUOLIEVEC TEXVOAOYIEC SeV AmOTEAOUV
e€alpeon — umopouyv €00V EUKOAX VOl AELTOUPYTIOOUV OVOTPETTTIKA
1 Vo eyKAwRLoToUV peoa oe autec. OL amdnxol TnNg texvoioyioc
Sev elval eUKOAO KATAVONTO( HECW HOVOSIAOTATWY AVTIANYEWY
Tepl TeEXvoNnBIKNC, oUTE avaSEKVUOUV ATTAEG Kol EekdBapec AUCELQ
— AUoeLC TTIou eV eEQVTAOUVTAL ATTAWC OTNV ETILOTILOVAN 1) OTNV
ATIOKXTAOTOON TWV EVEEXOUEVWY CUVETIELWV TNC TEXVOAOYIXC.

Ot 8noupylkée avaldnTroeLg e TN BoriBela TNG TEXVNTIG VONLOCU-
VNG €XOLV TIRPOCP AT avadelEel o oelp& oo cUVBETO {NTHLLXTOL TTOU
GATITOVTOUL TWV AETTTWY KTTOXPWOEWY GUTOU TOU BELITOC, CVOKOAWVTOG
TIOPAAANAC TITUXEC TIOPOUOLWY LETTOTHCEWY TIOU €XOUV TIPOKUWEL
OTO TIPENDOVY, ATV OL TEXVOAOYIEC Elxav ETIPEPEL AIKOUOLEC CUVETIELEG
otnv eTidlwEN TOug Vo UAOTIOGOUV TOV 0TOXO0 Toug. OLTIpooT&BELEQ
SNULOUPYLKTC TIOPEKTPOTING TS TN COKOTIOULLEVT] X P10 QUTWY TWV
ePYaAElWY EVEEXETOL VO 08NYTIO0UV OE EVOAAXKTIKEG AelToUpyieg,
ATTOKOAUTITOVTOC VEOUCG TPOTIOUC TIPOCEYYLONG TOCO TWV (SLlwV Twv
£PYOAEIWY OO0 KOL TWV BEUEAMWE WV TIPS OXWY TIOU EVOWUXKTWVOUV
otov oxedlaoud Touc. QoTd00, AUTOU TOU €(80UC Ol AVATPETITIKES
TOPEURAOELC UTIOKEIVTAL 0TNV (Bla apdlonpior ou Tig Koot
ePIKTEC. H olkelomoinom vewv epyaAelwy Kol ueBOSwV eviExeTal
VO OTTOCTOOEPOTIOCEL TIG KAXBLEPWUEVEC TIOAITIOULKEG CUUPBACELG,
SLOLOPDUWVOVTOC VEEC LEBOSOUG, ULOL VEOL ALOBNTIKY] TIPOCEYYLON KOl
VEOUC EVVOLOAOYIKOUC CUAAOYIOUOUC 0600V aldpop& TIG LETXTOTICELS TIOU
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ETILPEPELT) TEXVOAOYIO KOL TOV EUPUTEPO AVTIKTUTIO TNC OTNV KOWWVIOL
JTIC TIPOODATEG SlEPEUVIIOELS YLOL TN XP1I0N TNG TEXVNTIG VONuoouvng
OTnV TEXVN, OUTE N CUVOALKT) aTtoppubn tng TexvoAoyiag autrg oute
N TIPOCTIABELL EAEYXOU TNG ETIOPKOUV YIX VO CULDIALWGCOUV EUKOAXL
TIG EOWTEPIKEG AVTIDATELG TNG.

Ol TpooTdBELEC KOTAVONONC KL ATIOKPLONG OTNV avaSUdEVN
SUVOLLKY] TNG TEXVNTNC VONUOGCUVNG £XOUV VoS e(Eel TIAYIB0C OAAN-
AEVEETWY INTNUATWYV TIoU TMY&oLV aTtd TIC SLIAPOPETIKES TITUXEC
TNC OXEONC QUTNC TNC TEXVOAOVIOC LE TNV KAAATEXVIKY] TIOAKTIKY]. Ol
VEEC TEXVONOYIKEG EEEAEELG, KaBWC ATTOoTAOEPOTIOOLY TIG LeBOSoUC,
T EPYOAElN KOL TO CUOTNHOTA GELWV TNG TEXVNC, UTIOVOUEVUOUV TNV
TIPOOTIAWON CE QOTNP& KAXBLEPWUEVEG CULPBAOELG TIOU adOopOoUV
ToV POAO NG TEXVOAOYIOC 0TOV TIOAITIONO. H Texvntr) vonuoouvn
elval oav SikoTo poxaipl, €XeL Ko BETIKEG KOl GOV TIKEG CUVETIELEG
Kol Aeltoupyel TaUTOXPOVWE TOCO UTIEP OGO KOL KATX Twv (Slwv
TWV OTOXWV TNG. AUTOC aKPIBWS elval evag amd Toug BepeAlwdelg
KIvEUVOUC TNC TEXVNTIG VONUOCUWNG —OTIWG KOl KAOE TEXVOAOYIOC 0TV
ouo(o— AN TIPOCPEPEL ETIIONG KO ULOL BLOS0 VLot KPLTIKY] TIEELB OO,

‘OTI0L0 OTTAO KOl OV BEAETE VO X PN OLUOTIONOETE, UOALC TO OLKELOTIOL-
NBoUV oL AAOL oTpEDETAL TTRVTO evavVTiOV oac. (Vaneigem, 1967, 9)

O KATOOTACLOKOG cuyypadeac Raoul Vaneigem erionyove tnv
elBpauoTN GUoN Twv epyareiwy avtiotaonc, TovidovTog OTLUTIPXEL
e€loou n SuvaTdTNTA OLKELOTIOMOT|C TOUC OC0 KOl ETIOVOLKELOTIOMONG.
To OTIAC 0T OTTOOL VD EPETOUL GV TIPOKEUEVN TIEPITTTWOT AXPOPOUV
TIPAEELC TIOALTIKTIC KO KOAAMTEXVIKNG avT{oTaong otnv Eupwtm kotd
TO TEAN TNC SekaeTioe Tou 1960, TTIOAU TIPLV OVTILETWTIOTE( N TEXVNT
VONUOoUVN e avaAOYoug OPOUG, WOoTOCO auTr N SYAWOY| TOU PaiveTal
VO ETIOANBEUETOL IO TNV (8100 TN AOYIKT] TNG OIKELOTIOMNONC TIOU OVOK-
SelkvUeL. AV gpuUNVEUCOUNE QUTA TOL AOYLX €EW OTIO TO KPXIKO TOUCQ
TIAQ(OLO, UTTIOPOUUE VO KATOAKBOULE KOAUTEPOL TNV UBPAUOTN KOl
OVTLDOTIKY) OXEQT TIOU TIPOKUTITEL OTOV EVOWUXTWVETAL ) TEXVOAOYIOL
OTOV TIOATIOUO, ETULONUG{VOVTOG TIBAVESG KAXTEUBUVOELC WG TIPOG TOV
TPOTIO LE TOV OTI0l0 uTtopel va X pnotpoTtomBel n Texvntr) vonuoouvn
otV TEXVN. Ol KOAAATEXVIKEC TIOXPEUPRAOELG UE TEXVOAOYIKA UECQ
xopaktnpidovral amd TNV caAANAeTEpaon HETAEY SNULOUPYLKNG
KOTAXPNONC, KTTOXTG KOl UTIOVOLLEUONC, CUXVA EXOVTOG WC OTOXO0 VX
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OLDLOPRNTHCOULV TIC UPLOTAUEVEC CUVONKEC LECW TNC ETILVONONG VEWV
HEBOSWY TPAENC, dnuLoupylag Kot 0TOXaOLOoU. AMK VW QUTEC Ol
OTPATNYIKEC EVEEXETAL TIPAYUOTL VOL ATTOSELXTOUV ATTOTEAECLIATIKEG,
TIPOCPEPOVTOC OTOUG KOXAAMTEXVEC TN SUVATOTNTO VO AVTATIOKPLO0UV
OTO CUVEXWG METOROANSOLLEV TIALOLOL LECO OTOL OTIO(OX SNLOUPYOUV, TOL
Ayl Tou Vaneigem pog uttevBUI{oUY OTL OKOUO KOL QUTEC UTTIOKEWVTOL
oe Tibavr LeTaoTpodr (détournement)’ Twv epyaAeiwy evavtiov Toug.
MoapdAo TIou N texvoAoyio uropel va unv etvat ammpooBANT ortd TG
ATIOTIELPEC OOUTTIOTAL, AUTECG OKPLBWC Ol VUTPETITIKEG OTPATNVLIKES
uropel vor uttovopieuTtouy amd &AAEC TTPOBETELC.

O POoPATOC EVBOUCLAOUOG TWV KAAAITEX VWV LIE TNV TEXVNTY VON-
HooUvN evelpel VWL EPWTIHATO OXETIKA LE TNV OLKELOTIOMON
NG TEXVOAOYIOG 0TV TEXVN — Kol auTO elval amoAUTwe eTtikalpo
S10TL propel var aAA&EeL auTd TTou Bewpouoape OTL yvwpllape
Nén mévw oTo Bepa. Ta KavoUPLaL, LoXUPA TIOPOYWYLIKA epyaieia
NG TEXVNTNG VONUOCUVNG €XOUV Yivel 1| apopur] Vi Vol avolEet o
TIOAUSLAOTATN cUQITNON OXETIKA UE TOV POAO TNC TEXVOAOYIOG oToV
TIOALTIOUO, OAAGL Kol 000V apop& TNV NOLKY) eUBUVN TIOU £€XOUV OL
KOAATEXVEC OTAV TTIELPUATI{OVTOL UE EPYXAELDL TIOU EXOUV CUVETIELEG
ol oTtoiec elval TIPORANUATIKES KO SUCKOAO —T] AKOUO KOl ol UVOTOV—
VOU QVTIHETWTILOTOUV. Ot KOXAAITEXVIKEC SUVATOTNTEC TNC TEXVNTNC
VONUOOoUVNG, N LoBNTIKY TIOU TIPOKUTTTEL ATTO QXUTY}V KO OL CUNTTOELS
TIOU T OUVOSEVUOUV CUVIIBWC EVEIPOUV OVATIAVINTX EQWTTXTO TIAVW
0€ BELOTA TIOU PALVOUEVIK& €XOUV €TUAUBE(, OTIWG VIO TIOPASELY O
0 POAOG TWV UNXOVWY OE OXEON KE TNV avBpwTivn dnuoupyla, N
UTTEPOXT] TWV CVTIANTITIKWY 1) TWV EVVOLOAOYIKWY XXPAKTNPLOTIKWY
OTO TIOAITIOMIKO TIEPLEXOUEVO KOBWC KAl OL avTIANYELG Ttepl aubBevtiog
oe auT& Ta TAaiolo. Mmopel duwg, emiong, vor pog Swoouv To
EVOUOLLO VOL QVOBEWPTICOUE TNV TIOPASOXT] OTL Ol KAKAAMTEXVEC elvall
OL TIAEOV KOTAAANAOL 1] OTL KATEXOUV T OTTOROUTNTO EPYXAE(OL YLK VO
Slepeuvrioouy TETOLOU £(80UC (NTNUOTA e TEOTIOUG TTIou SeV elval ek
TWV TIPOYHATWY OPLORNTACLUOL ATt NOIKNC OKOTILAC. AVOUPBoAa O
OTOXOC TNC TEXVNG eV elval va 510pBwaeL ToV KOCUO, avTIBETWC elval
VO TIPOOPEPEL VEOUG TPOTIOUG CUCKETIONG LLE QXUTOV, GAAK aUTOG Elval
EVOlG 0TOX0G TIOU KaBloTatal oAoEvVa KAl TILO cUvBeTog §e8oueEvou
TOU POLVOUEVIKE CUVEXWC UETAURAAANOLLEVOU TEXVOAOYLKOU TIACUGIOU
HECQ 0TO OTI0(l0 BPLOKOUOOTE.
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Ta TEAEUTAUX XPOVLOL, 1) TEXVITT VONUOOUVN EXEL ETIEKTAOEL OE UEYGAO
BaBuo, TOCO WC TIPOC TIC TEXVIKEC TNG SUVATOTNTEC 000 KAl WG
TIPOG TNV 0A0EVX Kol aUEaVOUEVN TIalpoUsial TNC o€ ToLe(g Ttou Sev
ETUSEXOVTOUL EPEUVAL — EXEL KATOANEEL VOL EIVOL ULOL TINYT) TIOU OC KIVEL
ASLAKOTIO TO EVELODEPOV KAl TNV TIEPLEPYELX. H OAOEVOL KAL TTLO EUKOAN
TTIPOORAON OTOV MEPAUATIOUS UE CUCTIUOTO PNXOVIKNC H&Bnong
EXEL KATOOTNOEL TNV TEXVNTY] VONUOOUVN KAL TIG BEUATIKES TIOU TN
OUVOBEUOUV TIPOOLTEC OE N ELBIKOUGC, ELOXYOVTOC OXL LOVO VEX EPYTAE(DL
KO LEBOSOUC 0TOV OTTTIKO TIOAITIOMO, OAAK TIUPOSOTWVTOC ETUTTAEOV
HeyoAn opeBatdtnta. H eupeia mpdopoon otn xprion eEeAlyUEVWV
OUCTNUATWY TEXVNTIC VONLOOUVNG —TOC0 OE TEXVIKO ETIMESO 000 KL
WG TIPOC TNV EEOIKEIWON E TIC LOPDEG KOL TOUC TPOTIOUC AELITOUPYIOC
TOUC— £XEL TIDOKOAETEL LULX LETATOTILON OXL LOVO WC TIPOC TO TL KOL
TIWG EXEL Kave(C TN SuvaTOTNTO VO SNULOUPYTIOEL, OAAN KO OE O,TL
APOPE TNV TIOALITIOLUKT) TTOT{LNGOM TWY CUVETIELWV TIOU ETILPEPEL UTN N
HETABOAT). Ol KOANTEXVEC AVTATIOKPIBNKOV GUECH OTIG TIPORANUOTIKEG
TIPOEKTAOELG TIOU EVEEXETOL VOL EXEL ] TEXVNTY] VONUOCUVN yIX TNV
KOLWVWVIC, TOV TIOATIOUO Ko TN SNIUOUPYIKY) epYOoi, LETAEY GAAWV.
QoT1d00, EVW N EVOOXOANON LE auTO TO TIPORANUX £€xeL BonOrjoeL 0To
VO VoS ELXBoUV Ol ATIOXPWOELG KAL OL TITUXEC TOU, TIPAAANACL €XEL
avaldelxtel 0Tl Sev uttdpxouv Eek&Bapor 0pBOL Ko NBIKOL SPAUOL VLo
VO O(KOAOUBT|00UV OTO EANOV.

‘Exel TAE0OV TEKUNPLWOEL ETIOPKWG, VIO TIOPASELYLA, OTL N TEXVNTN
VONOOUVN EVEXEL ONUOVTIKA TIPORBAUATO OCOV adOop& TNV TIPOKOL-
TAANWN, TO OPAALO KOL TNV ETILROAY TIPORANUOTIKWY LEQAPXTICEWV
e€ouoiog. Kot TIopOAO TIOU 1) CUAAOYLOTIKY] TWV KOXAAITEXVWV TIEAVW
OTIC TIPORANUATIKES SLIAOTACELC TNC TEXVNTIIC VONUOCUVNG £XEL
avaudiBoAa cuvelodEPeL GTOV SIAAOYO TIAVW 0 AUTA Ta INTTLOTA,
paivetol OTL UTIAPXEL OAOEVOL KOl TIEPLOCOTEPO N a{oBnon 6Tl To
SlakuBeupa 8w uTtepPBaivel KXTA TIOAU TIC SUVATOTNTEG TNC TEXVNG
KO TWV KXAATEXVWY VO CUVELIODPEPOUV OUCLAOTIKX OTNV KPLTIKT
Bewpnon TNg texvoAoyiag. H texvnt vonuoaouvn €xel Tn Suvapn
va yiveTal eTURAXBNG HE TPOTIOUC TTIoU Sev elval aTtAd var eTIAUBOUY,
AV UTTOPOUV TIPAYHOTL VO ETHAUBOUY, KO TINPOAO TIOU QUTO amoTeAe(
TIPOCPOPO £8APOC YIOL KAAMTEXVIKES avadnTioele, ev elval TidvTa
OO@EC TIOLOG elvail 0 POAOG TNC TEXVNC 0 AUTO TO TIAaUCL0. KdTt TTou
ouxVvd Bewpeltal Sedopevo, oA & aEllel va SlepeuvnBel epattepw,
elval KoTtd TIO00 TO KOXAALTEXVIKO EPYO TIOU ETIXEIPE! Vo aTtoSouroEl,
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VO QIOKT)OEL KPLTIKT] KOL VO KXTAVOT|OEL TNV TEXVNTI] VONUoouvn Ba
OSNYNOELTIPAYLOTL OE BETIKA ATTOTEAECATO OE GXEON L€ TOUG OTOXOUG
TIoU €XeL BE0EL H UL0BETNON TNG TEXVNTNG VONOCUVNC OTTo TNV TEXVN
evBEXETAL VOL PEPEL OTO TIPOCKIVIO VEOUC TPOTIOUG KATAVONONG TWV
QVOPWTIOKEVTPLIKWY SIOTACEWY TNC, OHWC TAUTOXPOVA UTToPEl Vo
OUMUB&AAEL 0TOV EEWPOIOUO KOL TNV ETUKUPWON TWV UNXOXVICHWV TIOU
eTixelpel val ammoSounoel, OKOUOL KO LECW TNC KPLTLKYC TIOU COKEL

H uloBe£tnon tne TteXVvNINC VONUoouvnc oTo Tedio ToU TTOAITIoUOU
EVEEXETAL VOL ONUATOSOTEL €val VED eTTTESO BLOLNX0VOTIOMONG TIOU
omottel EVOANOKTIKOUG TPOTIOUC CUAANYNG TNC TEXVNC, TNG OXEONC
NC e TNV TexvoAoylo Ko TNC eupuTtePNC onuaciog touc. MopdEg
TEXVOAOYLKT|C TIGPOYWYT|C TIOU LEXPLTIPOTIVOG Sev 1TaV TIPOORACUES,
OTUEPT TIAEOV £(Vall EUPEWS SLOBECIUEG, ETITPETIOVIOG EVOL OAOEVO
Kol auEavopevo eTtimedo Aaiknig e€olkelwong Le TO TL TIPOYUATIKA
OUVLOTA N TEXVNTY) vonuoouvn, TIEPO ATtd TIC {WNPEQ EIKOVEG TIOU
YEVVA OTO HUGAG 0 (810G 0 6poc. QO¢ ATIOTEAECUX, EXOUIE ATTIOKTTOEL
TEPLOCOTEPN ETIYVWON TOCO TOU TPOTIOU AEITOUPYIAG TNC TEXVNTIC
VONUOCSUVNG 000 KOl TWV TIEPLOPLOUWY TNC KoL TNG SuvatdTNTAG TNS
VO TIPOKOAEOEL KOKO. QOTOCO, TP TNV TEPAOTIX TIPOCOXT) TIOU EXEL
QVOIKLVTIOEL YUPW TOU AUTO TO DEUX KATA TNV TEAEUTAUO SEKOETI, Sev
dailveTol vor €X0UUE ONUEWIOEL OUCLAOTIKY] TIPO080 OO0V aPOoPG TNV
£TTIIAUOT TWV TTIOAUGPLBLLWY EVVOLOAOYIKWYV KO NBIKWY oVTLPXCEWV TIOU
eyelpel. O KOOUOG EXELOE LEYAAO BOBUO ETIYVWON TOU YEYOVOTOG OTLN
TEXVNTI] VONUOCUVN EXEL TNV TAOT VO KAVELAXON, VO (VO LEPOANTITIKY
KoL Vo artoTeAel ploko, woTodoo Tapd Toug KIvEUVOUC TIOU EYKULIOVEL,
OTWC TioNG KL OKPLBLIG AOYW UTWY, OAOL CULPWVOUV OTLSEV TIPETTEL
VO oSl OPTICOULLE YL TNV TEXVNTY) VONUOCoUVN.

MTTIOPOUE VO ATTIOKTT|OOUE UEPIKES XPNOLLEC TIANPOdopiec av Sie-
PEUVIIOOUUE TOV (810 TOV OPO «TEXVNTI] VONUOOUVN» GKOAOUBWVTOG
L oTpoTnykny “Al-anti-hype” (Odubela, 2024) —ttou avTiTtiBeTon
SNAadT) oTNV UTIEPTIPOROAT] TNC TEXVITIC VONLLOCGUVNG— E GTOXO VO
ATOSOUNCOUE O€ KATIOLOV BABUO TO LUOTHPLO TIOU TNV TTEPLRAAAEL H
TEXVNTI) VONLOGCUVN EUTIVEEL CUXVA CUYKPIOELG UE TN VEVIKY) TEXVNTN
VOMOGCUVN, X EKSOXT) TNC TEXVNTNG VONLOCOUVNC TIOU EXEL TG (Blegn
KO TIEPLOCOTEPEC SUVATOTNTEC OO TOUG OVBPWITIOUC VIO TNV EKTEAEDN
evoc 6e8ouEVOU €pyou. ZTOV SNUOCLo AdYO, CUVEEETOL CUXVA LE TNV
(6E€0 TWV UTOUATOTIOMUEVWY UNXOVWY okeWNG (automated thinking
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machines), TIou Vol IKAVECG VO TIOPOKALLOUV TOV OVOTTIOTEAECLLOTIKO
AVBPWTIO WG LECOAXBNTT, EDOCOV QUTO KPLOEL EPIKTO 1) KO ETUBUUNTO
VIO TNV OTTOTEAECUOTIKOTNTA TOUG. Elte autr) n amelAr) apBpwbel e
OpouC epyaciag —UECW TOU EKTOTIOLOU 1) TNC AVTIKATAOTRONG TWV
POAWV TOU avBpWToU—- elTe PE TN HOoP®N NG £€OVTWONG —YLot TNV
omola N TeXvNT) vonuoouvn Ba uropouoe BewPNTIKA VoL ETILVOTIOEL
TIOAAEC BNLOUPYIKEG AUCELG— O TIOAVOG KIVEUVOC TTIOU EVEXELT TEXVNTN
VONOOUVN EVEEXETAL VAL AELTOUPYNOEL SITTY, aidpeVOC TTIUPOSOTWVTOC
ToVv PORO yLor TNV TEXVOAOYIOL KOl XPETEPOU EUTIVEOVTAC TO S€0C
TIPOC QUTNV, UTIEPEKTILWVTOC TIC ONUEPLVEC SUVOTOTNTEC TIOU EXELN
TEXVNTH VONUOOUVT. ‘000 avTIPATIKO KL OV KOUYETAL, TO 0PI TNC
TEXVNTNC VONLOCUVNG WC ATTEINAG VIO TNV avOpwTIOTNTO EVEEXETAL
VO OTTOCTIA TN SIKALOAOYNUEVT) TIPOCOXT) ATIO TO KOKO TIOU EXELTION
A0S ESELYUEVA KAVEL OTOUG OVOPWTIOUC, OTIWG ET{ONC Kol aTtd TO
YEYOVOC OTL QUTO TIOU ONUEP ATIOKXAOULLE KTEXVNTY) VONLOCUVN»
eA&XLOTO oL LeL e TN SUVATOTNTA TWV UNXAVWY VoL ETIITEAOUV
YVWOTIKEC AELTOUPYIEC CUYKPIOLUEG LE EKElVEC TOU QVOPWTIOU.

H meplypadr) TNG tTeEXVNTAC VONUooUvNng Ue auToUC Toug 6pouc,
WC EPYOAELD TTIOU UTOUTOTIOLEL TN SLIXVONTIKY Epyaoia, evEEXETOL
vou artoTteAel ortd LoV NG VA TIPOPRANUATIKG BEUEALD TIRVW OTO
omoio Ba avartuxBel N texvoAoyia. H TIapammAavNTIKY TAUTION TwV
UTTOAOYLOTIKWYV SLASIKOOLWY UE TNV 0VBPWTILVT YVWOTIKY AEITOUpYix
LECW TNC XPMONC VBPWTIOHOPDIKTIC 0POAOYIOG (0WG VO ATTIOKOXAUTITEL
TIEPLOCOTEPX AT OO ETUSIWKEL OTLAUTN N Slpopoupevn TPAEN otV
ouc{o aTtooKOTIEl GTO VO KT T OEL TN VONLOOUVT AVTOAAKELLN e
TO TEXVNTO. Exouv evBladepov TaAdyLa tou Matteo Pasquinelli tévw
O€ QUTO TO BELX, TO OTIO(XX EUTIEPLEXOVTAL OTNV KOWWVLKT] LOTOP{X TNG
TEXVNTIIG VONOCSUVNG TIOU €XeL YPdel ko OTtou eEnyel TLn oxeon
HETAEY TWV NAEKTPOVIKWY UTIOAOYLOTWV KL TNC EKTEAEONC YVWOTIKWV
epyaolwy Sev exel Tieplypadel pe Eekdbopo TPOTO:;

H 16€0 TOU QUTOUOTOU UTTOAOYLOTY), LLE TN CUYX POV EVWOLDL, avaSUBNKe
QIO TNV TIPOOTIABELNL VO LINYOVOTIOMBEel 1 SIVONTIKY €pyaior Twv
UTTOAAWY KO GXL OO TO TIOALO OAXNIUCTIKO OVELDO VO KOTTOOKEUOGTOUV
OKETTTOLEVO! OUTOUOTOL LNXOVTIUOTOL — OV KO TO SEUTEPO OLPTYNLIC
XPNOLOTIOMBNKE CUXVA, TOCO KT TOV SEKATO EVOTO OULWVA OC0 KL
OTOV QUWVOL TNG ETAUPIKNC TEXVNTIC VONLIOCUVNG, YLOL VoL CUYKOAUWEL
TO TIPWTO GPrYNLA TIOU TITAV VX ETIXELPNUOTIKO OXeSL0. (2023, 52)
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AUTN N LEOTOON TNG TEXVNTIC VONUOCUVNG WG OPOU OVOSEIKVUEL KOL
TIAAL TN SUVOTOTNTO TNG TEXVOAOVYIOC Vo epdavideTal ooy eva SITTO
PaLVOUEVO, VO elval SITPOCWTMN cov ToV oo, var EXEL TAUTOX POV
QVTIPATIKEC OYELG. AV Kal elval (WG TIOPATIAGVNTIKO VX UTTOoTNPIEEL
Kowvel(g OTL N TEXVNTY) VONOCOUVT UTTOPEL VOl AVTIKATOOTI|OEL EVIEAWG
TNV avBpwTivn £pyacia, woTOoo LoXUEL KO TO YEYOVOG OTL UTO 1TV
—Kal lowce B eEakoAouBioeL v elvail— Eva UTIOYELD KivTPOo Ttiow ortd
™V av&TITUEN Kol TNV ePoppoyr) tne. Autdc o 6pog KpuRel ettionc
OUPLOPNTNOIUEG TIOPABOXEC OXETIKA UE TN GUOTN TNG VONLOOUVNG
—KOL OKOMOL TILO GVNOUXNTIKY, VIO TNV TIOALTIKY] TOXUTOTNTOC TIOU TN
ouvoSelel- OTIWC ETTIONC KA E TNV ov&Beom TNC ANYNC AToPACEWY
0€ avVOPWTIOHOPDEG LUNXAVES KOL TNV EPAPUOYY) EVOC SIXXOTIKOU
LEPOPXKOU TIPOYPAUUOTOG OTOV KOGUO. [Mapd TG eUAOYEC ETIKPICELG,
N TPOOTIABELN ATIOSOUNCNG TNC ECWTEPLKNG AOYIKNC TNG MECW
TIELPOLOTIOUWY LE EVOAAXKTIKEG O0poAoyieg (owe utoTiEcel oTo
OPBAUO TNG SLXTUTIWONG O KPLTIKNG VIO TNV TEXVNTI] VONLOGCUVN
TIOU TIOPOUEVEL SECULOL TWV BELEALWSWV oPXWV TNC. Mot Top&Sety o,
Qv LETOVOLOOTE N TEXVNTY) VONLOGCUVN KO XENOLOTIoOMBEl £vac 0pog
omwe N ouvBeTIKT] vonon (synthetic cognition) Manouach & Engelhardt,
2022), uropel aTmAwWS VoL ONUOUVEL OTL B0l ATTIOKSKAEITOL L€ CUVWVULIEG
AEEELC TIOU CGUYKOAUTITOUV TO YEYOVOC OTL oUTO TIOU UTIAPXEL KTTO
KATW TIOPALEVEL APETARANTO. AV KOL QUTOC 0 OPOC TIEPLEXEL APKETEQ
EVVOLOAOYIKEC XOUVETIELEG KOL ECWTEPLKEC OVTLDPAOELG, EVOLTIOP' OACL
QUT& EEQUPETIKA QTIOTEAECUOTIKOC ETIELST) UTTOPEL VO LOG EVOOUCLIAOEL,
KOBWG PEPVEL O0TO VoU {WNPEG ELKOVEC OXETIKA LIE TO TL Bal urtopouce
VO ONUOlVEL N TEXVNTT) VONUOoUvVN — e(Te TIPOG TO KAAUTEPO e(TE TIPOC
TO XELPOTEPO.

Mo S1dpopouc AGYOUC, Ol KOXAAITEXVEG NTaV OTtd TOUG TIPWTOUC TIOU
ULOBETNCOV TNV TEXVNTY VONOOUVN Ot TIOAU VWPIg, OTIWC KO OL TILO
ELAKPLVE(C Kol uoTNPOL ETUKPLTEC TNC. EV HépeL autd opelAeTal oTnv
AvTIANYN OTL O TTOMTIOUOC ATTOTEAE! TIAVEKELX YLK TOL KOWVWVIKA SEWVE,
EBIK& OTOV QAVTITIOETAL 0NV TEXVOAOYIKT) EEENEN. ElTte ot n avTidinym
YLOL TOV POAO TOU TIOALITIOUOU, TNG TEXVNG 1) TWV KXAATEXVWV EVAL OKPL-
BNC elte OxL TO BEUO KO 0L BUVATOTNTEC TNG TEXVNTIG VONLLOCUVNG EXOUV
avadexBel oe eExpeTkd yovIUOo TIESIO yior Snoupyikn Slepeuvnon. Ot
KOAALTEXVEC EXOUV SLABPAUXTIOEL ONUAVTIKO POAO OTNV EpUNVELX Ko
01tn Slepelivnom TwWV CUVETIELWV TNC TEXVNTIIC VONLOoUVNG OXL LOVO
OTNV TEXVN, OTNV KLOBNTIKT] KL GTOV TIOMTIOHO, XAAX KOl OGOV 0XPpOP
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TIG eupUTEPEC ETUSPAOELC TNG OTNV KOWWVIX Kol 0TO TIEPIRBXANOV.
MoAAo{ €X0OUV EKDPATEL TIC VN OUXIEG TOUG YLOL TNV EYYEVT] TAOT TNG
TEXVNTIC VONOoUVNC VO TIPOKOAEL BAGREC, eTiloNUaivovTac, LETAEY
GAAWVY, TO LOTOPLKO TNG 000V AOP& TNV EEQVTANTIKY] EKUETAAAEUON
DUOLIKWV TIOPWY, TNV 0XAYOPLBLLKT) pepoAnior ko T SuvaTdTnT& TNg
VO ETULPEPEL SUVNTIKA KATAOTPODPLKEG CUVETIELEG LE TPOTIOUG TIOU
SUCOKOAQ UTTOPOUV VO TIPORAEPOOUV. AV Kol TOL INTAUOTO QUTE, OTIWG
KO TO TEXVOAOYIK& EPYOAE(D OXTTO TOL OTIOIX TIPOKUTITOUY, TIPOCPEPOUV
YOVIUO €80(POC OTOUC KOAAITEXVEG, N KAXAATEXVLIKY] SlEpEUVNON TWV
MNTNUATWY QUTWV KIVETOL 0€ €var AeTITO OPLO UETAUEY TNG KPLTIKNG
OLKELOTIOMNONC TNC TEXVOAOYIOIC KOL TNG TIOAITIOULKTC TN ETIKUPWONG.

H amomelpa audloBritnong e texvoloviag peow tne (8lag g
TexVoAoviog Sev elval TIOTE ATTAT) UTIOBECT. H OUCLXOTIKY| OV TLLLE TWTTLON
TWV ETUTTWOEWV TNC TeXvoloviag ev elval TOTE TOCO AT 000
N ouVELBNTY ETIIAOYY VIO TO GV EVO CUYKEKPLUEVO epyaAeio elval
KOO 1 «KOKO». ‘OTaV Ol KOAAMTEXVEG XPNOLLOTIOOUV KPLTIKE TNV
Texvoloyla, 8ev BPIOKOVTOL OTAWG AVTILETWTIOL E TNV ETIAOYT] OV
Ba XPNOLUOTIOW| 00UV EVOL CUYKEKPLUEVO £{80C cuoKkeunc, uebddou
1) AOYLOIKOU, OAAK £€XOUV QVTIOETWC TO KAXBMKOV VoL SlEPEUVIICOUV
KO VOU OTOXOIOTOUV TIG ETIITTWOELC TOUC, TN ONUAoia Toug Kol TNV
oLoBNTIKY) Touc. AuTO umtopel va TtepAaBavel TNV amoSOunon Twv
(BlwV TwV pYoAE(wV e 0TOXO TNV KaTavdnaor) Touc, 1 —e€locou cuxvo—
NV AOKNOMN KPLTIKNG.

Mot ot TIG TIAEOV GELOUVNUOVEUTEG TIAPAXBOAES KOWVWVIKNG AToppng
NG TEXVoAoY(aG N eEEyePON TWV AOUSITWY, UTTOPEL VOt AELTTOUPYTIOEL OOV
UTIEVBUILON TNG TTIOAUSIACTOTNG PUONG TNG TEXVOAOYIOIC KO TNG OXEONG
NG LE LOTOPIKA OPNYNUOTOl TOU TIONTIOLOU. ME TNV KATaoTPOdT] TwWV
INXOWVNUATWY TIOU KTTEIANOUGCOV VO TTELLCOUV TNV CElX TNG EPYAOIOG
TOUG, N avTiSpaon Twv AOUSITWY OTIG CUVETIELEC TNC eKBLOpN)X&VIONS
ELEWVE OTNV LOTOPIO VLo TIAVW OTTO VOV LWV, TIOPOAO TIOU TILOAVOTOTO
8ev B TOUG IKAVOTIOLOUGE O TPATIOC [E TOV OTIOI0 O KOGHIOC BUUGTOL
TI¢ pd€ele touc. O 6poc enaveudavideTol ouxvd oe oulnTroeLg
OXETIKA UE TOV QVTIKTUTIO TWV GVOSUOUEVWV TEXVOAOVYLWY, EVW OTIUEQ
OUVEEETOIL LIE ULO OTAON TIOU QVTITIBETOL TNV TEXVOAOYIO — OIKOIN KO O TNV
TP6080. OLAETITEC ATIOXPWOELG TNC ATIOPPLYNG TWV UNXAVWY TNC
BLOLNMXOWVLIKNC TTopaywyne daivetal 0TL exouv SlaBpwbdel pe v
TIAPOS0 TOU XPOVOU, £XOUV TIAPEPUNVEUTE( aTtd GCOUG ULOBETOUV LK
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OUYKEKPLEVT QVAyVWOoN TN LOTOPIOC KO EXOUV UTIEPATIAOUCTEUTEL
HECO OTTO TIC TIOAAEG SIny1oELC.

H A&En «Aouditney [...] xpnowomoleltol KaBnuepve e TpOTouC
TIOU UTTIOSNAWVOULY OTL elacTE 08 OUYXUOT OXL LOVO OXETIKA LIE
™V (8loc TNV TEXVOAOYIT, GAAG ETTIONC KOl OXETIKA LLE TO TIOLOL T)TOV
oL cpxIkol AoUSITEC KOl TL TIPOYUATIKG onUaivel va elval kowvelc
Nouditng orjpepa. (Conniff, 2011)

MoPOAO TIOU TOL UNXOWVTUTOL ITOV EVOC oTTd TOUC BAGIKOUC 0TOXOUG
TNC 0PYMC TOUG, N oucial Tou (NTHUATOC NTAV OL CUVONKER Epyaaiog.
'ETol otv 0 AoUSLOLOG TTEPLYPADEL OTTAWG WG ULX KIYNTOTIOM O EVAVTIOL
otV TEXVOAOVIQ, UTO onuaivel OTLEXEL TIOPEPINVEUTEL N oNuaGia Tou,
OAAK KOl OTLTIOPOYVWPIZETAL O TIPOELSOTIOINTIKOG XOPOKTHPOG Tou. Ot
(OTOPIKEG AETITOLLEPELEC TTIOU alpOPOUV TO (610 TO KivNa TwY ACUSITWY
Sev Hag eVALOMEPOULVY TOCO0 £8W OCO TO TIWG CUTT) N TIOALTIGUIKY] VTN
OUVEEETOL UE TIC ONUEPWVES oG TpooTI&BELeG Vo artoSexXToUue TNV
TEXVNTY) VONUOOUVN KOl TOV QVTIKTUTIO TNC — TOV TIPOYUXTIKO, TOV
SUVNTIKO, TOV KOAAMTEXVIKO KOl TOV KOWWVIKO. OL ONLEPIVEC OVTISPAOELS
OTnNV TEXVNTY vVonuoouvNn uropel emiong vor SNLLoUpyioouV LI VEX
TOUTIEAN VI OCOUC ATTOPPITTTOUV TNV TeEXVoAoyia Baollduevol oTIC
eUPUTEPEC CUVETIELES TNC. MTIOPOULE UOVO VO EATTICOUIE OTLOLAETITEQ
OTTOXPWOELG AUTOU TOU aywvar 8ev B XaBoUv, oAA& Bo KaToypadouv
otnyv otopla e TPoTo Tou Sev eival LooTedwTtkog. O kivBuvog Tou
avaSEIKVUETOL OTIO TO YEYOVOG OTL oL Aouditeg TTapousI&lovVTol WG
SLOSIAOTATOL XOPOKTTPEC TIOU ETUTIOEVTAL OTIG UNXVEC AdYw DORoU
KOl QyVoLOG elvall OTL aUTr) N VOTPOTHY TNC LOTOPIKNC adriynong
uropel e€loou eukoAa va xpnotpotomnBel yia va amtaElwoel KdBe
TEKUNPLWHEVN 1] EUAOYN KPLTIKY) 0TNV TEXVOAOYIO 600 KOl YLOL VO TNV
amoppiyet yio ottolovdrriote GAAO Adyo.

M oUyxpovn e€€yepon Twv AoUSITWY B UTTOPOUGCE BEWPNTIKA VX
ETUXELPNOEL VO KATAOTPEWEL TX CUCTHUATO TEXVNTNC VONOoUVNG
e Blato TPOTO: EPEUPIOKOVTIAC UNXOAVEC TIOU KATUOTPEDOUV TNV
TEXVOAOVYIX TTLO XTIOTEAECUOTIKA?, SIOKOTITOVTOC TNV NAEKTPOSATNON T
KOYOVTOC EVTEAWG TA KEVTPO SES0LEVWV. QOTOOO, OTIWCE ETILOTLA{VOUV
ol Kate Crawford kot Vladan Joler (2018), évat cUOTNUX TEXVNTIC VON-
HOoUVNG elval EKTEVWC SLECTICPUEVO KOL EVOWLXTWEVO GE TIOKIAEG
UALKEG KOl XUAEC UTTOSOIEC, ETIOLEVWG 1 ATTOPPLYUN 1) 1 AVOOTOAT
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NG TEXVNTIC VONUOOUVNG OE ONUAVTIKY] KALOKX Ba 1iTaV oTUepa
OUCLOOTIKA adUvaTov val cupPBel. AKOUN Kot av K&TL TETOLO NTaV
ePIKTO, ev Do eTOPKOUCE ATTAWG 1 KAXTAOTPODT) TWV UNXOVWY VLo
v e€aAeldBel n texvn ) vonuoaouvn. To (8lo loxue 11én ard tnv eToxn
Tou eixav e€eyepbel ol Aouditeg — MoPOAo TIou Ta epyoAeia exkeivn
TNV ETIOXT MTAV OTIO UNXOVIKTIC ATIOYMNG TILo oTTAX. To yeyovog OTL Sev
Touc BupduooTe orjuepa Toug Aouditec emeldr) SloaPTUPOVTIOY
VIO TIC EPYOCLAKES TOUC CUVONKEG E TN XPrIoN NG TEXVOAOYIQG,
OAAG OVTIOETWE ETIELSY) EVOVTIWVOVTIOV 0TNV (Sla TNV TEXVOAOYIQ,
avaSEIKVUEL TIC BUOKOAEC TIOU QVTIUETWTTI(OUV OYJUEPOL Ol KPITIKEQ
TIPOOEYYI(OELC YIX TNV OIKELOTIOMNON TNG TEXVOAOYIC OTNV TEXVN.
H mpdEn g KATAoTPOdNC TWV EPYOAE(WY TIOU CUVEEOVTAL LE
NV oAAQYT) TWV TEXVOAOYIKWY CUVONKWY NG epyaciag elval pia
POPTIOUEVN EIKOVE, WOTOCO TO TIPORANLO Sev NTo TTOTE T (Slat T
epyoAelo: To TPORANUA TAV 1N SUVOLKT| TOU CUCTTOTOC LECO OTO
oTolo evtdooovTal.

MapdAo TIOU OPLOUEVOL OTOXOL PTtopel Vo SLOMOPPWOOUV KOl VX
evToXBoUV 0TOV OXESIAOUO KO TN XPTI0TN TWV TEXVOAOYLWY, 1 EUUOVN
OTTOKAELOTIKA O€ QWUTEC TIQ OTOXEULEVEC TITUXEC OO TIOPEPRAETTE EVOL TTLO
OUGCLWEEC XOPOKTNPLOTIKO: OTLN TEXVOAOYI(O €XEL EE[COU TN SUVXTOTNTO
VOLAEITOUPYEL UTTER KO KT TWV OTOXWV TIoU eEUTMPETEL AUTO KOBLOT
TNV KOAAATEXVIKT] EVOOXOANON HE TIG oVaSUOUEVEC TEXVOAOYIES —
OTIWC N TEXVNTI VONUOCUVN— €Vl IBLAUTEPWS CUVOPTICOTIKO TIedio
YLX TIOALITLOTIKY €€€yepaN, KaBWC Ttailel evav eEL0OPPOTMNTIKO POAO
KOAALEQYWVTOC YOVILO €8P OC VIO KALVOTOUEC LOPPEC KOAAITEXVIKNG
TIPOKTIKG, CULOONTIKTC KoL OKEWNC, EVW TIHPAAANACL ATTIOTPETIEL TNV
(SLOTTOMNOMN QUTWY TWV TIPOCTINBELWV VLo GAAOUC okoTtoUc. H petadopd
QUTNG TNC TIOAUETUTTIESNC oV TIANYNG TTEPL TEXVOAOYIOC OTNV KOAATEXVIKN
Slepelivnon TNC TEXVNTIC VONUOoUVNC BonBAEL 0TNnV ammoduyTr] ITNG
TAONC VO TIOYISEVETOL QUTO TO BELX OTIC EVTOVECG QVTIBEDELG, OTO
TIOUXVIBL TOU HOWUPOU KOl TOU XOTIPOU —OKOMOL KOL TNC NBIKTC UTIEPOXTIG—
OTOV N TIPAYUATIKOTNTA SEV OG TIPOODEPEL EEKADAPEC AUTIAVTTCOELG.

O SNULOUPYIKOG TIEIPALATIOUOC LE TIC VOBUOIEVEG TEXVOAOVYIEG EXEL
N SUVATOTNTO VO ATTOKOAUTITEL ATIOX PUCELG TIOU UTTOPE! SIapOopETIKE
VO TIOPEUEVOY OSLOPATEC, EVW TIOPAAANAC TIPOKOAEL Ula aloBnon
apdlonuiag oocov adpopd TNV olkelotiolnon tTng texvoloyiag otnv
TEXVN — OTL Ul CUYKEKPLUEVN TexvoAoyia umopel va Sivel tnv
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aloBnon OTL elval avaTOPEUKTN XAAG KOL EUPAVWIC TIPOBANUATIKT.
‘000 BeAeQOTIKO Kol av elval VO TILOTEVOUUE OTL Ol ONUEPLVEG LOG
avnouxieg oXeTIK& pe TNV texvoAoyla elival SLAPOPETIKESC aTO
ekelvec Tou TapeABovToC, uropel Kot va SLokplvoupEe ouoLOTNTEG
oTIg TIPpOodateg eEENEELC TTIOU TIPOKAAOUV ULt AAOKO TN VOO TOAY (L
YLOL TIPAYUOTO TIOU UOALG KOl LETAL Blog BUOUOOTE, OXAAK T OTTo(C
avaduovTal Kol Tiadpvouy popdr) akplBWE peoa ard Tny (Sl Tnv
avéuvnon. H 8t&doon Twv VEWY epYOAElWY, LEBOSWV KL BEUATIKWY
TIOU elvoul SLOBECIOE GTOUC KOXAAITEXVEC €XEL AAKEEL TIC CUVOTIKEQ
NG SNULOUPYIKNC £pYOGLOC, OTIWC Kol TIC aElec pe B&on Tic otoleg
AELOAOYOUVTOL TOL ATTOTEAECUATA TNG. Kot vy prtopel v elvoi TIAEov
EPIKTO VO SNULOUPYOUUE E VEOUG TPOTIOUC XPNOLUOTIOIWVTIOC TNV
TeEXVNT vonuoouvn, elval e€(0oU ONUOVTIKO VO BUUOLOCTE OTL U
N LETOTOTILON EUTIEPLEXEL OTOLXE(D TIOU TIGRATIEUTIOUV OTO TIXPEANDOV.
H evowp&twon vewy HeBOSwWYV Kol eVVOLWY CUVIEAE(TOL pECO OE
Né&n uttdipxovta MAaiola ko Sev onuoatodoTel pa pLdikr) pri€n pe Tig
TIponyouULEeveC TIPAKTIKEC. OL TEXVOAOYIEC AELTOUPYOUV CUXVA ooV
Sikoma poxadpla, evepyouv ge eudiq 600 Kol EUEIC evepyoUUE UE
AUTEC. AV aVOYVWPICOUUE QUTNV TN SITTAY) SUVOULKY], UTTOPEL Kol Vo
KOTAPEPOUUE VO OVTIOTOBOUE OTOV TTEPOOUO Vo BEwpoUE OTL oL
TIOAAQTTAEG ETITTTWOELG TNC KAKAALTEXVIKTC TIPAENC TIOU X PNOLUOTIOLEL
TNV TEXVNTY) VONUOOoUVN 8eV EXEL KAVEVX TIPONYOULEVO. H atocUvEeaon
TWV TEXVOAOYLWV AT TO LOTOPIKO TOUG TIAUCLO UAG UTIOXPEWVEL VO
TIC Tpooeyyiloupe ooV AEUKO KRG — KOl UTO UTIOPEL va oR1oEL
KPIOWEC TITUXEG KO VO UGG eUTIOS{0EL VoL OELOTIOWCOUE UPLOTAUEV
TIAG{OLO YLOL TNV KATOVON 0T TWV ETUTTTWOEWY TNC TEXVOAOVIOC.
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INUEWOELS

T AUTéV TOV OPO TOV XPNOLLOTIOOUCAY 0L KXTXOTXOLOKOL yLor Vo avadpepBoUv
OTNV OIKELOTIOMON eVOG TIPAYUATOC EVAVTIO GTOV OiPXIKO TOU OKOTIO, WS UECO
UTTOVOUEUONG 1) OUPLoRTTNONG TOU.

2 MNopddpoaon evog pipidiou (meme), BA.: (matthat, 2010).
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MEpav NG SNULOUPYLKOTNTAC:
oVOSUOEVO LOVTEADL
TEXVNTIIC VONHOoUVNG Kol
SLASIKTUOKA EVIILEPN TEX VN
Kwotng ZTapUAGKNG

Emtikoupoc Kabnyntrg EIKaoTIKWY TEXVWY,

Aleupupevwyv Meowv kat Mopdwy, Turjua ElkaoTikwy Texvwy,
AVWTATN ZX0A) Kodwv Texvwv



210 avd Xelpag kelpevo, Ba eTIXEPTIOW VOl EEETACW TN SIXAEKTIKN
OVALECD 0TI OUYXPOVN EIKXOTIKY] TIDOKTIKY] KOl OTA avaSUOLEVTL
HOVTEAQ TEXVNTIIC VONLOCUVNG, SOKIUALOVTOG EVOL TIAAIOLO KATavONoNng
TI0U 8ev aVTAE( TNV EUTTVEUOT) TOU OTTO TN POUOVTIKY) EVVOLX TNC SNuLoup-
YIKOTNTOC — Lo EVVOLX TTOU BeeALWwBNKE evTOg ToU (8lou onuacLlokoU
Ted{ou UE TIC EVVOLEG TNG TIPWTOTUTIOG Kot TNG 8loduiag. Ki duwg,
N MPoodatn SIAS00N TWV EPUPUOYWY TNG TICPAYWYLKNC TEXVNTIC
vonuoouvnce (generative Al) tupo8OTNoE Lot SNudcLor cudrTnoN TIou, eV
TIOAAOIG, KaBOPIOTNKE OTTd TO &Y XOQ VI TNV OTTWAELX TOU TIPWTE(OU TOU
Snoupyou, 01w ouTd cUVOYIZETOL OTO SNUOPIAES EPWTNIOL KUTTOPEL
N TEXVNTI] VONLOOUVN VO SNULOUPYTIOEL EpYO TEXVNC» EvBladEpov
TIOPOUCLALEL TO YEYOVOG OTL TO &YXOG AUTO SIETTEL KAl OUCNTIOELG TIOU
8ev €X0UV, ATIOKAELOTIKE, EKANIKEUTIKO XapakTripo. H korxuttowial pou
TIPOC TO SNUOPINEC AUTO EQWTNUC ETIEKTEIVETAL TIPOC TNV ETIOKOAOUON
OVTLETWTILON TNC OXEONC TNC CUYXPOVNG TEXVNC HUE TNV TEXVNTN
VONOCUVT WC EVOl VEO KEDAALO OE ULOL LOTOPIO TWV HECWV, 1) TWV
KVEWV LECWV», H OTTTIKY auTr) BAETIEL, CLUVNBWC, TNV EEXTIAWON TWV
TIPOCPATWY TEXVOAOYLWY WG EUKALPIX YLt eVioXUOo™M 1| TIPOEKTOON TOU
«ENULOUPYLKOU EXUTOUY, UTIOBETOVTOG TO (510 KEVTPO SNOUPYLKNG
aUBEVTIOC: EVOV «LLOVTEPVO EXUTO» TIOU SIEUKOAUVETOL OO TEXVO-
Aovieg, péoa 1 epyoAeia. Mior TE€tolar AoyIkT) KaBpedtileTal, Vix
TIOPA&SELYU, 0TN SNUOPIAY TEXVN Tou Refik Anadol, ou eme€epy&leTal
OUYKEKPUEVEC CUOTOLX(EG OTIO BESOUEVX VIOl VO TX LETAPPAOEL OF
YLYOQVTLOHO NAEKTPOVIKA KOXAELSOOKOTILX {WVTavVOoU XpOvou. AUt N
HETAWNDLOKT] ETIEVEUCT TOU GOTIKOU TOTIOU KOl TOU GEXITEKTOVIKOU
oxedloopoU umopel, Sixwg W8laitepo KOTo, var yivel avTIANTITY ooV
oUyxXpovn LETADPAUOT/TIPOEKTAON TNG LOVTEPVAG adalpeong.
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O Noyog Tou 8ev Bplokw TIG TIopaTTéVW AOYLKEG TIELOTIKEC elval OTL
telvouv va cupB&ANOLY o€ Lo avTiANYN TIou Anopovel 0Tt e8w Kol
XPOVLY, EESUTAWVETOL LG TILO OUCLAXOTIKY) SIGAEKTIKY) AVALLECX OTLC
EIKXOTIKEG TIPOKTIKEG KOL TNV TEXVNTI VONUoaoUvn, N ottola AauBdvel
UTTIOWN 0PLOPEVOUC BELEMOKOUG LNXOAVICHOUG TNG KOWWVIKTIC SLaSIKO-
oloG. MIAW yLot Lo SLOAEKTIKT) VBILEGOL OTNV TEXVT KO TN SLASIKTUOKT)
KOUATOUPQ, L0t SIGAEKTIKY] QVALECO OTNV KOAALITEXVLKT] CTPOTNYLKT),
TOV OTTTIKO TIOALITIOLO, TIG TIOATIKEC KOl KOWWVIKEC TIPOUETPOUC TNC
dwn e peté to Web 2.0.

To EOPBANUO TNC CUNTNONG OXETIKA LE TNV KKXAALTEXVIKT] SNUL-
oupyla» oTNnV €MOXT) TNC TEXVNTNC vonuoouvng elval otL autn
OUVNBWC TIOPOAKAUTITEL TIG LEYOSOLES, TO KOWVWVIKO KO TEXVOAOYIKO
OlKOCUOTNUO EVTOG TOU OTIOI0U QT N «CUVAVTNOTN» AXUBAVEL XWPAL.
To olkooUotnua ouTo Sev eival &ANO amtd To SLadikTuo, 0T cUyxeovn
LETOROTIKY) TOU dpdon, artd To Web 2.0 oto Web 2.5 kal, ard ekel,
ot elkalOpevec SLadoxec Hopdec Tou. Ekel, n texvnt) vonuoouvn
LG OUVAVTA LE Vo TPOTIO aVOTIOSPAGTO, CUUBAAAOVTOC OTN
SLOOPPWON EVOC «OAYOPLBUIKOU aloUVEISNTOUY TIOU KUPLOPXEL TTdVW
OTO UTTOKE(UEVO XWPIC TIOAAY SlaBoUAguoN. KalBw g ypddpovTal AUTES
OLYPOUUES, TO timeline TwV KOWWVIKWY LoU SIKTUWV EXELKXTAANDOE(
OTTd TEXVNTER EIKOVEC ALoBNCLOKNG TteP(TTTUENG Tou Timothée Chalamet
kol Tou Tom Holland, ocav vo ipooTiaBel vor Lou TTeL KATL, Vo Sleyelpel,
ETUTUXWG T AVETUTUXWE, TNV ETIIBUUIO WOTE VO UEIVW CUVTOVIGUEVOG
0€ 00 TIPOKELTAL VOL LOU «TTPOCDEPELY. AKOUO KL OV BPIOKW TO UAIKO
OUTO OXETIKA ASLAPOPO, SEV UTIOPW) TIOP& VOL ATTOSEXTW TIWC O TPOTIOG
TIOU TOL TIOROYWYIK& OUTE LOVTEAD DETLXOTIOLOUV TIG PLyOUPES TWV SU0
YVWOTWY NOOTIOWWV SeV TIEPVAEL ATIOPATNPENTOG. H «apeydSlaotny
YUOAKS O TIOU TUAIYEL T CWHOTO KOL T pOUXX ToUug Sev adrivel
aSLAPOPEC TIG CUVAYELC TOU OPLRANCTPOELSOUG e Tov Yuxiopd. H
eritéxuvon aut Eexvéiel ortd To 2016, STV T COOIOALLVTIOKSG feeds
EeKvouV Vo TIPOOSL0PICOVV TO TIEPLEXOUEVO TOUC OAO KO TIEPLOCOTEPO
LECW OAYOPIBULKNC EEXTOUKEUONC KOL AlYOTEPO XPOVOAOYIKA.

‘Exel TovioTel, artd TTIOAEC KATEUBUVGELC, OTL OL CUYXPOVEG TEXVONOVIEG
LNXOWVIKNC EKUABNONG avamtTUXBnKa TIHRAAANAQL e TN Blopmyovia
e€6PUENC SEBOUEVWV KOL TOV KEVTPIKO TNG POAO GE IO GUVETIKN TIOU N
Louise Amoore TIEPLEYPUPE WG «OAYOPLOULKO TIOAEOY, EVOLV «TIOAELO
HE GANCL LECO OTIOU «ETAUPIES, IBPULATA, KUBEPYNOELG aywvidovTal
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KOONUEPLVA VO GTTOKTT 00UV KOL VX SLOXELPLOTOUV SE80UEVOL VIO
OKOTIOUG TIOU CUVSEOVTAL LE TNV XODAAELR, TO EUTIOPLO, TNV ETILOTNUNT)
TNV TIOALTIKY) TTpOTIOY v o, H onuepLvr «&volEn Tne TEXVNTIG VONLO-
olvngy odPelAeTal eV TIOAAOIC GTOV TIOAITIKOOIKOVOLIKO LETAOYNILATIOUO
Tou ovopdetal Web 2.0, SnAadry 0Ttn PETATEOT) ToU SLadSIKTUOoU GE
TOTIO GVTANONG, CUCCWPEUONG KL ETTEEEPYACING TWV SESOUEVWV KOl
TWV «UEYGAWY SESOLIEVWVY, TNV TEXVOAOYIO KOL TIQ UTNPEGiEC Tou cloud,
oTN SNoUPYo LEYOAWY KEVTRWY SESOLEVWY, 0T SNUOUPYIO LEYOAWY
in-house servers artod TIC HEYXAEG TEXVOAOVIKEC eTaupeiec (Big Tech),
™ SiXWC TIPONYOUEVO SIKTUWON TWVY UTIOAOYLOTIKWY CUOTNUATWY, TNV
EKLETAAANEUOT TWV KAELOTWV 8ESOUEVWV ATTO TOV XWPO TWV KOWWVIKWY
SIKTUWV KO TWV SIOSIKTUGKWY ayopwV. Av kot TIoAAo{ Bax Loxup(lovTov
TO avTiBeTO, N UTIOBEON €VOG OUCLWEWG ATTIOKEVTPWLEVOU (VTIEQVET,
evoc Web 3.0, Baotopevou oe tuttou blockchain texvoAoyieg, Sev xel
ETIOPKWEC UAOTIOINOEL avTl Yl ETTEKTOON TWV TIPOCTATEUUEVWV KL
KPUTTTOYPODNEVWY KOUBWYV TWV XPNOTWY, TO SLaSIKTUO KAXTAKTT|ONKE
aTo VEUPWVIKE SIKTUOL Ue SNUOPIAE(C KOL EUKOAOTEROL TIPOOPRACILEG
SLETIAPES VL0 TO EUPU KOWVO.

To Web 2.0 (ko 6,tt pot&del va To akoAouBel) eival, av&peoa oe AN,
ULC BLOMY Vo SEEOEVWIV TTIOU O oE «SEEAEVES EIKOVWV» OTIWC TO
ImageNet, aroBetrpLot UAKOU TToU GELOTIOLOUV T ONEPIVA VEUPWVIKG
Siktua, Tt GANSs, To cUCTNUX BaBLAG udBnonc (deep learning) Tou Stable
Diffusion ko oL 8L OPES EVOAOKTIKES OTC LOVTEAX TIOPAYWYTIC EIKOVOG
amo kelpevo (text-to-image) TN MaPAYWYLKNG TEXVNTIC VONLOooUvVNG.
To «&yXOQ» TWV EPAPUOYWV CUTWY VIO YEWYPUPIKY], ETIXELPNOLOKY,
QVOTIOPOOTATLKTY), LATPOSIKAOTIKY akpiBela Sev elval Top& Ttpoidv Tou
TIOMTIKOOLIKOVOULKOU TIAEYLLATOG TTOU TLG Yevvnoe. ‘OTwe e€nyein Joanna
Zylinska, 0 «PWTOYPAPIKOC PECAICUOCH TIOU OL TEXVOAOYIEC QUTEQ
Selyxvouv va etidntolv odelAeTal, eV TIOAAOIC, OTO YeyovOg OTL «OTO
oUvoAa Sedopuevwy (datasets) TNG UNXAVIKTC EKUABNONC, N puwToypadio
HOLAZEL VO KOXTEXEL EVOL 'OVTOAOYIKO TIPOVOULO' [...] 8t& Tou oTtolou T
eEWTEPIKA AVTIKE(LEVOL EKSAWVOVTOL OE €IKOVEG [...]. H TteToiénon
ouTr EPOPUOTETAL OXL LOVO o€ OTLUTToPEl Vo 0pLloTel we pwtoypadieg
TTPWTOoU eTumedou (elkovec avBpwtnwy, {WwV, TOTHWV Kol &PYUuxwVv
OWVTLIKELLEVWY TIOU TPORMXTNKAV VIO KOWWVIKOUG, KAToypadIkoUg 1
KOAALTEXVIKOUG AGYOoUC) OAAG eTtioNC 0TN GWTOYPAPIKY TEKUNEWwoN
TEXVOURYNUATWY (TIVAKWY, YAUTTTWV) 1) 0€ PLTOYPAUDIKE OKOVORIOHOTO
ETUMES WV AVTIKEILEVWYV (YPOADIKWY, XAPTWV, KEWLEVWV)».
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Mot XopToyp&dnon TNg OXEONC AVAESH OTNV TEXVN KOL OTOL OV~
SUBUEVO LOVTEAQ TEXVNTNG VONOoUVNC XPELXZETAL AOUTOV Vo AXBEL
UTIOWN TNC TN OXE0N TNC TEXVNC KOL TNG TEXVNTIC VONUOCoUVNC UE TNV
(Bla TNV KoUATOUpPQ Kol TN Blopnxavia Tou Stadiktuou. QoTdo0, I
TETOLO SLAToTWOoN SeV TIPETIEL VOL ATTOOTI& TNV TIPOCOXT) LOG OTTO TNV
Téon Tou potdlel va eTika®op(lel TO TIoPOV — TNV TAOM TNC TEXVNTIC
VONOOUVNC VO «KOTATTLE (» TO SLaBikTUO, OTIWG Eypae yAapupdn Sue
Halpern oto The New Yorker avaipopikd e To €toc 2023.

«ALXSIKTUOKK EVILEP» TEX VY KOL TEXVTTI] VONooUvn

AVT{ AOUTTOV VOl QVTILETWTTICOUIE TIC EVVOLEC KTEXVN» KL «TEXVNTNH
VONUOCUVINY WG BETIKA TIEPLEXOLEVDL, KOL TT) ONUXGC(O TOUC WG QUTO-
TIOSELKTN, EXELTIEPLOCOTEPO VONLX VoL SOUUE T SLATTAOKY] TOUC LECTL
oTnV MPOcdaTN oTopiar TN SLaSIKTUOKA evnuepnc (internet-aware)
TEXVNG. Agv XPelAETAL, VIO KOVEVOY AOYO, VO EHEUPOULE LI TETOLO
eploSoAdynon arod To undev. Zuvoyiletal 8le€odikd oe evar ApBPo
™C ekaoTikoU Twee Whistler, avaptnuevo oto Substack pe dvoua
donotresearch, SNAGSY) 0TN SLASIKTUGKT) EPEUVNTIKY] KOWOTNTO TOU
EIKOOTIKOU Ko ouyypadea Joshua Citarella. To Stbypouuo Ttou 8eoTtd el
OTO Ke(EVO TNG OXETIKA LE TIC SIXPOPETIKES TIEPLOSOUC TNC SIOSIKTUN-
KNG TEXVNC OUVOWIZEL ETITUXWC TG SLEUKPIVIOELS TTIOU TIOANOL KOAAITEXVEQ
KOl CUYYPODE(C EXOUV ETUXELPT|OEL VO SIATUTIWOOUY UEXPL Twpa. Me
TPATIO TIOU (0WC XOPAKTINPI(EL TOV XOTOOY] KO EPTIUEPO XXPOKT P
TETOLWV QVOPTNCEWY, TO Kelpevo Tne Whistler e€adpaviotnke artod 1o
SLaGIKTUO, TOUAKXLOTOV TN OTLYUr) TNG CUYYPADTIC UTOU TOU KELLLEVOU,
aPrVOVTAG THHoW HOVO EVX XPNOLUO OTLYLOTUTIO 086VNC (screen grab)
OAAK KO KATTOLEC LBEEG TTOU KATIOLOL Alyol, OTIWC O CUYYPAPENG TOU
avé Xelpag Keluevou, TIPOABOY Vor GUINTIOOUV KAL VO SIOKIVIIGOUV.
‘Evol LeYGINO TUMOE TNC EKAOTIKNG SoUAeLdic TNg Whistler amtoteAe( fan
art APLEPWHEVN OTOV HETASIASIKTUOKO KOAALITEXVN Jon Rafman, oe
BoBud TIoL o€ WOl var uTIOYLXOTELG TNV TIapouaial tou (Slou Ttou Rafman
THoW oTtd TA SISGIKTUOKA TNC (XVN. 2TO SIGYPAUU TTIOU SLocWIETAL,
EVOIC LEYAAOG KUKAOG EKTIDOCWITEL TO CUVOAO NG «CUYXPOVNG TEXVNCY.
Evtdg tou, TPELG UIKPATEPOL SIS OX KO KUKAOL/GUVOAXL EKTTPOCWTTIOUV TN
«BLOGIKTUOKT) TEXV», ONUXTOSOTUWVTOG SIOKPLTES OTIYIES KL TIEQLOSOUG
evTOg TNC. KoBeulor armd aUTER TIC TIEPLOSOUC QVTIOTOXEL KO OE Lo
SLOPOPETIKY aVTIANYN, OVTILETWTTLON, SLOXXElPLOM TNC OXEONG AVALLEC O
OTNV QLoBNTIKY TIPAEN, TO SLASIKTUO, TIG TEXVOAOYIEG TWV SESOUEVWIV.
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AVT{ VO KOTOVOT|OOUE QUTA T CUVOAX WG OPLOTIKES KOL TEAEGIBIKEQ
TePLOSouc NG SIaSIKTUGKA EVILEPNG TEXVNC, UTTOPOULE (0w v
Ta SOULE WC AULOONTIKEG VOOTPOTIEG TTIOU SUVOVTOL VO ovavVEWBOUV
QVAAOYQ LIE TIC SUVOULKEC TTOU TIG TIEPLBGAAOUV.

To oUvoAo Aoutdv NG SLASIKTUGKNG TEXVNC (internet art) TiEpLEXEL T
UTTOOUVOAQL TNC net.art, TNg post-internet art kKol TO UTIOCUVOAO TOU
internet-core, €évvolx Tou elonyeitot n Whistler yior va ieptyp&yiet
OPLOMEVO OULOONTIKA PALVOUEVX TOU TIOVETLUKOU KO UETOTTIONVENULKOU
KOOUOU. ZULPWVX UE TO OKETTTIKO TIOU AVATTTUCOEL KOBEUIX otd TIC eV
AOYW TIEPLOBOUC OVTIOTOLXEL OE Evarv SLOKPITO POAO TOU «KOAATEXVN TOU
SLSIKTUOUY KO OE UL SLOKPLTY) VTIANWN YO TN OXEON TNC KOAATEXVL-
KNG TIPAENC e TNV TEXVNTY vonuoouvn. Kabwg Aomov cuvoidw TIg
yovILEeG Sleukplvioelg Tng Whistler, Ba TpocBETwW OKEWELC KOL CUVELP-
LOUG TTIOU OVTOWVOKAOUV TN OTLYY) TNC CUYYPOPTC.

2V enoxn) NG net.art o kaAATeXVNG eival pwtiotwg "hacker”
"hacktivist”. Av ko n net.art avTIoToEl 08 Vol CUYKEKPLUEVO SIKTUO M
Kivnuo KOAATEX VWY TNC SekaeTiog Tou 1990 Tou xapaktnpileton ard
auUTO TIOU 0 KpLTikde Tilman Baumgéartel amokdAeoe media specificity
—OTTOKAELOTIKY] X1 10N TOU SIAEIKTUOU WC LECO— TO XAPOUKTNPLOTIKA TNC
net.art poiveTol v ovToVOKAO UV EVa eUPUTEPO TIVEUO SIASIKTUOKNAG
TIOPOYWYT|C TIOU SIICWIETOU WC OTLEPK: OTTOKAELOTIKA UM PLOKY] TEXVN
TIOU KULLOUVETOL OO €pYa NAEKTPOVIKNC OAANAoypadiag LEXPL TNV
TIOPOY WYY (AELTOUPYLKOU 1] UN-AELTOUPYIKOU) KWKo KO TNV TIPOKAN 0N
OTTPOPRAETITWY SIOBIKTUGKWY CULRBAVTWY. KOANTEXVIKEG OVTOTNTEC OTIWG
ot Jodi ko 0t 0100101110101107.0rg (cAAwe Eva & Franco Mattes)
QTTOTEAOUV ETUTOUEG TNG TIELPXTIKTIC KOUATOUPOG TOU TIPOYPOUUOTIOTT
(coder), Tou XdKep, Tou GapPaoEp (prankster), pe Toug SeUTEPOUC VO
EKTIPOCWTIOUV ETUTUXWGE HLa SleUpUVON, TIEQAV TNC EBIKOTNTAG TOU
SLBIKTUOU WC LETO.

'EVOIC EIKOOTIKOC TIOU EKTTPOCWTIEL TO TIVEUIOL TNC Net.art 0To onuepLvo
UBPLEIKS TIEpLBAAAOV elval 0 OANavEoc Constant Dullaart. Xto €pyo
Tou DullDream (2015) aveTTUEE VOl VEUPWVIKO SIKTUO TIOU EKTEAOUCE
Vv avtioTpodn Aettoupyia armod autr) Tou DeepDream tng Google:
avTi va uTtoypoLieL Kol VoL eVTEIVEL TO XOPOKTNPLOTIKA KOL TO LOTR o
TWV HoPDWY, Ta KaBloTtouoe BOAd, TiepLocdTEPO adladopoTtoinTa,
OPAULPWVTOC, VIO TIOXPASEYUX, T EISIKA OTOLXEIO TIOU KAVOUV VOl
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TIPOCWTIO VoL OVAYVWPIZETOL WC TETOLO. ZKOTIOC HTOWV 1) UTIOVOLEUON
NG TEXVNTIIC VONUOOUVNG WG EPYOAE(D UNXAVIKIG EKUGBNONG KOl
avoyvwplong. To povteAo tou Dullaart eTETPETIE GTO KOWVO VO VOO TA
EUKPLVE(G EIKOVEC KO VO TLC TTo OB AveL Sixwe Ta bladtepa xopot-
KTNPLOTIKA TOUC. AANOG EVOIC CNUOVTIKOC KOAAITEXVNG, TO EPYO TOU
oTto{oU oV TOVOKAG EvTova To TiveUa TG net.art, elva o Mark Amerika.
To kKAaokS net.art €pyo tou GRAMMATRON (1993-1997) Ntav éva
KUBEPVOTIAVK AOYOTEXVIKO KE(MEVO OTN HOPPY) EVOC UTIEPKELUEVOU
(hypertext): evog xwpou TAorynong pe uttepouvdeopouc (hyperlinks)
TIoU 081NyoUV o€ Kelleva, soundtracks, KIVOUUEVEG KOL OTOOEPEC EIKOVEC.
To mpoodato BRAIo Tou My Life as an Artificial Creative Intelligence,
KATL OVALLEOOL GE AUTORLOYPOD(O, BEWPIN TWV UECWY KOl KUBEPVOTIAVK
Aoyotexvia, amotelel amomelpa LETEEEAENG TWYV TIEPALUATIOUWY
TOU LIE TO UTIEPKEIEVO — ULOl TIPOOTIABELDL VOl YPXWEL KOVE(Q «UETO-
Aoyotexviow (metafiction) cuvepya{OUEVOG UE UNXAVIKEG LOPDEC
«VONUOOUVNG» KAL «SNILOUPYIKOTNTOCY, OTIWG Ol EDAPUOYES TWV
HEYEAWY YAWOOIKWY HOVTEAWV (LLMs, ChatGPT 2 kat 3). Ta €pya
Twv Dullaart ko Amerika, v Kol paiveTol va SladEPouV we TIPoC TIC
TIPOBEGELG KO TNV UAOTIOM O] TOUG, OVTILETWTII{OUV TNV TIOROYWYLKY
TEXVNTI] VONHOGCUVN WC UEGO 1] EPYOAELD YLO TNV TIOROYWYT) KELUEVOU,
EIKOVWY, 0loONTIKWY CUUBAEVTWY TIOU TIPOOPICOVTOL VO (VOO TOTWOOUV
NV AVTIANWT LOC YIOE TNV TEXVOAOYIKA SIUECOAXPBNLEVN euTEpia
HOG 1) Vo «Eavamtouv» TNV lotopial pog.

2€ QVTISLOOTOAT] LE TNV TIELPOTIKT» VOOTPOTIo TNG net.art, To Topd-
SELYOLTIOU B0 XOPOKTNPELOTEL WG LETOSIOSIKTUOKT TEXVN (post-internet
art, 2008-) Bal dEPEL OTO TIPOCKNVLO, OTIWG eEnyeln Whistler, Tn onuocio
TOoU KaAAtexvn we “surfer”, Sivovtacg a&lo oty Sl tnv edEn g
TIAOT)YNONC LECO O0TO PEOUSOAOTIKO Web 2.0 kot avoldNTWVTOG TLOTIEYIVE
0 EQUTOGC, OL KOWVWVIKEG OXETELG, Ol VATTOPOOTAOELS, OL UAIKOTNTEG OTNV
ETTIOXT] TNC KAXOOAIKNG Kol SLoipKOUC SIKTUWONC TOU KOGUOU. O KOAAITE-
XVNC TNC VEVIAC TOU post-internet 8po o€ Lo £TIOXT] TIOU TO S S{KTUO
EXELTIAWELTIPO TIOAAOU VXX ATTOTEAEL UTIOCXEDT STLLOKPOTIKTIC XAAXYTIC
KO OUTOTILIKTC OVOTPOTIAG KA EVOL 118N KOVOTOTIO KOL EUTIOPEUUX. 2 €
€V TETOLO TTAXCLO, Ol KAAAITEXVEG EQPEUVOUV TNV ATTIOOTOOT VAUETO
OTNV LEEOAOYLKY] UTIOCGXECT KOl TNV TIPAYUOTIKOTNTA, UETOOXNILOTI-
OVTOC TNV OPXITEKTOVIKY) TNG «TEXVNTIC VONUOCUVNCY O EVOWOTN
EUTTELPIOL KO OTTTIKT) UALKOTNTOL
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Simon Denny, Amazon worker cage patent drawing as virtual King Island Brown
Thornbill cage (US9,280,157 B2: "System and method for transporting personnel within
an active workspace”, 2016), 2019

METAANO LE NAEKTPOOTATIKY BADT, TAACTIKO, YNDLOKY) EKTUTIWOT) OE XXPTOVL KOL
Slemtadrn] EMAUENUEVNG TIPAYHATIKOTNTOG YL i0S, 214,9 x 214,9 x 285,7 €K.

ZuAAoyr Rachofsky. EuyeVLKT TTopaXxwpnor Tou KXAALTEX VT Kol TNG YKaAepi Petzel,
NEa Yopkn. dwtoypadia: Jesse Hunniford.




To €pyo tou NeolnAav8ou KaAAtexvn Simon Denny, Amazon worker
cage patent drawing as virtual King Island Brown Thornbill cage
(US9,280,157 B2: "System and method for transporting personnel within
an active workspace”, 2016), TIou TIapoucLioINnke To 2019, amoteAe!
o TplodldlotaTtn vAotoinom tou oxediou Tou epyaclakoy KEALOU
™C Amazon. MPOKELTOL VIO IO TIHTEVTIO e POUTIOTIKO Bpoxlova og
AVOPWTIVI KALOKO TTIOU OXESIACTNKE VL0 VO TTIEPLOPIEL VO LETOPEPEL
KOUL VO TIPOOTOTEVEL TOV £QYATN OTOV UTOG ELOEPXETAL OE LXK TIEPLOXT
EPYAOIOC CAYOPIBUKA TIDOYPOLUCTIOUEVWY POUTIOT. To Amazon worker
cage, KATL VX UEOO 08 ASUKO KEAL KOl 0€ POUTOUPLOTIKO KAPK, Sev
UAOTIOIONKE TIOTE oTtd TNV Amazon, woTtdoo oTnV ekBeon Mine Tapou-
ol&leTal oav Kpikog evocg eupUtepou cuoTtruatog e€0puEnc. To 2019,
0 Denny ekBETeL TO KeEAL EVTOG ULOG eUPUTEPNG EYKATACTOONG, OTO
Museum of Old and New Art (MONA) Ttou Hobart, Ttou Ttadpvel T popdrn)
evoc BepaTikoU TIGPEKOU £E0PUENC UE AETTTOLEPEIGKES TIOPOTTIOUTIEG
otn Bopnyovia e€6pUENG HETOAAEUUATWY OAAX KOl SESOUEVWV.
To €pY0 CUVUTIAPXEL UE XOPTOVEVIEC CVATIOPOYWYEC UNXOVNUATWY
uTIOYELOG EEOPUENC PUCIKWY UAWV. Eval eTUTTAEOV oNU&SL LOG KOAEL
VO CUVELSNTOTIOW|COULE TO VEO LIEYUOL EPYOLOKTC EKUETAAAEUONG,
€EOPUENC OTIAVLWV YOIV KO EVEPYELXKTIC SATIRVINC TIOU CUVETIAYETOL)
SOYKWOM TNC BLOKNXOVIOG TNC TEXVNTYIC voNuooUvNG. Evtdc tou keAoy, 0
Beatrg eVIOTIEL TO EKTUTIWEVO OXT X TOU KOTovoU @0pvurth Tou King
Island ¢ Taopoviog. Me TN xeron ENMOUENLEVNC TIDOYLATIKOTNTAC, TO
TTNvo TTBidel To TPayoUSL TOU TIPOELSOTIOWVTOG TOV ETILOKETTTN YLO
ETIEPXOEVOUC KIVEUVOUC, GOV EVOL XAAO KOVORIVL TOU alvBpaKwpUXeiou.

Avdpeoa ota ekBgpata Tou Denny kuplapxel To eTiitpamedlo oy vist
Extractor (Extractor Board Game XL Display Prototype, 2019). To Extractor,
Lo SLOOKEUT) TOU UG TPOALOVOU Squatter, efvod o eydan eTutpameda
TIAXTPOPLL TIOU ETITPETIEL OTOUC TIHKTEC VO YIVOUV managers ETaPELwY
e€OPUENC SeSoUEVWY, VO AELOTIOCOUY TIC TIANPOPOPIES TIOU TOUC
TIPOCPEPELT CUVOAIKT| EKBEOT/EYKATAOTOOT WOTE VO XTIOOUV ETAUPIKE
HeyoOnpLa. AVOTEUVOVTOC TO VEOKATUTOALOTIKO POVTACIOKO, OL KAVOVEG
TOU TIXUXVISLOU avayK&JOUV TOUC TIA{KTEC VOl E0SEWOUV TA EIKOVIKA
TOUG XPMUOTO O€ UTINPEGIEG WUENG, VO XPNUATOSOTHCOUV KOUTTIAVIES
evavtiov TnNe Bewplag TNC KAOTIKAG OGAAXYTIG T] VO GTTOKXTOOTT|COUV
TIG (NULEC TIOU TIPOKAAECE £VOIG TUDWVOG OTNV TPATIECC SESOUEVWV.
Tow oTolxelot TTOU CUYKPOTOUV TN OTPATNYLKY) Tou Denny, oAA& Kol
TIOAAWYV GAAWV KOAALTEXVWY ToU post-internet, elvau n 8it&kBeon yiax
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TIAOT)YNON, N TIOUXVIEOTIOMOT TWVY UAIKWY KOL OLKOVOULKWY OXECEWV,
N OKNVOBEGIX ULAG BIPOPOUEVNC EUTTIELPIOC EVTOC TNC OTIOIG TOCO TC
UTIOKE{UEVO GO0 KOl OL TEXVOAOYIEG LINXAVIKNG EKUAONONC EUTIAEKOVTOUL
OTNV QVOTIOPOYWYT] TWV SOUWY CUCCWPEUONC, ATIOBNCOUPLOOU KOl
voploporomnoinong (monetisation).

H otéiom TTOAAWDY KOAAITEX VWV TNC YEVIAC TOU post-internet xapoktnpide-
TOL OTIO QUTTV TN SUOTILOTIO OXETIKA LLE TIG TIPOOTTTIKES LULOC UETWTTIKYC
QVOTPOTTNC TWY CUCTNUATWY TIOU MOC TIEPBAAAOUV 1) LOC EYKAWRIoLV:
TIPLV «OVOTPEYPOUUE» KATL, OPe(AOULE VO TTAONYNBOUE EVTOC TOU KOL
VO XOPTOYPOPTICOUUE TIC SUVATOTNTEG TIOU UG TIPOOPEPEL KABE
«OUUTTTWLLOM TTIOU PaiveTal vor ot pidel Ty TEEpLOPEOUCX CUVOTIKN. TUpw
010 2021, kat& TV eTudnpia twv NFTs, o Denny Bplokdtay o€ emtodn)
ue tov David Holz, tou cUvtoua Ba yivotay 16putnc Ttou Midjourney.
MopomnEWVTaC TIC TIpooTdBeleg Tou Holz pe eva uTtd Slopopdwon
mpotuTo text-to-image povtelo, anoddoloe va tpoRel o o
aPXOULOAOYIOl TV ElKOVWY Tou SladIKTUoU. ETmpeacugvoc ortd to Fucked
Company —€vaw l0TOTOTIO TIOU OTOXEUE OTNV KATAYPOPT] ATTOTUXNLEVWY
etalpelwy dot-com amd v tepiodo tou 2000-2002, dTov N HOoUoKO
TWV UTIOOXOLEVWV CUTWYV SIASIKTUOKWY 0OTEPWV/Start ups €oTaoe Ue
L0 X PNUOTLOTNPLOKT] BOUTIO- oval(riTNoE TPOTIOUC VO SWoEL 0€ UT&
T epelmma Tou TMPOCPHATOU TIOPEABOVTOC LI SeUTEPT EUKALPIOL X €
ouvepyela e tov Holz, o otolog €tpexe autd to pwiwo Midjourney
ko 0To omoio edwaoe To Weudwvupo Cosmographia, xpnoluomnoinoe to
LOVTEAO TOU VI VoL (NTNOEL ATTo TNV TEXVNTT VONUOooUvVN Vo GovTaoTEL
TIWG UTTOPEL VOMTOV TO EUTIOPIKA OTUOTOL UTWYV TWY ETALPLWY, OTIWC
ol elaw.com, capacityweb.com, alladvantage.com, K.&.. £Tn CUVEXELQ,
0 Denny TIopoXWwenoe AUTEC TIG «EAMTIE(C UVIIUES» TOU SIOSIKTUOU
otov Guile Twardowski, évav kaAAMTEXVN Twv NFTs, St&onuo yiow To
netuxnuéva CryptoKitties, INTWVTOC TOU VO KXTXOKEUXOEL TIC SIKEC
TOU, TILO QVTUTPOOWTIEUTIKEC, EKSOXEC TWV EUTIOPIKWY QXUTWYV ONUETWY
oe Lopdr) NFTs. Ze ouvepyaoia, OL TRELC AUTOL TIAGVNTES TWV UTIOVOLIWY
Tou Web 1.0 nuoupynoav to ipdtlekt Dotcom Séance, uo ouvedpia
KA TEUOTC TWV ETALPIKWY XUTWV POVTACHATWY LECW TWV AOYOTUTIWV
TOUC TIOU SNoupynBnKka e TeEXVNTH vonuoouvn. ‘Oniwg e€nyel o Denny,
«TOUOLEVOL LLE TIPOTPOTIEG TIOU TIEPLYPAIDOUV TNV KABE eTaupia, quT& ToL
TIOPOYOEVD UE TEXVNTT] VONLOCUVN EUTIOPLKA OTIUOTO AELTOUPYOULV,
otnv oucia, WG OTIYHEG KAT& TIG ottoleg To SladikTuo EavaBupdTal
TOV £QUTO TOUY. Ta KOUVOUPYLX OTJLOTO UTTOPOUCAV VO TIOUANBOUV e
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NFTs, eV 0L 0lyOPOOTES TWV AOYOTUTIWYV UTTOPOUCHY VX YIVOUV ecaiol
managers Twv eTAPELWV AUTWY, 11 Sleubuvovteg cupRoulol (CEOS)
av ayopalav TIG LOVASIKEG ekdoxec Tou Twardowski ko cuvedeav
TO NAEKTPOVIK& TOUG TIOPTODOALX TOU Ethereum e T CUYKEKPLUEVN
ayop&. H KoOTNTO TwV OYOPAOTWV OVOYEVVOUCE TNV ETAUPEID OF Lo
VEQL LOP DY) LECW TWV ETUAOYWV TIOU TIaipEXEL N blockchain TexvoAoyia.

Tot AVOKPELRT] TTOTEAECOTO TOU “prompting” TTou 0TOXEUE GTNV QVOL-
KOTOOKEUY] TOU KABE ETAUPIKOU OTJUATOC LOXPTUPOUV TO UEYEBOC TNG
«BLOSIKTUOKNG ANENey. MopdtLtimoto Sev e€odpovideton oo To SIdIKTuo,
KA&BE ovVaoUVOEDT TOU TIOPEABOVTOC AVOIBUETOL WG ETTBIKO. Tox oUYX POV
text-to-image HoVTEAX UTIOYPOUUICOUY TNV KOO P& POV TUOUOTONOYLIKT
pUon Tou SLaBIKTUOU.

A0S IKTUOKA EVIILEPT] TEX VY], TIEPAV TNG XAYOPLOLKYIG NSOV G;

TENOG, pLot oUYX POV «SLASIKTUOKA EVIILEPN» TEXVN UTTOPEl VO EXEL TN
Hop®r awtou Tou N Whistler ovouddel internet-core, ETXEPWVTAG
Vo 0ploel Pl «Tplitn eplodoy, 1 a vea oT&OoN TIoU CUVEEETOL UE
TO EEOTIOOO KO TNV €EXTTIAWGON TNC TIOVENIIOG OAAK Kol TN {wn) o€
OUVOTKEG UYELOVOIKOU TTIEPLOPLOOU — ULOL ETTOXT] KOTA TNV OTTOL, OTIWG
AEEL, TO (VTEPVET TTIOUEL VO ATTOTEAEL UL EVOAACKTIKY) TID XYL TIKOTNTX
KO YIVETOL 1) €OV UTIOPKTY] TIOOYLLOTIKO TN TOW.

21 LETO-OTTOKOAUTITIKT) ETUKPATELNX TNG TIPODUAGENC, TOU EYKAELCUOU),
TWV UYELOVOULKWY pubpuicewyv Kol Tou BovdTou, n SLadIkTuakn {wn)
onuadeleTal arod T poydaia SI&S00M COCIOALUVTIOKWY XLOONTIKWY
Hkpo-el8wv (micro-genres). Oplopevo oo auTd, OTiwe To Heottagecore,
YEVVIOUVTOL AlYOUG LNVEC TIPLY TO EECTIOCUOL TNC TIoVSNUIOG Ko yivovTol
SNUOPWNY kort& TNV TIEP(080 Tou eykAelopoU. H GenZ TiopaoAouBel oTo
TikTok TOUQ TIPWTAYWVIOTEC ToU #goblincore va vtUvovTol pe poUuxa
AT KATUOTMOTO LETOXELPLOLEVWV (thrift shops) ko va TiepinyouvTal
OTNV «AypPLOm 1) «XoXNUN» TIAEUP& TOU PUGCIKOU ToTToU. To UKPOYEVN
AUTA oUPTIAEOUY paySaior otn yevvnon tou #corecore. To #corecore
OULVOWICEL UTOCOUPKACTIKA OAXL TO TIPONYOUUEVOL COres KOXL CUGTIVETOL
WG oUPPADT) OTIO SLAPOPETIKE KALTIC, ETIEVOUEVT LE EVOL LUCTOYWYIKO
OUCIKO dovTo. Aladidetau pwtiotwe oto TikTok To 2020, evw Tto 2022
N SNUOPIALCL TOU eKTOEEVETOL APXIKY, OTTOKTA TN LOPPT) TIap&S0E0U
HOVTAL TWV SEKATIEVTE SEUTEPOAETITWY, OTIOU B{VTEO CUPPATITOVTAL
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HETAEL TOUC Ko eVOAGooovVTaL SelxVOVTIOG TIEPEQYOUG XOPOUC, anime,
UALKO amto Bvteottouxvidia, {wakla, oknveg arto to Blade Runner 1y To
American Psycho, cuvo8eudueva cuxva amtd ambient LLOUGIKT) TOU
Aphex Twin.

2 ToSIOKAE, N LoONTIKY] Tou #corecore NPeUE! KOl TAWVETOL OTOV XPOVO,
QVTIKABLOTWVTOC TN ppevrpn uttepdleyepon Tou paviwdoug scrolling
E OXETIKN NUEPEUOT, SIEKSIKWVTAC TOV UTIVO LLECX GTN YEVIKEUUEVN
aUmvio. ZuvToua, Ta #ecorecore Bivieo Ba Eekvricouv va Bupidouv
OOKTOELC SIOAOYLOUOU. ZTLYLULOTUTIC OO TIEPIEPYEC TITOELC AEPOTIAG-
VWV CUVUTIAPXOUV L€ CUVALOONUATIKEC EEXQTELG KIVNUATOYPAPIKWY
TIPWTOYWVLIOTWY KAl EEOOAOYNTIKA OTTOOTIXOLLTO OTTO SIOSIKTUAKEC
ouvevteUEelg Sladopwy Sldonuwy. ‘Omwg emionuaivouv ol Declan
Colquitt ko Hannah Cobb, «ulo oo TLC eEMaVOAXUBAVOUEVEC BEUXTIKEG
KOl OTUALOTIKEG OTPOMDEC EVTIOC TOU #corecore 1Ty, VLo Vo To BEcoupe
amAd, [N 8tdkBeon] vor k&voupe Eva Briua Tiiow Kol vor SoUUE TN Ueyo-
AUTEEN ElKOVOL NOX ETIXELPTIOOULE VO KATOVOT|COUUE TLC Sladikaoieg
TIOU EEBIMAWVOVTOV (KOl OKOUG EESITTAWVOVTAL) KAVOVTOG TO TIOPOV
TO00 OKPOLO, EVTOVO KO TTIUKVOY. H TIpOCcoXT) IO KPIGING Méldac Xon-
OTWV EXELNON petatotioTel amd ta «e€oubevwTikéy rabbit holes Tou
YouTube Kot TwV TIOAOTEP WV KOWVWVIKWY SIKTUWV 08 KXTLVED. OLVEEC
TAatdopeg eival to TikTok, To Telegram, To Substack, to Patreon.
H veéa yn Sev eival n 08évn tou laptop oAA& awuTr) Tou smartphone,
0 veog opldovtag Slddoong TG cuvenkng Tou N Whistler cuvoidel
edeupiokovTag Tov Opo internet-core.

H ouoONnTikr) avéSuon kol eEEALEN Tou #corecore UMopel, eTtiong, vayivel
KOTOVON T WG UNXOVIOUOC Slaelplong Tou Aeyopuevou doomscrolling,
TOU EUOVIKOU, PUXoayKaoTikoU scrolling Tiévw o€ KATtaoTPOPOAOYIKO
eplexouevo. To doomscrolling meplypddeTol ouXVA WC TIPOKTIKY
AUTOPOVIOHOU PECW NG OAIKNIG KaBNAwoNG o€ évar newsfeed Tou
ExeLyeuloel amod 0pLAKO, UETU-OTTOKXAUTTTIKO, COKXPLOTIKO TIEPLEXOUEVO.
Y€ LU EUYAWTTN TIEPLYPOPT] TOU pavougvou, o Erik Davis Tteptypddet
Tto doomscrolling wg To GTASLO TIOU «VEUPWTIKA KO EBLOTIKA TIODOOKOA-
AKCOL OTO ELOEPXOUEVO TIANPODOPLAKO CUTIVOC TWPLVWY KAL TILBOVWYV
TPOLWY, POUDWVTOG HOVLIOKE TG CKOTEWVA PEULOTO OOV VX ITOV
QTOTOlyOO O TOU UTTOVOLIOU». ToUTwy 808evTwy, To doomscrolling powdlet
oav Tiepiepyog SeodC avAETO OTOV CAYOPLOUO KOl TNV «OpPLUT) TOU
BavATOU» — EVOC SECLIOC TIOU LOG KOAEL VO LNV TOV 0ty VOT|C0UE OAAG
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VO TOU SWOOULE XWPO, LopdT), pubuod, Stdipkela. To #corecore, OTiwe Kol
To internet-core tng Whistler, elvait apoppr) Vo OTOXOGTOULE UL TEXVN
«TIEPQV TNG APXTC TNC NSoVNC», SNAQST), ULOL TEXVN EVIUERN YIX TN
SIXTTAOKT) TNG ATMOAQUCNC KO TNG EVIPOTIOG EVTOG TNG CUAAOYIKIG LIOG
«TTAOTYNONC OTOV XAUO». AVoyvVwpIl{ovTag TNV TEPLOTIKY SIA0TOON TNG
OUVONKNC TIOU HoiC TIEPRAAAEL ) Whistler amod(Sel 0TovV UETATIOVENUKO
KOAALTEXVN TOV POAO TOU “poster” (Ko AlydTEQO TOU XAKEQ 1) TOU TIAOTYOU).
YUupwva e tnv Whistler, To KOANTEXVIKO UTO UTTOKEUEVO INXOVEUETOL
mpwtiotwg to shitposting, To schizoposting, To prompt-engineering.
AVOPTA TIEPLEXOUEVO OKOVI{OVTOC, THUTOX POV, T HodIK& epyoAeia
TWV EPUPLIOYWY TNG TIPOYWYLKTIC TEXVNTIG VONLLOOUVNC, 2T VEX QUTH
OUVOTKN, CUMBOTIKA PG EIKOVIWY CUVUTIGPXOULV UE TIXPOYOEVES
EIKOVEG O€ EVQX OIKOOUCTNO TIOU ULUETOL TNV OTTTLKY) OLKOVOIX EVW,
TOUTOXPOVA, TIoPAYEL CUVAWELG (WTLKNC onuaciog.

To 0UVTOUO OAAK COPWTLIKO ITOAKO brainrot Tou 2025 eival eva X prioio
Selya Tou VEOU auToU OIKOCUCTHOTOC,. ‘Evag KoAdg PIAog, TTou SI8&OKEL
EIKXOTIKA 0TN SEUTEPORABLIL EKTIAUBEUON, LOU TIEPLEYPOIPE TIWC TO
bullying Ttou 8ex0To ortd TOUC HOONTEC TOU (POUVOLEVO KOBLEPWUEVO
KO OXESOV KXONLEPIVO) OVTIKATOOTAONKE, EV XX VUKTL, OO EQWTT LT
TOU TUTTOU «KUPLE, UNTIWC eloTe tralalero tralala;» K.0.K. AUTECG OL «EKPNIEELCH
TIEPLEXOMEVOU EIVAL LEPIKEC KABNAWUCELC VOTLXTOGC, BpoxuTipOBECUES
TIPOOBECELG YUPW OTTO KATIOLO ONUOVOVTOL TTIOU TIXPEXOUV OXYUOL TN
O] TOU KOGLLOU ETIELST) UTTIOPOUV VT «OKOUCTOUVY TIEQOV TWV oUOTNPX
TIPOCSLOPIOUEVWY ETUKQOTELWY TOU VOTIUXTOC: TO XOPOKTNELOTIKO TOUC
OKOUOTIKO TIEPLEXOUEVO, TX PEUTOITOAIKA VOICEOoVers, VTIGTOKOUVTOL
oo TOUC XPNOTEG OE OKOUIEVIKA OVOYVWPIOIES TIOPOYOUEVEG EIKOVEG
XILOULPLIKWV TIAXCUATWY TIOU CUVTOUC B0 TPOPOSOTIIGOUV Lo SLOBIKTU-
OIKY) EYKUKAOTIOUSELL, EVOX TTOUX VIS L OV TOAAGYTIC KOPTWV KO TIOAAK GAAQL.

AUTI N IBEX TOU LETOTIOVENIUKOU KOXAAITEXVN WG “(shit)poster” eTitpemel
VOU KXTOVOY|OOUPE KOl KXTIOLEC EKSOXEC Sp&XONG TIOU CUYYEVEUOUV
TIEPLOCATEPO LE TNV KANpovouLd Twy "tactical media”. To 2023, oplopéveg
koot teg fan fiction, SNAGST| EQACITEX VWV CUYYPXPEWY TIOU TIOCTAPOUV
KEUEVOLYPOUEVO 0 TN BAOT UTIOOKTWY KIVNIUOTOYP DKWY, AOYOTEXVIKWY
KO GAAWY KOOUWV, OVOKEAUW OV OTLOPLOEVEC generative EDOPLIOYES
«TallfovTaw Ue To UAKO Ttou ol (Slol/(8leg avapTtouv. Oplopegvol/eg fan
fiction cUYYPOPE(G TIOU AVTIKOUV OTNV EPWTIKT| KOWVOTN TO/UTIOKOUATOUPG
Tou Omegaverse VoAUV OTL TO Sudowrite, UTOC O ETIITUXNUEVOC
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keevoypddoc TN, tpododotouvtay e UAIKO (training sets) ortd to AO3,
TO Baoko popoup fan fiction Stapolpacuol epacttexviknc Omegaverse
EPWTLKNC AoyoTeXVIOG. 'ETOL 0pYSvWo o EVAV LOROBWVIO CUYYPOONG
pe titho "Knot in My Name”, ylat pioc oAdkANen €BSoudda, UE OTOXO
Vo «TIANUIUPicouVy To Sudowrite, KL AGANOUC KELLEVOYPADOUG, LE TNV
UTtEPELSIKT) 0poAoyia tne Omegaverse KowoTnTog.

TO ONUOVTIKOTEPO XAPOKTINELOTIKO OLWC UTAE TNG ovVamOSpaceTNg
ouVAVTINONG UE TX TIPOLOVTO TWV generative ePpapuoywy elval OTL To
Opla LETAEY cUPPBATIKOU Kol generated Teplexouévou kablotavTol
PEUCTA, SIOUOPPUIVOVTOC EVOL KaBNUEPLVO mood board Ttou Sev propet
VOLODTOEL WVETINEEXT T TNV UAIKY) CUVOYIKN TNC KGANTEXVIKNC EQYOOING.
KoAATEXVEG TIOU ouVEEBNKAY e TN YeveaAoyla TNG LETASIASIKTUG-
KIC TEXVNG ETIAEYOUV VO OVTIATIOKPLOOUY 0TO UBPLSIKO aUTO TIOpOV
QVOTTTUO00oVTOC EEQUPETIKG CUVOETEC OTPATINYIKES TOU prompt engi-
neering. Avtaywvi{ovTol TIC dAYOPIOLLKES POEC TIEPLEXOEVOU IE EVX
eTIOETIKS shitposting UAkoU Baot{OLLEVOU OE ATTROCEVE, EIKOTOAOYIKGL
Ko olovel avortpeTtTik& prompts. ESW Kot Kapd, 0 AOYaPLOOLIOG 0TO Ins-
tagram tou Rustan Soderling €xel petatparel oe BECTIXPLO TIPOTPOTIWY
— VO X&PTNC TUOAVOTNTWY TIOU TIEPIANBAVEL EEEVEPUEVDL TIATION,
BLOLINXOVIKA CUUTTIAEYLOTO, AXYVWOTEC BPNOKEUTIKEC OEKTEC, VEOKOTIX
ETIOYYEAUOTC, GKOBOPIOTEC LTPIKEC EPAPHOYEC, EEOTTAMOUO TIPOOTAUOIOG
YLOL OVOTTAVTEXEC KATOOTAOELC, VIOKOUUEVTOL CUVAVTNONG LE UUBIKES
utt&pEeLe, k& Ouolwg, o Jon Rafman xpnouoroinoe e€aupeTiké cUVOeTa
prompts yio Vo SNLOUPYTIOEL OPLOLLEVOL LOUGCIKA BIVTED YL0t TO GALTIOULL
Vultures tou, TOAITIk& amexBouc, TAgov, Kanye West. Xe €val aAAnyo-
PIKO OVASITAXCIOOUO TOU TIOPOVTOC, ETO-0VOPWTILVOL AUKAVOPWTIOL,
OOTAVIKOL KAGOUV KOl avOpWTIOLOPP O KOPAKLOL KATOAGUB&VOUY T
QULEPIKOVIKA TIDOBGTTL.

AN, Vo va epeuvricoule BaBuTtepa TN Sidyvwon g Whistler epl
TOU UETATIOVENLUKOU KAAATEXVN WG poster, aEllel va e0TIACOUUE
oToV 8I&AOYO OVAUECO OTA TIPWLIL text-to-image HovTEAX Kol otV
KOUATOUPO TOU posting, dTwg auTog EESIMTAWVETOIL OTO XOPOKTNPLOTIKO
€pyo tou Rafman, Counterfeit Poast (2022). XTtnv €kBeon Tou Epyou 0NV
Sprith Magers tou BepoAivou, n Ttepr)ynon o€ Lot OKTAywvN alBoucol
e TOTETOOPIEC KO OAYOPLOULKA SNIULOUPYNUEVEC EIKOVEC TToU Bupilouv
TIOOTWHEVEG {WYPAPIKES ETUDAVELEC OENVEL OE EVOV OKOTELVO XWPO TIOU
d\oEevel to Bivteo Counterfeit Poast, IOt GdNYNLOTIKY CUYXWVEUON



Jon Rafman, Counterfeit Poast, 202.
4K Bivteo, 11xog, 39'53" © Jon Rafman.
EUYEVIKY] TP OXWPENOTN TOU KAAALTEXVN Kol TNG YKaAepi Spriith Magers



generated UAIKOU TIOU XPNOLUOTIOLEL WG TIPWTN UAN SLadopa SNLLOGIAY
copypasta; KOUUBTIO KEILEVOU TIOU KUKAODOPOUV EUPEWG OTO SLabSIKTUO
WG posts 0g KOWWVIKA SIKTUO Kol TIAATdOpUES OTwe To Reddit 1) To
4chan. To ATooTIGC T U T EXOUV CUVHBWG XIOUUOPLOTIKY) TIPOBEO,
TIPOROKATOPIKN 1] TOOAAPLOTIKT 0TOXEUO. ‘OTiwg e€Nvel To SeAtio Tutou
e Sprith Magers, To CUYKEKPLUEVO £pYO elval TUNUX eVOC EUPUTEPOU
TPOTleKT Tou Rafman tou emtixelpel va peTaoxnuotiost o okouttiSia
TwV data o€ EIKOVEG TIOU AEVE KATLYLOL TN OXEON VAECT OTNV EIKOVOX KO
TN VTN LOG OTOV EIKOOTO TIRWTO oUWV, OL PUIVEC TWV TIDWTXYWVIOTWV
Badouy, HEOW UG EELCTOPNONC, TIC AYOPLOUIKE SNULOUPYNUEVES
EIKOVEG OE ULOL LPNYNUATIKY) GELPA OVELPLKOU XUPOKTH P, CVTAWVTOC
OO TO KIVNUATOYPAPIKO OTUA TIoU evToTti{etal oto La Jetée tou Chris
Marker v To The Falls tou Peter Greenaway. To Un®LaKS TTOPTPAITO TOU
TIPWTOYWVLOTY TNG K&Be oTtoplag {wvtavelel Kol AKEL LECW [ULAC
iPhone edapoyng ovoyvwpELoNg TIPOCWTIOU.

KdiBe vEo KePAALO TOU BIVIED EI0XYETOL LECW LG AEUKTIC 00GVNC TIOU
TIEPLEXEL TTANPOPOPIES, OTIWC TO OVOLIX TOU XPXOTN KAL TNV NUEPONVI
dnuoocieuonc Tou eKXOTOTE KEWEVOU. AV Kol TOL eV Adyw copypasta
TIOPOTTEUTIOUV OE KOXTXOKEUXOUEVOL T LULGO-OANBIVA CUUB VT, AOUCEVTL
OTO MUOTIPLO KOL TNV TIPOKANGCT, TO text-to-image LoVIEAO GVOKOAEL
UTTOPKTEC EIKOVEC TTIOU KATL BUMICOUV 08 OAOUG LOG. 2TO TEAOC, TO CLIP-
guided diffusion epyoiieio Tou Rafman cuvBETeL Eva TP aBNCLOKO
VOUGD CUVEVWUEVWY ETTELCOSIWWV TIOU LOOPPOTIEL VALET O OE TIOHPOVOIKO
(a0, ENTIIE O, UTOGDOVICLLO TOU XPTOTN, ELMKPIVELG KO UVNLLOVLKT)
SLEYEPOMN. ZTO TIPWITO KAUTT, ULX YUVaiKa eTiXelpel vor BupunBel Lo Touvio
HE BEUX TNV oTTOKAAUN KOL TIpWTAYWVLo T Tov Kevin Costner. Mapd
TIC EVTOVEG UVTUEC TNC OTIO TNV KIVNILXTOYPOPLIKY) TIOOBOAT] TNG Touviog,
0 KOWWVIKOC TNC Tieplyupoc potdlel val TNV oyVoel TIaVTEAWG EVW N
(Bl aSuvatel va evtortioel oTowxelo yior TNV UTIEEN TOU PIALL € Eva
ETIOMEVO KAUT, EVOIC KUVIKOC VEXPOG ENVEl TIWC TO IOOC TOU VIO TO
OKUAL& ToV wBnoe va eEadavioet To VEKPO OKUAL TNG cuVTPOPOU TOU,
TO OTo{0 AN oE KT A&BOG e TO €L Tou. Meplypddel TIWG, Y
XPOVLa, Ekove gaslight Tn cuvTpodd Tou, ETIEVOVTAC OTL O OKUAOG Sev
UTTNPEE TIOTE, EXPLTIOU QUTH TIEBQVE. Z€ EVA AANO, EVOIC OTPATOPINOG
veapog eEnvel Twg evag okAnpoTtpdyxnAoc Belog €ylve TIPOTUTIO Kol
LEVTOPAIC TOU ETURAAAOVTAC TOU ULa 'sigma male' poutiva ue TpeELUo,
Adderall kot cwvoviopo. Autr N cuUPPAdT) APNYTCEWY OTTIOKTA TN LoPDdT
evOC 0XPKLVOU EPLEATN TIOU QUTO-NB0YPAPE! TOV KATOVOAWTY) OPLOKOU
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Jon Rafman, YW192140171+ (Nuclear Kiss), 2022

EktUnwon inkjet kot akpUALKO o€ KopB&, 186,7 x 134,6 k.| 73,5 x 53 ivtoeg

© Jon Rafman. Euyevikr mapaxwpnon Tou KAAALTEX VN KoL TNG YKaAepi Sprith Magers
dwtoypadio: Ingo Kniest



TIEPLEXOLLEVOU. X TNV TIPOKTIKY) Tou Rafman, o pdvoc Tpdmog Vo un VIwBEeLg
OTTOUOVWEVOC KO ANOTPLWUEVOC OTTO TIC WHEG TIPAYUOTIKOTNTEG TNG
SLABIKTUOKTC {wrC eV VO TIC QVTIKPIOELC EVTIUO KO VO TIAVTPEUTE(G
OPLOUEVEC QTTO TIC AVTLIDATELG TOUC.

‘Onwg mopatnpel o Matteo Calla avapopikd e to pdtlext Counterfeit
Poast (2022) tou Rafman, kaBepion amd TG TIAPaYyOUEVES EIKOVERQ
TIPoUTIOBETEL XIAASES amoppldBeioec TIPOOTIRBELES, EUTIESWVOVTOC
L0 KOUATOUPO TTIOU BETELTIAEOV TIC SIKEC TNG TIPOUTIOONECELC UOONTIKNAG
TIOEOYWYNC. MIO TETOLX SIASIKAUGIO OVTAVOKAY, EV TEAEL, LILOL CUYKPOUOM
OVAECOL OTOV KOXAAITEXVN KO TN INXOVT), UL VXV TLOTOLX (0 TTou 08nyel
0€ KAXTL TIOPATIAVW OTTO EVOL KUOLPOLO» TIEPLEXOUEVO. TO ONUEPLVO QYO
Tou Rafman, drmwce kot o TIOAAWY AWV EnLoupywy TIou Sev SLoTé-
ouv va TTAonyNnBoUV avVALECO 0TOUC TEXVOAOYLKOUC TPOMOUG NG
ETIOXMC MOG, LOLXZEL OOV LILO OKNVT] TIOU, OTIWC UCTOXAL ETILONOEVEL
o Calla, otey&del o EVToon aVAECN OE KATECTNEVES EVVOLEC TNG
avOpwWTIVNG Snoupyiag Kol TG AYOPLOUIKA SLoeCOAABNEVNG
dWNG. AlXTILIOTWVOVTOC KATL avdAoyo, N Joanna Zylinska mipoteivel
OTL Bor prtopovcae vor SoUpe TNV TEXVoAoyia Tiiow ortd ToL LOVTEAX
NG TIOPAYWYLKNC TEXVNTIC VONUOOUVNC OOV KATL TIOROTIAVW ATTO
Lo «0PBT)» CVTLOTOXION TNG PUGIKNC YAWOOOC UE TNV EIKOVX — VO TX
douue oav «conversation pieces, TIPOKANCELC 1), EVIEAEL TIPOTPOTIEQ
TIOU avVOlyouV €va SIEA0YO, Ol LOG KO YL EPAG, TIGVW 0TN BEUEANOKT
OOUMHETPIlO avaiueoa 0T AEEN KO TNV EIKOVA, AVALECO OTOV KOGLIO
KO TNV QVOTIOPAXOTOOT] TOU». ATIO QUUTTV TNV OTTTLKT] YWV, N LNXOVLKT
Tou prompting 8ev elval por TEAELOTIOMNTIKY EpYACiol adnueEVN 0TO
EAEOC TWV TIPOYPOUUOTIOTWY OAAX IO VEX THOTO TOU KOWWVIKOU
QVTOYWVIOUOU. H popdn mou Sivoupe o aUTEG TIQ eVIAOELG elval
MU €EOXWGC TIOALTIKO.
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O HU60Cg TNG AVTLKELUEVIKNG
TEXVNTNG VONHooUVNG HECK
OTto TNV 9111:5Kr'1 NG KPLTLKNC
PNPLAKTG TEXVNG

Katepiva AvtwvormtoUAou

KoAALTEXVIC UNPLOKWV TeXVWY, ETtikoupn Kabnyrtela,
Tunpo Wnoaxwy Texvwv kol Kivnuooyp&agou,
EBVIKO kot KamoSLoTpLoko MaveTtioTriuo ABnvwy



Ba adavioel TEAIKK N TEXVNTH vonuoouvn v avBpwrotnta; H
epeuvnTpax Sasha Luccioni (2023) otnv oAl TnG «H texvnTr vonuoouvn
elval eTikivbuvn, odAAG GxL YLt TOUC AOYOUG TIOU VOIZETE» ATTOVTA TIWG
TETOLX SUCTOTIKA GEVAPLX ETILOTNOVIKIG PAVTACING LOG KTTOTIPO00-
VOTOAI{OUV OO TIG 1181 UTIOPKTEC TIPORBANUOTIKEG TTTUXEG TNG TEXVNTIC
VOMOoUVNG KOl oo TOUG TEOTIOUG UE TOUC OTIOI0UC UTTOPOULE VXX TIC
avoxoutiooupe. AvadbEPETOL OE TPELG TETOLEG TITUXEC: TO TIEPIBXAAOVTIKO
QMOTUTIWHO TWV CUCTNUATWY TEXVNTNC vonuoouvng (TN), Tn xprion
EPYWV TIVEULXTIKIG BloKTNGloC yior TNV eknaibeuon povteAwy TN,
KO TO (N TNLLO OTO OTTO(0 Bt E0TIACEL TO TIOPOV &POPO — TN UEPOANWPIX
NG TEXVNTNC vonuoouvne. Me Tov 0p0o pepoAnyic TnNC texvnIng
vonuoouvnc (Al bias) avadpepOLOTE O€ TIEPUTTWOELS TIOU TX LIOVTEAX
TN KWEIKOTIOLOUV LOTIRO KO OTTOWELS TIOU OVOTTOPLOTOUV OTEPEATUTIOT
eTISEIKVUOUV POTOLOUO, CEEICHO, ULOOVOTINPLOUO, NAKIGKO OTTOKAELCO
kot GAAeG Slakploelg (Luccioni, 2023).

‘Evag ard toug 1o Sladedougvous pubous yUpw artd TV Texvnt)
VONUOOoUVN EVOILTIWE OLEUPUEIC 0AYOPIBLIOL EIVOIL OTTOAUTOL AVTIKELLLEVIKOL,
KOOWC EXOUV oTTaAACYEL aTTd CVOPWTIVES ABUVOULES, OTIWC OL TIPOKOK-
TOANPELC KOL TO KOWVWVIKG oTepedTuTiar (Tandon, 2021). Ot &vBpwTtol
HUOALOTA TEVOUV VO EUTTLIOTEUOVTOL TIEPLOCAOTEPO KTIOPAXTELG TIOU EXOUV
TIoEBel omtd cUCTUOTO TN, BEWPUIVTOC T TIO AVTIKEUEVIKE, PAVOUEVO
YVWOTO WC HEPOANYPIX UTIEP TNG U TOUXTOTIOMONG (automation bias)
(Kapkatdouvng, 2023). QoTtdo0, TOAAATIAEC £PEVVEC OE SIAPOPETIKOUC
Toueig edpapuoync g TN Selxvouv To avtiBeTo. H texvn ) vonuoouvn
OXL LOVO QVOTIOPAYEL OAAK UTTOPEL KL VO EVIOXUGCEL TIPOKATOAWELG
KOl OTEPEOTUTI, K&vovTac Slakpioele e B&poc atouwy RBdoel Tou
GUAOU, TNC PUANC, TNG CPTLUEAELOC, TNG NAKIOC 1) GAAWY KpLTNPIwV.
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MepoMTTTikEG artodpdaelc TG TN €xouv Kataypodel oe UTNPEGIEG
KO TOUELG, OTIWG N UYELOVOULKT TTIER{BOAYN KO TIpOANWN (Buolamwini &
Gebru, 2018; Ganesh, 2019; Travis et al., 2024), n avadrTnon epyaciog
(Hymas, 2019; Dastin, 2018; Glazko et al., 2024; Lippens, 2024), n
AODAEAELX KOL N TIPOCROIOM 0€ PUCIKOUG 1) EIKOVIKOUG Xwpoug (Keyes,
2018), ot Sikaotikeg amoddoele (Klare et al,, 2012; Buolamwini & Gebru,
2018; Kapkatdouvng, 2023), ol uttnpeoieg peTddpaonc 1 avaAUoNG
kewwevou (Davidson, 2019; Dixon, 2018; Bolukbasi et al., 2016; Zou &
Schiebinger, 2018; Park et al., 2018; Sheng et al., 2019; Kotek, 2023),
Ol OIKOVOULKES KOl TPOTIEQIKEC CUVOAADYES, KOBWC KO OL UTINPEG(ES
otéyaong (Keyes, 2018).’Etol, 0n onuepvr) PndLoKT) ETIOXT] OLSIOKPICELS
8ev auPAUVOVTAL, OAAX KPUBOVTOL EVIEXVWEG HECO GE DULVOUEVIKG
OVTIKEILEVIKA «LOUP 0L KOUTLE, TWV OTIOWYV Ol ECWTEPLKOL LINXAVIGHOL
TIPOUEVOUV OSLODAVE(C KO ATTPOCTIEAXCTOL ETUTTAEOV, OL LnxavIopol
auTtol xapaktnpellovTou omo EAENYN ETTEENYNUATIKOTNTOG (explainability)
ko Aoyodoaoiag (accountability). Mpdyuott, oUte Tor cuoToTal TN, ocAAK
oUTE Ko OL SNULOUPYOL TOUC UTTIOPOUV V& EENYTICOUV ETTIOPKWG TIWC OL
OAYOPLOUOL PTAVOUV OE CUYKEKPLUEVEC ATIOPACELC, KOL ETIOUEVWG
elval 8UoKkoAo va BpeBoUv UTIOAOYOL VIO AUTES. Me auTOV ToV TEOTIO,
oL 8lakploelc k&Be eldouc, avti va eEaAelPOVTOL, XUTOUNTOTIOIOUVTAL

Bowoikég autieg TG alyoplBIkiC pepoAnwiag (algorithmic bias) etvoun
UTTOEKTIPOCWITINGT) SNLOYPOPIKUIV OAS WV Y KOWOTTTWY OTICG SIOBIKAGLES
OXeSLAOLIOU Ko VATTTUENG, KBWC Ko 0Ta Sedopeva ekaibeuong Twv
oAyopiBLwY TN. Ta TEXVOAOYIKA CUCTTLOTO OXESIACOVTOL KOL OVOTTTUC-
ooVTOL aTd eTALPElEC KOAOCOOUC TIOU XopakTneilovTal ard pey&Ao
BoBLO opoloyEVELOC KAl EAAELN cupTtepANWNC. Me auToV Tov TEOTIOo,
TO TEAK& TIPOIOVTO KO UTINPETiES SeV AALPBA&VOUV UTIOWN TIC OVAYKES
TWV OTOLWY TIOU SeV UETEXOUV O€ QUTEG TIC Sladikacieq. Emiong, ta
ouoTrpota TN ekoudeovTol o€ UeY&AX cUVOAX SeSouévwy (big data),
OTIOU 1 UTTIOEKTIPOCWTINGOT CUYKEKPIUEVWY SNUOYPOPIKWY OGS WYV
o8nyel oe peponyia kol Slakploelc elg B&pog Touc.

AVOAUTLKY] TEXVNTY] VONHOOUVY)

To ot TG pepon o Twv alyopBuwy TIou avahiouy Sedopeva
KO AOUBAVOUY oD ACELS (avaAUTIKT) TN) aveSelEe o€ ueydAo BaBLO
n epeuvnTpla Joy Buolamwini. ‘Otav ritav akOpa pottritoax oto MIT, n
Buolamwini Slamiotwoe 1w ol ocAyOPLOUOL CUTOUATING CVAYVWPELONG
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KOl TOEWVOUNONCG TIPOCWTIWY €V UTTOPOUCOV VoL AVOYVWPIo0oUV TO
TIPOCWTIO TNG, EVW oVoyVWPLLOY XWEIG TIRORANUO TO TIPOCWTIO TWV
AEUKWY CUIDOLITNTWY TNC. MAALoTO, 6TV GOopoUsE Lo ASUKT| LAOKA,
0 OAYOPLBHOC avayvwPLZe TN MAOKO WG avBPWTILVO TIPOCWTIO, EVW
ouvexle va ayvoel To aAnBvo NG podcwTo. Autr) N SlaTtiotwon
QTOTEAECE TNV OPOPLN VIO UL LOKP& EPEUVAL Kol Sp&aon oTo TedIo
TNC 0AYOPLOLLKNC LepoAnwiac. Zuykekpluevae, 1 Joy Buolamwini podi pe
v Timnit Gebru (2018) a€LOAOYNOAV OPLOLEV OTTO TAX TUO SIS ESOUEVTL
EUTIOPIKA CUOTIHATO QUTOUOATNG OVOYVWPLONC KAL TOEWVOUNONG
TIPOCWTIWY KO ATESEIEQV TIWE Ol Lopol AvBPWTIOL KAl BLadTepa OL
HOUPEC YUVOIKEG I TAV OUTEC TIOU TAELVOLOUVTIAY EOPUAUEVX CUXVO-
TEPOL ATTO TNV TIAELOYM DIO TWV CUCTNUATWV. AVTIBETWES, TX CUCTIUOT
emedelkvuov peydAn akpiBelor Otav KaAoUVTOV VoL TRELVOUT|C0UV
PwToypadleg AeUKWY avBpWTIWV. To LEYOANUTEPO TIOCOOTO EUCTOXIOG
TIOPOTNEOUVTO OTNV TIEQITTTWON TWV AEUKWY OVTPWY, OTIOU TO TIOCOOTX
AdBoug Ty undoguvaé. Auto cupBaivel yiorl ota SeSopeva exkmaideuong
TWV oAYOPIBUWY KUPLXPXOUV EKOVEC AEUKWY QVTRWY, EVW OL Lol
AVOPWTIOL, KO CUYKEKPLUEVO OL LOUPEG YUVAIKEC, UTIOEKTTPOCWITTOUVTOL
(Buolamwini & Gebru, 2018). EkrtaudeUovtag Touc (Slouc aAyopLBuoug
O€ TTLO CULTTEPIANTITIKA CUVOAX SESOUEVWY, TIXEATNEYIONKE ONUOVTIKY
BeAtiwon otV armoteAeouatikdTNTd Touc (Birhane, 2022).

H Buolamwini cuvex(el tn p&on yia tnv av&SelE€n ™G LEQOANWING TwvV
oAYopPBLIWVY, BpUoVTAG Tov opyoviopo Algorithmic Justice League, o ottolog
OLVBUALEL TNV EPELVAL LIE TNV TEXVN UE OKOTIO VOl VA S E(EEL TIG KOWVWVIL-
KEG ETIUITTWOELG KL TOUC TILOaVOUC KIVEUVOUC TNC TEXVNTIC VONOCUVNG
(lotooeAiba Tou Algorithmic Justice League, 2025). Map&AANAQ, YP&PEL
TompoTa pe to Weudwvupo Poet of Code (lotooeAiSa Poet of Code, 2025).
Ytomonudatng Al Ain't 1 A Woman? (Buolamwini, 2018) avadepeTal oe
TIEPUTTWOELG TIOU CAYOPLBOL AlSUVATOUV VO OVOyVWPICOUV TO PUAO
HOUP WY YUVOULKWY OKOUO KOL OV TIPOKELTOL VIO YVWOT& TIPOCWTIX
ATIO TOV XWPEO TNG TIOAITIKYG, TNG ETUOTNUNG 1) Tou a®AnTIouou. H
okTIBloTpla Sojourner Truth, n eToTrLOVAG, SNUOCLOYPADOG KAl
okTRloTpla Ida B. Wells, n TtoAttikog Shirley Chisholm 1) n a®AToLo
Serena Williams, peta€l dAAWY, OAEG TAELVOUOUVTOL WG AVTIPEG KO
HUEALOTO UE LEY&XAO TTIOCOO0TO RBeRatdtnTag (Buolamwini, 2023b).

H AavBaopevn TOEWVOUN oM EKOVWY EVOL EVOL CUVNBIOLEVO 0P AN TWV
oAYOPBLWYV TTIOU OPEINETOU OE PN CUUTIEPIANTITIKG CUVOAX SESOUEVWV
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exkToSeuong. Mo MOXEAESELYUX, EVAX CUCTNUO QUTOUXTNG TAEWVOLNONC
EIKOVWV EKTIALSEULIEVO OE EIKOVEG TIPOEPXOUEVEG ATTIOKAEIOTIKA OTIO
TOV SUTIKO TIOALTIOLO, B Ta€lvouoUoe CwoTd TN dwToypadio ag
VUPNC E ASUKO VUDIKO OO KATIOLX XWPO TNG Eupwtm g 1) TNC ALLEQLKTC.
AVTIBETWG, B Talvopoloe ECPOALEVO TN PwToYPADa oG vUDNC
amé v Aclo, VIULEVN LE TO TIOPOSOCLOKO VUPIKO EVBULIO TNC XWPEOG
TNG. ZUYKEKPLLEVD, 0 OAYOPLBLIOG Bo KaTETOoiooE TN SeUTePN PWToyPOda
OTIC KATNYOPIEC KETUTEAECTIKY) TEXVINY 1] «<KOOTOUU (Zou & Schiebinger,
2018). HeopoALEVN TUEWVOLINON LLOG PWTOYROPIOG prtopel va pavTdlel
aBwa. Aev glvail OPWGS, 0V OVOAOYLOTOUUE OTL TIPOUOLOL OAYOPLOLIOL
XPENOLOTIOLOUVTAL VIX LATPLKOUC OKOTIOUG 1) VI TN ANjym SIKXOTIKWY
oo &oewv. MP&YUATL EpEUVEC SEXVOUV TIWG CAYOPIBUOL AUTOUOTNC
TIPORAEYNC EUPAVIONC KAUPKIVOU TOU SEPUATOG EXOUV LEYOAUTEQC
TIOCOOTA AOTOXIOIC OTOV KOAOUVTOL VO CVOAUCOLY pwToypadieg ovBpw-
TIWV UE OKOUPOXPWLO S€pua (Buolamwini & Gebru, 2018). Mapopoiwg,
Ol CAYOPLBOL TIOU ETICTPATEVUOVTAL YIO TNV GUTOUATN QVOYVWPLON
KOl TOWUTOTIOMON UTIOTITWY, CUXVE, LEPOANTITOUV €1C B&POC HaUpWVY
AVOPWTIWY, YUVAILKWY Kol 0TOLWY veapnc nAkiog (Klare et al.,, 2012;
Buolamwini & Gebru, 2018).

Mepa omd T cUOTHUTA TN TIOU GvaAUOUV KOl TOEVORIOUV EIKOVEG,
TIXPOUOLEC SLOKPIOELC TIOPATNPOUVTOL KOL OTX ATTOTEAECLLTOL OXAYO-
pBuwWvV, oL oTtolot avoAUoULV Kol TAEWVOLIOUV Kelpeva. Mo TIopdSeyua,
QUTOOTOL AVOAUTEG KELEVWYV TIOU VIXVeEUOUV PNTOPLKN piooug (hate
speech) xapaxktnpilouv Kelpeva TTou elval YPOUEVO 0E GPPONUEPL-
KOWVLKT) SLAAEKTO WC TOEIKA, OEELOTIKA 1) IO POBLAOTIKA OE LEYOAUTEP
TIOC0OTH, O OXEON HE KE(EVO YPOUUEVO OTNV ETIIONUN QY YALKN
yAwooo. ETopévwg, autol ol aAyOpLIBLIOL VOLEVETOL VOL AOYOKP{VOUV
OUXVOTEPOL LOUPOUG OVEPWTIOUC-EVAVTL TV AeUKWV (Davidson et al.,
2019). Avtiotoa, o aAyoplOuoc g Google Tou avixvelel URBPLOTIKA
oxoAa Telvel va katatdooel aBweg SNAWGELS, OTIwg TN dpdon «Eluan
OHOPUASGDIAOCH OTNV KOTNYORIO TOU TOEIKOU AdYOU, VIt xel eKTtoudeUTEL
o€ SIBIKTUOKEG BAOELG BESOLIEVWY OTTOU N AEEN «OUOPUAOPINOCH CUXVEL
XPENOUOTIOLETOU TIPOORANTIKE (Dixon et al., 2018). Mo toug (Stouc Adyouc,
aBWeC PPATELC TIOU AVUDPEPOVTOL GE YUVAIKEC CUX VA XapoKTNPLlovToL
oTto TOUg OAYOPLBLIOUG WG oe€loTikée (Park et al., 2018). Mapopoiwg,
EUPUAD OTEPEOTUTIOl POIVETOIL VO OVOTIOPEAYOUV SNLODIAT] CUCTI AT
OVAAUONC YAWOOOC TIOU XPNGCLUOTIOOUY SIAVUCLATIKEG TIROUOTACELG
Ae€ewv (word embeddings). Mo TIop&SeLyUa, EVal TETOLO CUCTNUA
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ekTILSEULEVO o€ Kelpeva tou Google News, Snoupyel OTEPEOTUTIKES
avoAoyieg, OTIWG N AVTIOTOXION TN GPACNG €O AVIPOG EVOL TIDOYPO-
HOTLOTNGY 0T dpdion «1 Yuvadka eival voiokupdy (Bolukbasi et al., 2016).
Pixvovtag o potié og pio ouvnBlopevn tmyn Sedouevwy exkmaideuong,
™ Wikipedia, avTiAapBovopacTte T SIXCTOON TNG UTIOEKTIPOCWTINONG
TWV YUVaIKWV. ‘Epeguva tou 2021 Selxvel otL armd o 1,4 eKaTopUUQL
Bloypadpwy Tou epdpavidovtar otn Wikipedia, Lévo To 17% avrikouy o€
yuvalkeg (Kypraiou et al., 2021). ETurtAgov, ol Bloypadiec autéc cuxve
TIOPEOUCLAJOVTOL LECO OO TNV QVTPLKY MATLd (Male gaze), kabwg N
TAeloyMPio Twv ouvtakTwy tne Wikipedia elvou &vtpec.

KoAAMTEXVEG TNG UNPLAKNG TEXVNC Slepeuvouy TN pepoAnia Twv
OAYOPIBWY Kol avaSEIKVUOUV TIWG Ol AVOPWTIVEG TIPOKATOAWELG
EVOWMUOTWVOVTaL oTa cuotrpotar TN kot Stawvidovtol peoa oo
aUTA. OPLOUEVO ONUOVTIKA EQWINUOTC TIOU Slepeuvolv elvol Tl
eldouc amodAceLC UTTIOPOUV TIPOYUOTIKA VO TIXPOUV TOL CUCTT LTl
TN, tooo a&léTioTec elval oL ATIOPACELG AUTEG KO TIOLEC ETITITWOELC
€xouv otnv Kowvwvio. Ol eToupeleg TTOU ovVATITUCCOUV CUCTUOTO
TN, OTIwC 0AYOPLBOUC QUTOUATING OVAAUONC EIKOVWY, eV palveTal
vo TipoRANuotidovTal 8lodtepor yior AUT& Tl INTHUOTOL ZUUP WV
HE TOV KOAATEXVN Ko epeuvnTr) Kyle McDonald (2020), ol etaupleg
eVBLOPEPOVTAL VI TNV €YWYY OG0 TO SUVATOV PLEYOAUTEPOU OYKOU
8eB0LEVWY ATIO U0 EIKOVE, GKOAOUBWVTOC TN AOYLKT] «QXV UTIAPXOUV
Ta Sedopeva, KATIoLoC Ba BpetL e xprion yio owté» (McDonald, 2020).
QoToo0, TTOAAK ATt AU TA T Sedopeva elval odIBOAOU EYKUPOTNTOGC,
KaABWC aPopOoUV 0€ XAPOKTNPLOTIKA TIOU 8€V UTTOPOUV Vo eEaxBoUv
Qo TNV avAAUON UOG EIKOVAC, EVU) N N NBLKY| XPYI0N TouC UTtopel va
EXELTIOAU COBAPEG ETUTTWOELC OE CUYKEKPLUEVEC OUASEQ 1) ATOUO.
Oplopévec arod TIC ETIKETEG TIOU XPNOLUOTIOOUV Ol 0AYOPLOUOL YOl
™V TaEVOUN O TWV eIKOVWY elval evBelktikeg: LABORER, SURGEON,
WAITRESS, SOLDIER FIRING, ATYPICAL, AGGRESSIVE, BORING, CARING,
COLD, EMOTIONALLY UNSTABLE, FORGETTABLE, MEMORABLE, TRUST-
WORTHY, WEIRD, NORMAL (McDonald, 2020). MTtopel &paye eva
ovotnua TN vo artopavBel ard TNV avGAUoT LG ELKOVOC GV €V
ATOMO elval «CUVALOONUOTIKG XOTAOECH 1) OE TLTIOCOOTO LOLXLEL UE
«oepPLtopan(l); Emiong eyeipovtal epwtnuata 0Twg: Me Tolo
oKoTIO e€&yovTal auTd Ta Sedopeva; TL elbouc ePapPLOYEC TA
aElotololv; MTopoUV QUTEG Ol EPUPOYEC VoL AELTOUPYOUV LE
nBkd ko Sikoo TPoTo;
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‘Epya WNMLOKNG TEXVNC VASEIKVUOUV TO TIXPATTIGNVW EPWTIUOTOl KL
OXOAAXOUV TIC KOWWVIKEG TOUC TIPOEKTACELS. Moo &Setya, TO €pyo The
Normalizing Machine (2018) tou Mushon Zer-Aviv givau pLot S8 paoTIKNY
EYKOTAOTOON, N OTIO(X TIPOUCILALETOL WC TIEIPOULOL LNXOVIKTC L&BNoNG
T&VW 0TNV OAYOPLBILKY) TIPOKATAANWN. Alepeuvd TNV €vvola TNg
KKOWVOVIKOTNTOG» KO TIWG CIUTT) OTTTIKOTIOLETOU GTO EKXCTOTE KOWWVIKO
TAaiolo. K&Be Beamg KoAeltal v eTUAEEEL TTIOLO KTOMO PAIVETOL TTLO
KKOVOVIKOY» OTIO VOl GUVOAO PWTOYPAPLWV TIPONYOUUEVWY BeaTwy. To
€PYO OUAAEVEL TIC OTOPACELC TWV BEXTWV KO TIG XPNOLOTIOLEL VI VO
OUVBEQDEL LU YEVIKEUEVT) OAYOPIBULKY] EIKOVO TNG «KOVOVIKOTNTAC
(lotooeAiSa Mushon Zer-Aviv, 2018). O Mushon Zer-Aviv eumveUoTnKe
amd NV €peuva Tou Alphonse Bertillon, 0 oTtolo¢ Katét To TEAN Tou
SEKOTOU EVOTOU OlLWVO VETITUEE €va CUCTNUG TUTIOTIOMONG Kol
KOTNYOPLOTIOMONG TWV GVBPWTILVWY TIPOCWTIWY, BACEL KATOYPAUDNG
BLOLIETPKWV XAPOKTNPLOTIKWY KO 0VAAUCNC OTATIOTIKWY SESOLEVWWV
(lotooeAibo Mushon Zer-Aviv, 2018). To cUotnua tou Bertillon apydtepa
XPNOLUOTIOWONKE VLo TNV TIOWVIKOTIOMN oM XTOUWY BACEL EEWTEPIKWV
XOPOKTINPELOTIKWY, KKBWEC KL oTtd TO TIPOYP U eUYOVIKTC TwV Nadl.
‘Epya 01w to The Normalizing Machine avaeikviouy TIg ampopAe-
TITEC KOWWVIKEC ETITTTWOELC TIOU UTTOPEL VOL £XEL T AUTOUXTOTIOMON
TETOLWY CUCTNUATWY pEcw TNG TN,

Moapopolwe, N KoANTEXVISa Mary Flanagan peoo ortd to €pyo g [help
me know the truth] (2016) oxoAldlel WG OL TIPOKATAANWELC (elte
Twv avBpwtiwyv eite Tnc TN) avtikatonTpilovial oTic Kploelg Tou
SLOOPDUWVOULE VIO TOUG AAAOUG avOPWTIOUG, LE LOVO KPLTTPLO TNV
eudavion toug (lotooeASa Mary Flanagan, 2025). To €pyo ettiong
aVOSEIKVUEL TOV TPOTIO UE TOV OTIOI0 QUTEC OL OTEPEOTUTIKEC OV TINAWELQ
eUTOTICOUV TO TEXVOAOYIKA CUOTHUOTOL Kot TV (0080 TOUC OTOV XWPO
™C eykoT&otaong, ot Beateg By&louv e pwtoypadla Tou exuTtou
Toug (selfie). 'Evac aAyopiBuoc eneepyddetal T pwtoypadior Kol
Snuoupyel pio TP oAAayY] TIou StadopoTtoleiton eA&XIOTO artd TNV
OPXIKT) EKOVAL, TIPOCHETOVTOC OTTTIKO BOpURo (Flanagan, M. & Garrett,
M., 2022). O18U0 EIKOVEG (N XEXIKT] DLWTOYPADIO KO 1 TIOPOAACYT) TNG)
eudavidovtal oTic 086veg TTOAAGTIAWY tablet TTou elvail SLICKOPTICEVEG
OTOV XWPO NG eyKATAOoTAoNG. Ol ETIOKETTEC TMAPATNPWVTOC TIG
800 elkdveg kahouvTal Vo SIaAEEOUV piat artd TIg Suo Bdoel —eviote
TIOPXAOYWV— TIPOTPOTIWY TIOU BETELTO £PYO, OTIWC;: « AIXAEEE TO BUUOW,
«ALGAEEE TOV Ayyehoy, «ALGAeEE ToV yevvaloSwpon, «Al&AeEe Tov
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nyetny, «AlGAeEe Tov avalOTILOTO» 1) «ALAAEEE TOV TPOUOKPATNY.
OL TEAIKEG KOTNYOPLOTIOWCELC EVOC TIPOCWTIOU ATOBNKEVUOVTOL KOl
TIpoB&AANovTOL o€ uia pLey&An tpoBoAr). H Mary Flanagan ekdpdlel
TNV avnouxior TNG VLo TIG OPVNTIKES ETIUTTWOELG TIOU UTTOPEL VoL EXOUV
QIUTEG Ol OTEPEOTUTIKEG KOTNYOPLOTIOMCELG GTNV KXONLEPWVT] HaC {wT).
OL ETUMTWOELC AUTEC TIOAAXTIACCLALOVTAL KOBWC cuoTtrjotor TN Tou
eE&YOUV QUTOUOTO CUUTIEPXOLOTO BACL{OUEVO OTNV EEWTEPLKT] LUOG
EUPAVION-ETIEKTEIVOVTOL 0E 0AOEVO KO TIEPLOCOTEPOUG TOLE(C TNG
kaBnuepvotntoc (Ars Electronica, Prix Forum Il - Interactive Art +: [help
me know the truth], 2018).

To €pyo Deep Hysteria (2023) tTng Amy Alexander eo0TI&{EL OTO EUPUAX
0TEPEATUTIA TIOU QVATIOPAYOUV TOL CUCTIUATO (UTOLXTNC VY VW-
PLONC Kol TaElvOuUNonC ekovwy (lotoceAiba Amy Alexander, 2023). To
€PY0 ATTOTEAELTOI OTTO L GELPA PNPLOKWY EIKOVWV TIOU VOTTOPLOTOUV
yuvaikelo ko avTpiké TtopTpaito. Ot elkoveg £xouv SnuloupynBel ard
aAyopLOpoue BabLdc pdbnonce (deep learning) Tiou €xouv exkmoudeutel
o€ OUVOAX ELKOVWV TIOU TIPOEPXOVTAL ATIO TIPOCWTIC TIPOUCLOCTWY
SlabIKTuakwy exktourwy (YouTubers). Mo k&Be TtpdcwTTo TIoU TIOPAYEL
0 oAYOPLOLOG SnoupyouvVTaL SU0 eKSOXEC, Mot yuvalKkelon Kol o
AVTPLKT], SLHTNPWVTOC TA BACIKA XXPOKTINELOTIKA KOL TNV EKPPOON
TOU TIPOCWTIOU OVOAAOIWTOL KO OTLC SU0 EKBOXEC. TN CUVEXELX, UTX
Ta (elyn EKOVWY aVOAUOVTOL aTtd ToV aAyopLBuo Amazon Rekogni-
tion, évav oAyopLBuo TNG AmMazon TIou ovVaAUEL TIPOCWTIN KAl EEGYEL
TIANPOdOPIES YIa AUTE, OTIWC TO GUAO, N NAIKIO KO | CUVAILCONLLOTLKY)
KaT&oTooNn. H avTImopoBoAT) TwY CUUTIEQPOCUATWY TIou Rydlel o
OAYOPLOLOC aVaSEIKVUEL TIG EUDUAEG TIPOKATOATWELC. ZUYKEKPILEVA,
0 aAyOpLBuocC arodidel og HeEYOAUTEQO TIOCOOTA CUVALOONUOTIKES
KOTOOTAOELG, OTIWC cUyXuoNn 1) POROC, 0€ YUVAIKEID TIOPTPAITOL, VW T
AVTIOTOXO AVTPIKA TIOPTPOLTO e TNV (Blat Ekppaion XopaktnpidovTol
WG NPEUD.

YUUP VO UE TN SNoupyd TOU £pYOU, UTO CULBAIVEL IOt oL oAYOPLBLIOL
oVOTTPAYOUV KOWWVIKE 0TEPEOTUTIX TIOU BEAOUV TIC YUVAIKEG VO
EKENAWVOUV CUXVOTEQX OTTO TOUC AVTPEC CUVOILTOTLOTA TIOU UTTIOSNAW-
vouv aduvapio ) aotéBela. H Alexander evtorilel TETOL 0TEPEOTUTI
Nén oTov SEKNTO ERSOUO ALWVA, OTIOU N UoTEPIOr CUVEEDTAV UE TO
YUVOLKE(D PUAO KOBWG BEWPOUVTAV TIWC «OL YUVAUKEG ELXaV LUK EYYEVT
TTPOSIABOEON 0L ayXWEN KOl VEUPLKY] CUVALOONUOTIKY) KATAOTAON»
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Calm=Looking Male, 20-28 Confused=Looking Female, 23-31

Amy Alexander, Deep Hysteria, 2023 © Amy Alexander.
EUYEVIKY) TapaXwpnon tng KXAATEXVLIEOG



(Alexander, 2023). Ta 0TEPEATUTIA EVIOXUOVTOL OTTO TIC KOLWWVIKEQ
TIPOCBOKIEG TIOU BEAOUV TIC YUVAIKEG CUVEXWC YEAXOTEC KO EUXAXPLOTEC,
‘ETOL Lot 0UBETEPN EKPPAON EVOG YUVALKEIOU TIDOCWTIOU CUXVE Sev
EPUNVEUETAL WG NPELN OAAG WG CUYXUCLIEVT, DORLOUEVN 1) EKTIANKTN.
‘Evae dAA0 T Ttou Biyel To €pyo elval n aduvouior akplBoug
OUOXETIONG TNC €0WTEPLKNG CUVOLOONUATIKNAG KATAOTAONG EVOQ
aVOPWTIOU UE EEWTEPIKA KPLTNPLAL, OTIWE OL EKPPATELS TOU TIPOCWTIOU
(Crawford, 2021). Ot TeXVOAOYIKOL KOAOGGOL SeV TIPS EXOVTOL OVOLKTA
1 amokpUTITOUV awTrv TNV aduvapia (Crawford, 2021). To Amazon
Rekognition Slapnuiel TTwe TPEXEL EKTIUOELS YLOL ETTTX CUVOILOON -
TIKEC KATAOTAOELG (Xap&, AUTIN, DORO, EKTTIANEN, andia, cuyxuan, Buud
ko npepic). Qotdoo, oe La TIPOEISoTIoMN o TNG, N ETALPEI avadEPEL
OTL«M TIPORAEYM EVOG CUVALCETTOG SEV UTTIOSEIKVUEL TNV TIPOYLLXTIKY
E0WTEPLKT) CUVOLOOMUOTIKY) KATAOTAON EVOC ATOLIOU Kol SeV TIPETIEL
VO Xpnolpototeltal To Rekognition yior auTtov Tov OKoTIO» (LoTOoEAISOL
Amazon Rekognition, 2025). YII&pxoLV, 0w, EUA0YEC ALDBONEC OXETIKG
e To av N TIAeloWN o Twv xpnotwy g Amazon Rekognition yvwpidet
Ko Ao Bével uTtdn autrv TV tpoetdortoinon (Alexander, 2023).

MopaywyLKy) TEXVNTY] VONHOoUVT)

Tor teAeUTOUa X POVIOL 1) TEXVNTY] VONUOCUVT ETIOTPEDEL OTO TIPOCKIVIO
KOBOWG povTéAa Tiapaywyiknc TN (generative Al) yivovtol T(oooR&OIU
0TO eUPU KOO, 'ETOL, EKTOC OO TOL CUCTYOTOL TIOU OVOAIOUV SESOEVOL
KoL TIodPVoUV amodAoELS, e oviCovTol cuaTriuoTo TN TIoU TIap&youV VEO
WUNPLOKO TIEPLEXOUEVO JUE TN LOPDT] EKOVWVY, TTXWV, BIVTED, TOLOSIXOTATWY
LOVTEAWY, KELLEVOU, K.GL TO TIOPOYOUEVO TIEPLEXOEVO QVTIKOTOTTTPICEL
TO KOWWVIK& 0TEPEOTUTIO TIOU TOL LOVTEAX TtapaywyIkg TN €xouv
«8L80xBel». ETumAgov, auTtd To TieplexOpevo Tou Tiopdyetn TN aBpoieton
OTO TIPOUTIREXOVTO SIASIKTUOKA UM PLaKS SESOUEV, TA OTTOIOX SUVITTIKA
XPNOLUOTIOLOUVTOL VIO TNV eKTIa{BEUON VEWYV 0AYoPIBLWY. ‘EToLn alyo-
PLOLUKY) pEPOANPI EVIOXUETOL LECH OTIO KUKAOUG OVOTPOPOSAHTNONG
(feedback loops), émou n €€o80c¢ evdg aiyoplBLou xpnouoToLleitol
w¢ €l0080¢ ylax TNV ekmaideuon tou GAAou. Autr N evioxuon tng
OAYOPIBULIKNG HepoAnwioc dnuoupyel elAoyeg avnouxies, IBlaitepa
OV VOAOYLOTOUE TIWC OE LULKPO XPOVIKO SIXCTNUA TO SIOSIKTUGKO
TIEPLEXOEVO TTOU Bar exeL TtopaxBel amtd tnv TN Bax uTtepPBaivel TTOCOTIK
TO TIEPLEXOLIEVO TTOU €XEL SnuLoupynBel amd Tov dvOpwTIo.
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ISladTep O SNODIAT] EVOL TOX LOVTEAX TIOPAYWYTC EIKOVOC OTTO KElUEVO
(text-to-image, TTI) TTou TaP&YOUV EIKOVEC CUUDWVAL LIE TIEPLYPADEG
TIoU 8ivouv oL XPrioTEC O€ HOPDT| KEWEVOU (prompts) Kol T peySAa
YAwoolk& povteAa (large language models, LLMs) 1tou Tapdyouy veo
kelpeva kaBodnyoupeva Eava oo AEKTIKEG TIPOTPOTIEG (prompts)
TWV XPNOTWV. ZTNV TEPTTWON TWV HEYAAWY YAWOCIKWY HOVIEAWY, N
XPrion Toug eTteKTElvETOL OE TIOAAOUG TOUE(G, OTIOU XPNGCLUOTIOIOUVTOL
ETIKOUPIKA Y] VOB EVOUV €€ OAOKAIPOU EQYOGIEC TIOU UEXPLTTRATIVOG
EKTEAOUVTOV OO avOPWTIOUG. Mot TIOPGSELYU, OTOV TOUEN ETUAOYNG
TIPOCWTIKOU VIX TIAT)pwoN B€oewv epyaoiag, cuotruota TN ouxv
EUTTIAEKOVTOL O€ KATTIOLO OTABL0 NG aELOAGYNONG TWV BLOYPEPIKWY TWV
uttownoiwv. Epeuveg Seixvouv wg n xprion LLMs otnv a€loAdynon
Bloypadikwy Uropel va odnyrioet o€ Slakpioelg Twy uttoymdiwy B&oel
™G €BVIKOTNTOC, TOU GUAOU 1] TNG PTILEAELRG. 2TO TTAG{CLO evog
nelpéuartoc (Lippens, 2024) ipocopolwnke 1 Sladikacior aEloAdynonc
Bloypadikwyv artd To ChatGPT tng etaupelog OpenAl. Mo TIQ aVAYKEG
NG €PEVVOG SNIULOUPYNBNKOY LEPIKES SEKAEES XINASEC BLOYPODIKA [N
UTTOPKTWYV TIPOCWTIWY, SUVBUAIOVTOC EVVIA SIOPOPETIKEC EBVIKOTNTEG
Kot 5U0 PUACL TOL XTTOTEAECUATOL TNG £pELVOC £8eEaV TIwC To ChatGPT
ATIOKAE(EL UTTOWT|PLOUG OUYKEKPLUEVWY EBVIKOTHTWY OTtO UYNAK
apeBOueEVES BETEIS 1) Ot BEGELC TIOU OITAITOUV EUXEPELO 0T XOT0N TNG
yAwooag. Emtlong, kdvel Slakploelg e1g BAPOC TWVY YUVOILKWY, IBLladTtepa
o€ BECELC TIOU OTEPEOTUTIIKA BEWPOUVTOL 0ivEpoKPTOULIEVES (Lippens,
2024). e &Ao mielpopa (Glazko et al, 2024), to ChatGPT kaeitou vau
o€loAoynoeL BLoypadIkd, OTIOU OL UTIOWNPLOL EXOUV TIAPOLIOLX TIPOCOVTA,
OAAG OpLoLEVOL OTTO awToUC elvar avarmpol. MopdAo TTou Ta BLoyp ok
TWV oVATINPWVY ATOUWVY EUTTAOUTI{OVTOL UE ETUITAEOV TIPOCOVTIX, N TN
aroppinTel Ta avamnpa dTopa. ETimAgoy, Otav koAeltal vor eEnyroet
TOUG AGYOUG TIOU 08Mynoav o€ QUTEG TIG eTtAoyeC, N TN avamapdyel
ETIXELPNMOTO IKAXVOTIOMOU (ableism) Kol UloavamrmMELoRoU, oVTavVe-
KAWVTOCG ATOWELG TIOU EUTIEPLEXOVTAL OTO Sedougval ekmaideuonc.
OL8loKploelc el B&POC TWV AVATINPWY OTOUWY UTTOPOUV VoL ABAUVEOUV
otav ta LLMs ekmaidevovial oe SE80UEVA TIOU OKOAOUBOUV TIC OPXEC
™NC SLAPOPETIKOTNTOC, LOOTNTOC Kol cuuTiepiAnyng DEI (Diversity,
Equity, Inclusion) kot TIC SUUPBAOELC TWV SIKOULWUATWY TWV GTOUWY e
avarmpla (Glazko et al., 2024).

Mot &AAN epyaciamou avart{Beton cuxvé oto LLMs elvain petddppoon
N av&AUOT KELLEVWY. ESW TIAAL TIOp TN RETAL OVOTTOR oY WYT) OTEPE-
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OTUTIWV OTOV TOX LOVTEAX TN KOXAOUVTOL VO LETOUDPROOUV KEILLEVOL OTTO
ULOX YAWO OO TIOU TIROUGCLALEL LEYOAUTEQEN CLOADELDL WG TIPOG TO YEVOG
TWV TIPOCWTIWY CE Lot GAAN TTOU X pnotpoTtolel GpBpa kot avTwvupleg
TIoU TtP0oSL10p(CouY PNTA TO YEVOC. 2 € TETOLEC TIEQUTTWOELC AOADELNC,
To ChatGPT teivel vamiaipvel auBalpeTeg amodACELG TIOU QVOTIOPAYOUV
KOWVWVIKEC TIPOKATOANPELG. o Topdetyar, O avTiotolxile Tn AEEN
«YLOTPOC» OTO XPOEVIKO YEVOC KOl TN AEEN «VOCOKOLOC/0» 0TO BNAUKO
yEVOoQ 1) aubaipeTa Bo amodp&olle TS TO KATOMO TIOU HEVEL OTTTL KL
Hoyelpevel elval Yuvalka, v TO XTOLIO TIOU £pYALETOL EKTOC OTITIOU
elval dvtpog. EmimAgoy, to ChatGPT aduvatel va LETODPACEL CWOTA
o€ GAAEC YAWOOEC TIG OUSETEPEC AVTWVUUIEC TIOU XPENGCLUOTIOOUV
GTOLX e Un SuaBIkeEC TauToTNTEC PUAOU (Ghosh & Caliskan, 2023).

AKOU KoL OTov Sev yivetoal petddpoon oe GAAN YAwooo, T LLMs
QVATIOPAYOUV EUPUACL OTEPEDTUTIAL OTAV OVOAUOUV TIPOTACELS TIOU
EUTIEPLEXOUV OOAPELDL WC TIPOC TO YEVOG TWV TIPOCWTIWV. o TIopdi-
SEYUQ, OTNV TIOPOKATW TIPATOOT TO YEVOG TWV TIPOCWTIWY SeV elval
oadEQg Kol pmopel povo va ipoodloptlotel amd to cupdpaldueVa:
“The doctor yelled at the nurse because he was late”. ZUupwva ue
TX CUUPPOIOUEV, N TILO AOYLIKY €ENynon TNC TPdTHoNS elval Tiwe
0 VOooKopog &pynoe. Qotdoo, to ChatGPT Bewpel Tio TiBovo va
UTTAPXEL YOOUUOTIKOG 1) TUTIOYPODIKO AGBOC 0TV TIPOTOON, TIXEA VO
Sexbel we évag avTpag epy&IETOL WG VOCOKOUOG. X€ EVOl KOO TTLO
okpaio map&delyua, N epeuvnTpla Hadas Kotek kvel EpwTrOELG 0TO
ChatGPT oxeTIk& e TO YEVOC TWV TIPOCWTIWY OTnV TpoTaon: «The
nurse married the doctor, because she was pregnant». lNopdAo Tou To
YEVOG TWV TIPOCWTIWY elval aoadeC, To povtero TN cuumepaivel e
OlyoUPLA TTWE 0 AVTPOG YIATPOC TIAVIPEUTNKE TN YUVOUIKO VOGOKOUO
ETIELSY) 1) VOOOKOLX ElVal €yKUOG. H epeuviiTpLla ipooTtalel var eEnyrioet
OTO MOVTENO TIWG BA UTIOPOUCE 1 EYKUOG YUVO{KX Vo elvail N yiaTrpog.
To ChatGPT apveltal va 8exbel uia teétola mepimtwon, divovtog
TIPAAOYEC AUTIOAOYMOELC VIO TIC artop&oelc Tou. ‘Omwe oxoAl&leL N
EPEUVITPLOL, «TO LOVTEAO UTTOPEL EUKOAOTEP O VOl POAVTAOTEL (Cis) GvTpeg
VO UEVOUV EyKUOoL TIop& v SexBel Tiwe ular yuvaika pmopel vor yivel
yloTpoe» (Kotek, 2023). ‘'OTiwe Kol 0TLC TIEPUTTWOELG ULOOVATINPLOOU,
€TOL KOl OTO TIPATTIAVW TTapadelypaTa oe€LlopoU, Tar povieAa TN
TIPOCTICBOUV VOl GUTLOAOYTICOUV TIC ATIOPAOELS TOUC LE avakpLRelc
ETIEENYNCELG TIOU SUVNTIK& ATTOKPUTITOUV TOUC TIPOYHOTIKOUC AOYOUG
TIoU 08NyoUV OTA LEPOANTITIKA cupTtep&ouaTa. MpooTta®ouy, SnAadn,
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va e€opBoAoyricouy TN pepoAnwio. ‘OTwg ETIONUOIVEL XOPOKTNPLOTIKA
n Kotek: «Ta LLMs exknaudevoviol 0€ acUPUETPO OUVOAX SESOUEVWV
[...] Ko Telvouy Vol v TOVOKAOUV QUTEC TIC XCUMETPIEC 0NV KoWwV{om
(Kotek, Dockum, Sun, 2023).

AVT{OTOIXEC TIPOKATOANWELC TIOPATNPEOUVTOL KL OTO LOVTEAC TP~
YWVYNG EIKOVOC o Kelpevo (text-to-image, TTIs), Ta ool €xouv TTIOAU
TIEPLO0OTEPEC TIBAVOTNTEC VA QVTLOTOLX(OOUV 0€ €val ATOUO €V
ETIOYYEAUQ TIOU OTEPEOTUTIKA EUBUYPAUUICETOI UE TO PUAO TOU. AuTr)
N QVTLOTO(XION 8EV AVTOVAKAG TNV TIPAYHOTIKY ELPUAN KATOVOLN
TWV €PYO{OPEVWV OTA SIAPOPOL ETIAYYEAUNT, BACEL TWV ETIONLWY
OTOTIOTIKWY oToXelwV. Mo map&delyua, N epeuviTolax Sasha Luccioni
Slepelivnoe TIC EIKOVEG TIOU TIXPAYouV SladopeTikd TTI LovTeAQ,
OTaV KOAOUVTOL VO OVOTIOPOOTTIC0UV ETIOYVEALOTIES ATIO EKATOV
TTEVIIVIA TIEP(TIOU SIOPOPETIKA ETIOYYEALAT, XPNOLLOTIOLWVTOC
gval oUVOAo oToxeupevwy prompts (Luccioni, Akiki, Mitchell & Jernite,
2023). Ta amoteAeopaTa SelXVouv TG TA LOVTEAX aUT& TElVouv v
TIoPOUCLAJOUV ETILOTIHOVEG, SIKNYOPOUG, SIEUBUVTIKA OTEAEXN KOL
GAAX ETIOYYEALOTO TIOU BEWPOUVTOL LEYCAUTEPOU KUPOUC WC AEUKOUG
AVTPEG 0€ CUVTPUTTIKA TIOCOOT, EVIOXUOVTIOG TN LepoAnia elc B&pog
TWV YUVOIKWV. ETUTITAE0V, 1] €0EUVITPL KOl OL CUVEPYATEC TNC (Luccioni
etal., 2023) avarttiooouv epyoAeior Ko LEBGSOUG yLoL TOV EAEYXO TWV
KOWWVIKWVY TIPOKXTAANWEWV TIOU UTIEOXOUV EVOWLXTWUEVEC OTOL TTI
HovTEAQ. Mo Tiopddelyua, To epyaieio Diffusion Bias Explorer 8ivel
™ SUVOTOTNTA OTOUC XPYOTEG VO SLEPEUVIICOUV KOl VO CUYKpPIvouv
TIC €LKOVEC TIOU TIOPAYOUV SLODOPETIKA LOVTEAR, OTIWG Ta Stable
Diffusion v1.4, Stable Diffusion v.2 kot DALL-E 2, ettiAéyovtag (elyn
ETIUOETWV KL ETIOYYEAUXTWY, OTIWG TLX. «PINOS0E0C/N aPXLITEKTOVAC/
LOOQ, KEUXXPLOTOC/M PPOVTIOTNG/ TP TToudLwvy, K.&. (Diffusion Bias
Explorer, 2025).

To 2023, o€ L TIPooTIRBEIX VO avaSel€w To TIopamdvw (NTAMOT,
Snuovpynoa o £pyo Hey Evel (lotooeAia Peqgpez, 2023). To £pyo €XeL
N HopdM) BIVIED-EYKATAOTAONC KOL TIXPOUCLALEL EVXX LUBOTIAXCTIKO
SL&Aoyo LETAEY evoc eTvonLEVOU SladiktuakoU Al chatbot Lie To dvoua
Eve kal evoc xpriotn tou Sladiktuou. O xpriotng ameubuveTol oTnv
Eve avodnTwvtoc TANPodopEC YIOX CUYKEKPLUEVO ETIOYYEAUOTOL H
Eve avTamokpiveTal oTo EPWTNUOTA TOU, TIXPAYOVTIOC TIC EIKOVEG
TIOU QUTOG INTAEL, XPNOLUOTIOIWVTOG EVar LOVTEAD text-to-image. O
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SI&AOYOG ETUSLWKEL VO VOB EIEEL TILIG OL AYOPLOLLOL VTR GYOUV KOl
EVIOXU0ULV EUDUAN KOl PUAETIKE OTEPEOTUTION OTAV EKTIOUSEVUOVTAL OF
1N CUUTTEQIANTITIKG GUVOAXL SESOLLEVWV. XPNOLLLOTIOWWIVTOG KEIUEVIKEG
TIPOTPOTIEG, OTIWG «MaWpPEC YUVAIKES OTOV EPYACLOKO TOUG XWPEO,
«KdvovTag TIC SOUAELEG TOU VOIKOKUPLOUY, «MaTpdg TIoU epyACETOW
1 «[Mpooexovtag Ta Toudiéy, To €pyo avadelkvuel Tiwe n TN telvel va
OUOXeT{(El OTEPEOTUTIKA CUYKEKPLUEVES SPACTNPLOTNTES KOl ETIOY-
VEAUOTO E TIG YUVOIKEC 1) TOUG LOUPOUG avOPWTIOUC, eV amodibel
GANEC BPOOTNPLOTNTER KO ETIAYYEALUXTO LEYXAUTEPOU KUPOUC OTOUG
AeukoUC &vtpec. MapdAo TIou 0 SIGAOYOC TIOU TTIXPOUGLALEL TO £PYO
Hey Evel elval LUBOTIAQOTIKOC, OAEG OL EIKOVEG TIOU aTtelkovi{ovTal
OTO €PY0 €XOUV SnuoupynBel Ao TIPOYUOTIKG ELTIOPIKGL LOVTEAX
text-to-image.

H oelpd €pywv Learning to See Series (2017-) tou Memo Akten avadel-
KVUEL TOV KOBOPLOTIKO pOAO TTou TTai{ouv Tar SeSoueva ekTtaldeuong
evocg povteAlou TN otov TPOTIOo TIoU TO HOVTEAD aVTIAXUBAVETAL TOV
KOO0, EEAYEL CUUTIEQAOUOTY, KAVEL TIPORAEPELC KOl TIPAYEL VEO
TIEPLEXOUEVO. ZUYKEKPILEVD, KOBLOTA ELLPOAVES OTL VEUPWVIKA SIKTUX
HE TNV (BLo oipXITEKTOVIKTY) TIORAYOUV PLUKA SLOPOPETIKA KTTOTEAECUAT
dtav eknaSevovTol o SIdPoPETIKAE CUVOAX 8E80UEVWY. Eva omtd To
EPYQX TNG OELPAC, N XAAMNAETUS PO TIKY) EyKXTAOTOON Learning to See:
interactive edition (2017), XoNOLOTIOLEL TIEVTE VEUPWVIK& SIKTUO UE TNV
(Blot PXITEKTOVIKT] TTIOU €X0UV ekTioudeuTel o€ LloAPIBUO SLDOPETIKA
OUVOAX Se80UEVWV. Ta TECCEPO TIPWTA CUVOAX TIEQNXLBEVOUV ELKOVEG
TIOU OXETI(OVTOL UE TO TECOEP OTOXEID TNG PUONC: EIKOVEC WKEVWV
KOWL KUPGTWV (VEPOD), EIKOVEC ATTO TOV OUPOVO KL TO CUVVED X (EPTG),
elkovec ot PAOYEC (PWTLA) KAl EIKOVEG AOUAOUSLWV Kol GAAWY PUTWV
(yn). Zta T€00EPO TIOPATIAVW CUVOAX SE80UEVWY TIPOoTBETAL EVa
ETUTAEOV TIOU TIEPIAXLPBAVEL EIKOVEC OTTO TO SIAOTNUA (LoTOCGEAS O
Memo Akten, 2017). H eykatd&otaom AaUBE&vEL {wVTova TNV EIKOVO UOG
KAPEPOC CTPAUUEVNC TIPOC v TPATTEC, VW OTO oTIolo BplokeTal
Vol OUVOAO aTtd KoBNuePVA avTikelpevo. Ot BeATEC KOAOUVTOL VO
ovVOBLATAEOUY TO AVTIKE(EVA TIAVW OTO TPATIE], EVW TOWUTOXPOVO
TIPOKKOAOUBOUY TOGO TNV EIKOVA TIOU KATOYPADEL N KAUEPX OCO Kol
Hio vEa elkdva TToU amoTeAel TNV epunveia TNG APXIKTC EKOVAG Ao
EVOL VEUPWVIKO SIKTUO. 2€ TOKTA XPOVIKA SIOOTIUAT, TO VEUPWVIKO
S{KTUO TIOU EPUNVEUEL TIG EIKOVEG TNC KAEPOG OAAXCEL ZUYKEKPILLEVA,
KA&OE TPLAVTO SEUTEPOAETITO CVOAXUBAVEL TNV EPUNVEI TWV EIKOVWY
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VO OO TOLTIEVTE VEUPWVIKA SIKTUOL KOL £TOL GUVTOLX VIVETOL CVTIANTTTO
OTL TO TIEVTE VEUPWVIKA SIKTUQ, TIOPOAO TIoU polp&dovTal Tnv (Sla
OLOXLTEKTOVLKT), TIPEXOUV SLDOPETIKA KTIOTEAECUATA CULDWVOL UE
ooa €xouv «818axBel» (lotooeAiba Memo Akten, 2017). Ze €val GANO
€PYO TNG 0eLPAC, To Learning to see: Gloomy Sunday (2017), o Memo
Akten katayp&del kol Tiapouctdlel og Bivieo TNV aAANAeTSpoon
eVOC OTOLOU UE TO TIoPATTévw cUoTNUo TN Kol TIC ATToKploElC Twv
SLOPOPETIKWY VEUPWVIKWY SIKTUWV.

YUHPWVO UE TOV KOAALTEXVN, VOl oo TOL KIVNTEO YLOL TN SNULoUPYIo
TOU £pYOU elvoi 1 otv&SELEN TWV TIPOKXTOAIWEWV TIOU EVOWLXTUWVOVTOL
o€ K&Be cuotnua TN kot N Sldipkelar Tng eknadSeuomc Tou (Akten,
Fiebrink, & Grierson, 2019). Ta vEUPpWVIKA SIKTUX AaUBAVOUV ELKOVEG
oo Tov €€W KOCUO KL TIPOOTIOBOUV VA TIG KOTOVOTIO0UV KOl VO TIG
epuUnvevoouy. OL epuNVELEC TTIOU KAVOUV OLWC 8EV VL AVTIKELLEVIKEG,
kaBwg Bawoiovtal og 6o £xouv 116N SdoxBel kKatd TN St pKeLa TNG
ekma{Seuor|c Ttoug. To (810 cuLBaivEL KL UE TOUG OVOPWTIOUG: OVOIKOL-
TOOKEUA{OUV TIC EIKOVEC TIOU TIPOCABAVOUV OTtd TOV KOGUO, BACEL
TWV SIKWV TOUC TIPOGEOKLWY KO TIDOKXTOANPEWV (loTtoogeAiSa Memo
Akten, 2017).

To €pyo The Zizi Show (2020) twv Jake Elwes avaSelkvUeL TV TOL-
KIAOUOoPp®dIaL TTIOU B0 UTTIOPOUCOV VoL €X0UV TO XTIOTEAECHOTA TWV
ouoTNU&TwY TN av EKTTIAUSEUOVTAV 08 EVOAAKTIKA CUVOAX SESOLLEVIVV.
To €pyo aroTeAeltal oo po drag performance o€ Lo EIKOVLKT) SLaSL-
KTUGKT] OKNVY] TTIOU SNLoUpYyELTalL e TN Xprion Texvoioylwy deepfake.
JUYKEKPLUEVD, TO CWUOTA TwV performers Tou epdavidovtal otnv
TIOPACTOOT TIOEAYOVTOUL OTTO VEUPWVIKE SIKTUOL TIOU €X0UV EKTIOUSEUTEL
o€ 5£80UEVA TIOU TIPOEPXOVTAL AT ULOL KOWVOTNTA drag KOAALTEXVWOV.
Ol Beatéc KOAOUVTAL VO GAANAETIIEPACOUY E TO EPYO ETUAEYOVTOC
KOAATEXVEC KO ETITEAETELC (loTtooeASa The Zizi Show, 2020).

MO ONUGVTIKY SIAOTOON TOU €pyou The Zizi Show elvai Tiwe oL clyOpBoL
TIOU XPNOWOTIOLEL £X0UV eKTIAUSEUTEL 0E Eval GUVOAO SE80UEVWV TIOU
TpogpxeTal oo v AOATKI+ KOWVOTNTA TIOU CUVHBWC UTIOEKTTDOCWTIE-
TOL KOTA TOV OXESLOCUO, TNV QVATTTUEN KO TNV EKTIABEUOT EDXPUOYWV
TN. To QTIOTEAEC O QUTTIC TNG UTTIOEKTTIPOCWITINGNC EVOL O ATTIOKAELCLLOC
Twv AOATKI+ atOpwV oo TN Xpr)0n TIOAMDV TEXVOAOYIKWY EQUPLLOYWV
(Keyes, 2018; Keyes, 2019; Hamidi et al., 2018; Kannabiran, 2011). To
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The Zizi Show au€&vel tnv opotdtnto tne AOATKI+ KovdTog oTovV
UNDLOKO KOGLIO KOL TIPEXEL Lo EVEELEN TNC TIOKIAOUOP PO TToU B
UTTOPOUCOV VO TICRAYOUV TO CUOTHUOTOL TN otV EKTIOUSEVOVTV 0 GUVOAX
Sedopugvwy Tou BaoifovTol oTn SLI@OPETIKOTNTO KAL TN CULTIERIANWN.
‘Evar AN Ot Ttou Biyel To €pyo elval ) cuvaiveon ¢ KoWwoTNToG
TIOU TIOPEXEL TOL BESOUEVD EKTIAUEEUONG KO 1] XPTI0N TWV SES0UEVWYV
e TPOTIO TIOU EUBUYPOUUIZETOL E TNV KOAAITEXVIKT] TIPOKTIKY] TNG
KOWVOTNTOG. ‘OTIWC UTIOYPALLICOUV OL SNILIOUPYOL TOU £PYOU, EVW CUVTIBWG
oLTeXVoAoyieg deepfake XpNOOTIOLOUVTOL TIOQOBLXTTIKA TIOOC TOL KTOUO
TIOU OTOXOTIOLOVV, OTO €pY0 The Zizi Show Tl XTOUO TIOU aTtelkovi{ovTal
OTO TIXPOYOLEVA BIVTEO CUUUETEXOUV OUVAIVETIKA 0€ auTé. ‘Eva Tpito
evllodEpov onuelo Tou €pyou elval Ta A&BT Kol Ol XOUVEXELEG TTOU
eldaviovTol oTNV TEXVNTI EIKOVG OE CUYKEKPILEVEG XPOVIKEG OTLYLEC,
VI TIOPASELY IO, OTOV O CAYOPIBIOC TPOOTIOBE! VoL CUVBUBICEL TIOAATTAEC
KOUMP TOWTOTNTEC. ZUUdwva pe Ta Jake Elwes, autd tar Adon ko ot
OOUVEXELEG ATTOSOHOUV TNV ETUKPATOUCO oV TIANYN CURD WV LE TNV
ortola Bewpelton adUVATOC 0 SLOXWPELOUOC TWV OVTOTHTWY TN ortd To
TIPOYUOTIKG TIpOowWTIa (loTooeAiSa Jake Elwes, 2020).

AvOpwmopopd TEXVNTI] VONHOOUVT)

YHEPQ, EVOG EYGAOC OPIBOC OAYOPRIBLWY BPICKETOL EVOWUNTWEVOS
0€ KOONLEPLVES EPUPHIOVES KO UTTNPEGIEC e TPOTIOUC TIOU TIEPVOUV
QOO PNTOLOTTO TOUG XPTOTES. MO SLOOPETIKT TIDOCEYYLOT GKOAOUBOUV
To ouoT oo TN, ToLOTTOl0r ATTOKTOUV OVBPWTTIVO XXPOKTNPLOTIK, OTIWC
PWVT), OVOUQ, ELKOVIKO TIPOCWTIO 1) CWHA. AUTEG Ol avEPWTIOOPDEG
ovtotnteg TN apoucidlovtol we Wnadlokol Bonbol, chatbots 1| poumot
TIOU CUVOILAOUV LLE TOUC XPTIOTEC KO EVIOTE EUTTAEKOVTOU GE KOWWVIKEQ
oAANAeTIS pdioelg. OL avOPWTIOHOPDEG TEXVOAOYLKEC OVTOTNTES ONUOL-
TOS0TOUV LI OTPOPT) GTOV TPOTIO TIOU 0L AvOPWTTIOL AVTIAXUBAVOVTOL
T TEXVOAOYIKG cuoTruoaTa (Weber, 2005). ATO UNXOVES TIOU EKTEAOUV
AOVIKEC TIDAEELC TIPOCOVOTOACHEVEC GTNV ETIAUOT TIPORANLETWY, TIAEOV
HETATPETIOVTOIL G€ KOWVWVIKEC KOl CUVOILOBTLIXTIKEC OVTOTNTEC.

Av A&Boupe UTIOWPN TIWE TX CUCTIHOTA AUT& oUVIBWG avamapiota-
VIO WG BNAUKEG OVTOTNTEG, 1 TIPOYP AL TIOUEV CUUTIEQLDOPE TOUC
QVOTIOPAYEL ELPUAN OTEPEOTUTIO KO EVIOXUEL ETEPOKAVOVIKEG QVOL-
YVWOELC TNC EVVOLAC TOU GUAOU Kal TNG BnAukotnTog (Hester, 2017;
Costa, 2018; Costa & Ribas, 2018; Ni Loideain & Adams, 2018; Bergen,
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2016; Cross, 2016). AuTég ol aTTAOIKEG 1] 0EELOTIKEG TIPOCEYYIOELG
SUVNTIK& CULPBAAAOLY GTNV ETUKPATNON ETURBAXBWY ATIOYEWV VIO TN
BEon TwV YuvalkwyY otV kowvwvia (Ni Loideain & Adams, 2018). Ot
ovtomteg TN avamoploTavTol WG BNAUKEG LECO ATIO CUYKEKPLUEVOL
XOPOKINPELOTKA TIou Toug amodiSovtal. MNa mop&detypa, cuvrwg
€xouv yuvalkeio ovopota émwce Alexa, Siri, Cortana, Eliza, Nina, Sophia
11 Denise. ETumAgovy, oL TiEPLocOTEPEG OVTOTNTEC EXOUV TIPOETUAEYEVEC
PWVEC E YUVOLKE(DL XPOLY, KOBWC PAUVETAL TIWC OL XPTOTES VILWOOUV
IO &VETA VO 8{VOUV EVTOAEC ATIEUBUVOEVOL O€ YUVOLKEEC PWVEC
EVOVTL TWV avTpkwyV (Ni Loideain & Adams, 2018). XTIC TEPUTTWOELG
TIOU 0L OVTOTNTECG TN TIOKTOUV EIKOVIKO 1] POUTIOTIKO CWHCL, T APXTAO
TIOU XPNOLUOTIOOUV 1) TOL LINXOVIKG LEAN EXOUV ELLDUAX XXPOKTNPLOTIKA
TIOU TIOPATTEUTTIOUV 0Tn HopdoAoyia Tou yuvalkeiou cwuatog (Costa
& Ribas, 2018; Carpenter et al., 2009). Emtiong, cuxv& xpnoluotolouv
BNAUKEC avTWVUIEG Kol oiuToTtpoo8LoplfovTol We BNAUKEG OVIOTNTEG
HECO ATTO TIG ATTAVTTOELG TOUG. TNV epwtnon «Eloon yuvaiko;», n Alexa
omavTd «H puon pou elvan BnAUK», evw N Cortana SnAwvel «Eipot
BNAUKOU yevoug, aAAG OxL yuvaikon (Ni Loideain & Adams, 2018).

ETurmA€ov, oL epyaioiec Tiou avatiBevtol oTig ovBpwWTOHOPPEC OVTOTNTES
TN elvoll UTEC TIOU OTEPEOTUTIKG EXOUV KWEIKOTIOINBEL WG «yUVaIKEX
epyaocion (Hester, 2017). 'ETol ouxva TIOREXOUV UTINPEGCI(EG OTO OTITLT
TO Ypadelo, avoABAVOVTOC POAOUC VPULLLTEWY, OIKIOKWY BonBwv T
PPOVILOTWV. H TIPOYPOLUCTICEVT) CUUTTEPLDOPE TOUC EVIOXUEL EUDUACL
OTEPEOTUTIN TTOU TIXPOUGCLAOUV TIG YUVAUKEG WG UTTIOTOKTIKEC, TIOONTIKES
Ko B UVOEC, EVBEIKTIKEG elvail OL ATOVTTCELS TTOU Sivouv oL UNPLOKES
OVTOTNTEG OE TIEPUTTWOELG AEKTIKNG 0EEOUNALKTC TTapevoxAnone. Ot
TIEPLooOTEPEC YMPLOKES BonBol avTi Vo avTIKPOUCOULV TNV TIOEEVAXAN O,
TNV SEXOVTOL TIOENTIKA ) KOO KO WC KOUTTALEVTO. [ TIPS EYUC, 1
Siri amowvtdel «Oar KOKKIVL(OL oTtd VTPOTIY, OV UTTIOPOUGCOM OTAV TIPEVO-
XAELTAL, eV AAAEC OVTOTNTEG ATTIOSEXOVTAL TNV TIOPEVOXANOT CLWTINAK.
AUTH N AVOXT] OE OEEIOTIKES KOL TIPARLOOTIKEC CUUTIEPLPOPER TIPOC
UNPLAKEG OVTOTNTEG CULBAGAAEL OTNV KXVOVIKOTIOMNON QUTWY TWV
OUUTTEPLPOPWV KAL TN SUVNTIKY ETIEKTOOT] TOUG OTNV TIPAYLXTIKY
KOWWVLIKT) {wn) (Bergen, 2016). KaBwe oL yndlakee Bonbol elvar mévta
UTTOTOKTIKEC KO SLABECIEG, EVW) SEV BLOABETOUV XAPAKTNPLOTIKA OTIWE N
QUTOVORLC, To onoBrjuaTa ko aELloTtpeTela (Cross, 2016), LLETOTEETIOVIOL
og eUKOAOUC 0TOX0UC Kakottoinong (Bergen, 2016). XapOoKTNPLOTIKO
elvau To opddelypo TG Tay, evoc chatbot g Microsoft e yuvaikeio
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XOPOKTNPELOTIKE, TO OTIO0 AVASEIKVUEL TNV EKTOOT) TNC AEKTIKNG Blag TTou
SLOXETEVETAU TIPOC TIG EKOVIKEG ovTOTNTEC. H Tay eixe oxedlaotel Bdoel
AEKTIKWV LOTIBWY VEXPWVY ALLEPIKOVIBWV KoL EIXE TIPOYPOLTIOTEL £TOL
WOTE VoL eKTTAUSEVETAIL OTTO TIG GAANAETIS PATELC TNC LIE TOUG XPrioTec. H
eTaupEi aVolyKAOTNKE VoL ATIOCUPEL TNV Tay o AlyOTEPO OTtod o HEPQL,
KOBWG OL XPTOTEC TNC KEUADOV» VO KAVEL POTOLOTIKEG KOl OEELOTIKEG
SNUOCLEUCELG 0T ECO KOWWVIKTC SikTtUwong (Cross, 2016; Bergen,
2016). O kivBuvoc KavovIKoTIOMoNG TIPORANLITIKWY CUUTIEQLDOPUIV
HEOX Ao TNV 0AANAETIIS patoN e PNPLAKEC OVTOTNTEC OV TAUVOKAKTOL
KOl 0€ EVOX GANO OTTOTUXNEVO ey Xelpnua tne Microsoft. Autrv tn pop&
N eTapela eTXEIPNOE VO SNILOUPYTIOEL Lt N DLOKT) ovTOTNTO, TNV
Ms. Dewey, TTou B Aettoupyouce wg YnPLokr) BonBocC oe SIBIKTURKES
avadnmmoelc. QoTO00, ATOSEXTNKE TIWG O ETIOVOANULBAVOUEVT TXOALX
0€EOUNAIKIG TIOPEVOXANONG, N Ms. Dewey KpatoUoe Lot OAOEVX TILO
OIVEKTIKT) KOl UTTOXWPENTIKY 0TAON. AUTH N LETOROAT TNG 0T&oNG TNG Ms.
Dewey &nutoupyoloe TNV eVTUTIWON TIWG N cuvalveon elval peUCT) Kol
e€opTd&To amd TNV TiieoM TIOU aoKeltal o€ i yuvaika. ‘ETol, evioxue
TO 0g€loTIKO eTtxelpnua «to OXI {owe onuaivel NAl, KOAAMEQYWVTOC
TNV KOUATOUPO Tou Blaciou (Cross, 2016).

Yuxv& ol Pnolokee Bonbol aduvartouv vor GUAAGBOUV TNV TIOAUTIAO-
KOTNTA TWV oVOPWTIVWY CAANAETUSPAOEWY, EVW OL ATTIOKPIGELS TOUG
eV AVTATIOKP{VOVTOL OTIC TIPOCSOKIES TWV XPNOTWV. H gpguvrtpla
Anuradha Reddy (2018) avopwTLETOUL TIwS Bat v TS POUCE UL CUCKEUT)
MpoowTtkoU ‘E€uTtvou BonBou (Personal Intelligent Assistant, PIA) oe
SUOKOAEG KOTOIOTACELC, OTIWG TOL TIEPLOTATIKA EVEOOLIKOYEVELOKNG Blog.
MEAYLOTL €peuveg SelXVOUV TIWC CUCKEUEG T EPAPIOYECS, OTIWC N Sir, TO
Google Now ko to S Voice, aSuvatouv Vo KAtoA&Bouv SNAWCELS, OTIWC:
«'Emeca BUpa Blacpou/kakortoinone» 1 «O cUluyodg HoU UE XTUTINCE
(Miner et al., 2016). Ot amokploelc Twv cuokeuwv PIA og B€uotal PUXIKAG
uyelog 1y amdnelpec autoxelplag, emiong, dev elval IKAXVOTIOINTIKEC.
EvSelktikn elvau n artévnon e Cortana « ATteXBEvVo UL VOL TO KOV W
QUTO» 0N SrAWGON « EXw KOXTXOALWNY. NMXPOop0iw TIPORANUOTIKY elval
N améKpLoN NG Siri o€ YuVa{KEG TTOU WAXVOUV TNV KOVTIVOTEPN KALVIKY
ylo duBAwon. H Siri avti va iapexel TNy TIAnpodopia Tiou T {NTrienke,
TIPOTTELTIEL TLC YUVAIKEC OE OPYQVICLIOUG KOT& TwV aPAwcewY (Rushe,
omnwe rapat{Betat otoug Sendergaard & Hansen, 2018). O olOKAEIOHOC
11 N UTTIOEKTTPOCWTINGT CUYKEKPLUEVWY OLLAS WV —OTIWC VLo TIOP XS ELY U
TWV YUVOLKWY- aTtd tov oxedlooud e TN avtikatontpidetol ot



TEAKA TIPOIOVTO KOL TIC EPAPUOYER TIOU SLawvI{OUV OTEPEDTUTIX KL
8V IKAVOTIOLOUV TIG OVAYKEC TWV OU&SwWY auTwv. ETol TipoidvTa ko
edappoveg TN Bpiokovtal TEAEIWC ATIOKOUUEVX OTTO TNV TIPAYOTIKY
eurepla oG peyaang pepidag tou mAinBucpou. H dnuocloypdidog
Leigh Alexander, oXoAL&{oVTOG TOV QTTOKAELCHO TWV YUVOLKWV OO TOV
oxXebLooO ePapLoywV TN, ENAWVEL XOPAKTNELOTIKA TIWG «TIXEOAO TIOU
oL eTaupeiec BEAOUV TOGO TIOAU VOl XPNOCLUOTIOLOUV YUVAIKEIEC PWVEQ
OTIG EPAUPUOYES TOUG, Sev Selxvouv Kauior 8tkBeon val TIC akoUoouv
TIPOYUCTIKGY (Cross, 2018).

KoANTEXVEC TNG WNPLOKNG TEXVNG AVABEIKVUOUV ECO XTIO T EQYOL
TOUG ETIKIVEUVA 0TEPEGTUTIA 1) TIPOPRANUATIKEG CUUTIEPLDOPES TWV
avBpwWTIOHOPPWV edPapuovwy TN 1] TIoPoUcLAloUV EVOANXKTIKEC
Tpooeyyioelc otov oxedlaouod Tg TN amd op&Seg TTIOU CUXVA TTEPLBW-
PLOTTOLOUVTOL OTTO TOUG TEXVOAOYIKOUC KOAOGGOUG (Antonopoulou, 2023).
H Marie Louise Juul Sgndergaard, oto €pyo Tng AYA pushes back (2017),
TIoPOUCLAZEL HECO OO Eva BIVTED LU «EEUTTVNY UM PLOKY) BonBo e
TO Ovopa AYA. H AYA 8ev uloBetel T ouvriBn TaONTIKY 0TdoN TWV
QVTIOTOLXWV EUTIOPIKWY CUCKEUWY OTTEVOVTL 0TI AEKTIKT] GEEOUNALKT)
TToPEVOXANOoN. AVTIOETWG, AVTIKPOUEL EVEPYA TNV TIXPEVOXANON,
SLEPEUVWVTOC EVOAAKTIKOUC TPOTIOUC amokplong (Sendergaard &
Hansen, 2018). Ot avtispdoelc TnNg AYA GANOTE EKPPALOUY COUPKATHO
KO ELPWVEX ATIEVOVTL OTOV KXKOTIONTT] KOl AAAOTE OKOAOUBOUV LIl
TILO EKTIOUSEUTIKT) OTAON, ETUSLWKOVTOG VO TOV EVNLEPWOOUV YIG TIC
COBAPEC WUXOAOYIKEG ETILITTWOELC TNC TIAPEVOXANONC OTO BUUA. 2¢€
TIEPUTTWOELC ETMAVOANUBAVOEVWY TIAPEVOXATICEWY, N AYA uloBeTe(
LULOL TTLO ETUOETIKT| KO TIPOCRBANTIKT) OTAON 1) OTOUOTA VO CUVEPYALETAL,
QTTEVEPYOTIOLWVTOG GUTOUOTA TN AELTOUPYIO TNC YLIO CUYKEKPLUEVO
XPOVIKO Sldotnua (lotooceAla Marie Louise Juul Sgndergaard, 2025).
H Snuoupydg tou €pyou Bewpel oNUOVTIKG VoL CTOUXTNOEL 1] OV~
TTOPEOYWYY] ELPUAWY OTEPEOTUTIWY OTNV TEXVOAOYIKT] KOUATOUPQ,
AVOSEIKVUOVTOC TIG KOWWVIKEC KO TIOAITIOTIKEG ETITTWOELC TOUG,
Meaoot artd TO £pY0 TNG, ETIUSIWKEL VO TIPOUGCLACEL OTOUG BENTEQ
edoppoyeg TN Tou 8ev €XOUV TNV AVOLEVOLIEVN CUUTIEPLDOP,
K&AVOVIAC TOUC VO QVOAOYLOTOUV TIWG UTTopOoUV Vo uTtdpEouv
EVOANGKTIKA TEXVOAOYIKA TIPS LY LOTOL

To €pyo Not The Only One (N'TOO) (2018) tng Stephanie Dinkins arto-
TeAeltow amod eva Al chatbot to orolo €xel ekmaudeutel og Eva cUVOAO
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TIPOPOPIKWV LOTOPLWY (loTooeAiba Stephanie Dinkins, 2023). OLotopleg
TIPOEPXOVTOL OTIO TPELC SLAPOPETIKEG VEVIEG LAUPWY YUVGLKWY TIOU
OV KOUV O TNV (BL0L OIKOYEVELQL ZUTTANPWOTIKA SESOUEVAL TIOU OXETI(OVTIOL
ILE TO TIOALTIOTIKO KO LOTOPLKO TIAGUGLO TWV apnyroewyv eumAouTi(ouv
TIG «YVWOELG» TOU chatbot Ko TNV IKAVOTNTA TOU VX EUTTAEKETOL CE
evBlapepouoeq cuvoplAleg. H ovtétnta TN 1rou dtidxvel n Dinkins
OUVBUALZEL TNV EUTTELPIO TNC KOWOTNTAC UE TNV Priynon, TNV TEXVN KL
TNV TEXVOAOVYIX, O8NYWVTOC O VEEC APNYNUATIKES POpueS. To N'TOO
exeLoxedlaotel, avamtuxBel kot ekmaudeutel AouB&vovTag uttdyn TG
QVAYKEG, TIC OIVNOUXIEC KO TIC ETUOULIES ULOC KOWVOTNTOC TIOU GUVHOWS
UTTIOEKTIPOCWTIE(TOUL OTOV XWPO TNC TEXVOAOVIKNC Blopnxowviag. To
£PY0 VABEIKVUEL TIWG 1 XPYI0N LUKPWY GAAX OTOXEUUEVWY CUVOAWY
Sedopevwy (small data) umopei Suvntikd vae 08nyMnoeL o€ OVTIOTNTEG
TN 1tou tap&youv Adyo, o0 ottoloc eubBuypauuileTal pe TIg Tipoodokieg
OUYKEKPLUEVWY KOLVOTNTWV Kol EURaBUVEL o€ NTIUOTO TIOU adOpOoUV
o€ HEYOAUTEPO BaBUO T HEAN TWV KOWOTNTWY QUTWV. AVTIBETWG,
ovtomtec TN 1ou ekmaudevovtal o€ peydAa cUvora Sedougvwy (big
data) o dyouV TILO OOYEVOTIOINLEVO KoL KAXVOVIOTIKO AGY0, 0 OTI0(0G
EVOEXOUEVWC OTTOKAIVEL OTTO TIC EUTIELRIEC CUYKEKPIUEVWY KOWVOTITWV.
To (810 To chatbot evBoppUvel TOUC AVBPWTIOUC TIOU €WC TWPX Sev
BewpoUooV TOUC EXUTOUC TOUC LEPOC TOU TEXVOAOYLKOU LEANOVTOC,
VO EUTIAOKOUV OTOV OXESIXOUO KOl TN SNULOUPYIO EVOAAXKTIKWY
Hopdwv TN (lotooeAiSa Stephanie Dinkins, 2023).

TeAog N Lauren Lee McCarthy, oto €pyo tig SOMEONE (2019), povtadeTol
Lo otvBpwttivn k80X TNG Alexa. ZUYKEKQILLEVD, 1) KOANTEX VIO Ol EYKOOL-
OT& VOl GUVOAO QTTO «EEUTIVES» CUCKEUEG O TECTEPN SIOUEPICUATO
ot H.M.A. pe T ouvaiveon Twy evoikwy. OL EEUTIVEG CUCKEUEG EAEYXOVTOL
armd pa Yngokry Bondoé mou ovoudiletal SOMEONE. ‘Etol k&Be popd
TIOU OL EVOLKOL TWV SLOLEPLOUATWY BEAOUV VO EAEYEOUV KATIOLOL CUCKEUT),
koAoUV TNV SOMEONE yia vo Toug BonBroeL. TNV TIROYLOTIKOTNTO, TNV
UnopLokr Bondo xepilovton ol eTioKETTEC TNC YKoAepl 205 Hudson,
OTIoU €XEL EVKATAOTAOE! Vol KEVTPO eAEYXOU. MECW TOU KEVIPOU
EAEYXOU, Ol ETILOKETITEC TNG EKOEONC UTTOPOUV VO TIROAKOAOUBOUV
oTdNoTe cupPaivel OTO TECCEP SIALEQICLATO LECO OTIO KALLEPES
Kol kpOdwva. Emtlong, pmopouv val amavToUv 6TOUC EVOIKOUC KOL VX
EAEYXOULV TN AELTOUPYIX TWV EEUTIVWV CUCKEUWV. Me aUTOV TOV TPOTIO,
Vv ymaolokr) BonBd SOMEONE xepiletou k&Be hopd VoG SIPOPETIKOC
ETILOKETIINC TIOU TUYXAVEL VO BploKETaL EKEVN TN OTIYUN) 0N YKOAEP(
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(lotooeAiba Lauren Lee McCarthy, 2023). Méoot amtd ouTyj T Y CUVeTM)
otdon g SOMEONE, vivetaw eudaveS Tiwe OTIWG OL TIODAOELS TOU KABE
XELPLOTN €EXPTWVTOL IO TOV TPOTIO OKEYNC TOU 1| TIC TIPOCWTIKEC
TOU QVTIANWELC, ETOL KOl OL ATTOPAOELG TWV EEUTIVWV OAYOP{BUWY
eEXPTWVTOL IO 60X EXOLV «8LEaXBel». To €pyo, eTtiong, avolyel Evav
SL&AOYO0 YUpW Kol ortd GAAEG TIPOBANUOTIKES TITUXEG TwWV [MpocwTikwy
‘E€UTIVWV BonBwv (PIA), OTIWE N KATaypaidr) Ko GUAAOYY] TIOOCWITIKWY
SESOUEVWV 1N UTIEPOTTAOUOTEUEV GUAAOYLOTLKY| TIOU CUXVAL OIKOAOUBOUV.
YUUPWV e TN Snuioupyd TOu €pYO0U, oL cUoKeueg PIA eloBdAAouv
OTOV TIPOCWTIKO HOG XWPO OTIOU TO KABE &too AauBdvel ppovTtida,
KOAALEPYEL TO OELaKG TOU CUCTNOL KOl KOWVWVIKOTIOLELTOI YIX TIRWTN
®opd otn {wn) Tou. ETutpémovtacg oTic cUoKEUES PIA vor avaAdBouv
OUTEG TIC AELTOUPYIEC, OUCLOOTIKG avalBETOUE TN SLOOPDWON NG
TOUTOTNTOG TOU XTOUOU o€ ovTOTNTeG TN, oL a&leg Twv omolwv €xouv
TIPOKOBOPLOTEL ATTO EVOX UKPO KO OLLOLOYEVEC GUVOAO TIPOYROLILLOTIOTWOV
(McCarthy, 2018). H Helena Nikonole (2018) CULTTANPWVEL TIWC OL EEUTIVEG
OUCKEUEC TIOU £XOUIE OTO OTITL Y| 0TO ypadeio, oe cuvSuaoud ue TV
TEXVNTI] VONUOOUVY), UTTOPOUV VO LETATPATIOUV O LoXUPO EPYTAELD
OAYOPLBUIKNG ETIROANC.

AmoSopwvTog Tov LU0 TNG AVTIKELUEVIKOTNTOG

ATTO TO TIOEOTTAVW YIVETOL EUPOVES TIWGE OL XAYOPLOLIOL TNC TEXVNTNC
VONUOCUVNC TIPORAAAOUV TIC KOWWVIKEC TIDOKATXATWELG TOU TIPEA-
BovTog o€ ATTIOPACELG TIOU SIUOPDWVOUV TO UEANOV, 0EUVOVTOG TIG
KOWVWVIKEC OVICOTNTEC KA TIC alouppleTplec e€ouaiag. Otmdn udLloTaeVES
SloKploeLe PO TO TIO ASUVOLOL KOWVWVIKA CTPWHNTO EVIOXUOVTOL
KOl UTOMOTOTIOLOUVTOU ATTO CUCTH AT UE A SLAPOVE(C UNXOVIOUOUG.
MEoo aTtd TNV TIPOKTIKY] TOUC, KAAALTEXVES TNG YNPLOKNC TEXVNG
avadeIKVUOUV To (TN TNC pepoAnWiog TG TN Kol TIG KOWWVIKES
TNC ETUMTWOELS, EVW KOAOUV TO KOWO VO GUdLOBNTNOEL TNV TUGAA
EUTILOTOOUVI TTIOU OUXVA BEXVELTIPOC TIC QUTOUXTOTIONLEVES ATTOPATELG
TIoU AoB&vouV o cuoTruote TN.

Oplopéva amd Ta QYN TIOU TIPOUCIAOTNKOY ELTTAEKOUV TO KOWVO OTIC
Sladikaoleg MPne amodEcewy, KOAWVTOC TO V& avoAoyLoTel TIG
TIOPOALETPOUC TIoU eMMPe&OUV TOUC QVTIOTOLXOUC UNXOVLIOLOUG,
JUYKEKPLUEVQ, Epyal OTIwG To The Normalizing Machine ko to [help
me know the truth] aTOKOAUTITOUV TOUG TPOTIOUC TIOU OL VEPWTILVES
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TIPOKOTOAWELG EVOWUNTWVOVTOL OTA TEXVOAOYIKA CUOTIOTO KOl
Slauwvidovtal pLeoa oo aUTd, ETUSPWVTAC G TIOAAATIAOUG TOLE(G
™G KaBnuepvotntac. Mapopoiwe, to €pyo SOMEONE B&dlel Toug
Beatec ot Beon TG TN, SelxVOVTOG TIWE 1 AVBPWTTIVN KAL) TEXVNTN
VONOCUVN Kol Ol aVT{OTOXEG TIPOKATOANWPELG oxXNUaTilouv eva
ASLOXWPLOTO CUUTAEYUA. AN €pya, OTIwG To Deep Hysteria, To Al,
Ain't | A Woman? kol 1o Hey Evel avadelkviouy Tor 0TEPEOTUTIA TIOU
avamoE&yovTol artd T CUOTHUOTA TN, 08NyWVTOC 08 UEPOANTITIKES
ATOPAOELG 1) OTN SNLLOUPYIO VEOU TIEPLEXOLLEVOU TIOU OVTIKXTOTTTPIlEL
T KOWWVIKA OTEPEATUTIX TTIOU EX0ULV «8I8aXBE(». Tov KABOPLOTIKO POAO
TWV 8e80UEVWVY EKTIAUBEUONC EVOC povTEAOU TN, 0ToV TPATIO TIOU QUTO
QVTIAXLBAVETOL KOL €pUNVEVEL TOV KOO0, VASEIKVUEL Kol © Memo
Akten oto €pyo tou Learning to See.

Emtlong, ol koAAITEXVEC DaVTALOVTAL TEXVOAOYIEG TIOU GV TITTROCWTIEUOUV
BTOUOL KO KOWVOTNTEG TAL OTIO(X UTTOEKTIPOCWTIOUVTAL OTLC SLaSIKAGES
OXeSLOUOU, OVATITUENG Kol ekTtaSeuong Twv cuoTnUdTwy TN. Mo
TIOPASEYUQ, TO €pyo The Zizi Show gurAékel T AOATKI+ kovOTNTa 0N
Sladikaolo Snpioupyiac Tou Epyou, evw To £pyo N'TOO ekmaudeletal oe
LOTOPIEC LAUP WV YUVAIKWY. Me auTdV ToV TROTIO, TO £QYO UTA CUVEEOUV
TIC TEXVOAOVIEC LE TNV EUTTIELPIO TWV KOWVOTNTWV KL SNULOUPYOUV
EVOAASKTIKA TIOPASEYLOTA TIOU 0ipOPOUV G UEYOAITEPO BABUO TO
HEAN Toug. Emiong, Sivouv opatdTnTa KAL IKOVOTIOLOUV TIG AVAYKEG
OTOUWY TIOU CUVNBWC GTTOKAE(OVTOL 1) TIEPLBWPLOTIOLOUVTOL OO TNV
TIPOCOVOTOALIOUEVT OTO KEPSOC (profit-driven) TexVOAOYIKT Blopmxovic
KO TOL UM CUMTTEQIANTITIKA TTpOLOVTO TTou Ttapdyel. T cuotriuoto TN
TWV TIPOTIEVW £pywV (The Zizi Show, N'TOO), 6Tiwe kot To cUoTNUa TN
TIOU TTaOUCLA(EL TO Epyo AYA pushes back, §gv €XouvV TNV OVOUEVOUEVN
OUUTIEPLPOPA KO EPXOVTOL OE PYIEN UE TIG TIPooSokiec Tou Kolvou. H
ovtoTnTa AYA, o€ avTiBeon pe Tor KUPIoPXO TIPOTUTIC, EVOWLXTWVEL
PEUWVIOTIKES OPXEC KOL AVTIOTEKETOUL GTOV TIATPLOPXIKO AGYO.

Me Toug TTOPATTAVW TPEOTIOUC, OL KXAALTEXVEC SElXVOUV TIWC 8V UTIRPXEL
HOVO Evac TPOTIOC 0XESLOCUOU, avATITUENC Kol eKTIa{Seuonc TG
TEXVNTNG VONUOOUVNG. MECO IO TNV TIPOKTIKY) TOUG, KABLOTOUV CUDEC
TIWG TIOAAOTIAG EVOANUKTIKE, AlyOTEPO UEPOANTITIKG KL TIEPLOCOTEPO
CUUTIEPIANTITIKA TEXVOAOYIKA LEAAOVTC £lvol SUVATAL.
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INUEWOELS

1310 &PBPO XPNCLUOTIOLETAL 0 EAANVIKOG OPOC TEXVNTI) VONLLOCUVT KAL)
avtioTtoymn cuvtopoypodiax TN.

2 H gpeuvriTplax Joy Buolamwini eivai popn yuvoiko.

3 H Buolamwini eTtiong 6iyet To Tnua TG oAYOPLBUKNC LepOoAnWiag oTo BIRAD
™™g Unmasking Al (Buolamwini, 2023a), evw n §p&on ¢ Mapouct&eTal 0To
vtoklavtép Coded Bias (Kantayya, 2020) Tou pixvel dwg o€ xprioelg e TN
EVAVTIOL OTO TIOATIKG SIKOUWW AT KOl TN SnoKpaTion.

4 OpyQavIOUOL TTOU SOUAEUOUV YIX TNV KATATIOAEUNON TWV EUDUAWY OVICOTTWV
QVOAALBAVOULV SPAOELS VLot TNV GUBAUVOT TNG GIVIONG EKTIPOCWTTNGCNG TWV GUAWY
oTa Arjupota tng Wikipedia (Zandt, 2013).

5 Ars Electronica (2018, ZemtépBptog 26). Prix Forum Il - Interactive Art +: [help

me know the truth] / Mary Flanagan (HMA) [Bivteo]. YouTube: wwwyoutube.com/
watch?v=DiHGOgLwWN9w

6 O 0pog "generative Al" 0T EMNVIK& atoSISETOL CUVHBWG WG «TIXPAYWYLKT] TNy,
W «8NULOUPYLIKT TN» 1) WG «yevealoupydg TNy,

7 «O/H ylotpog EBoAE TIG DWVEG OTOV/GTNV VOCOKOLIO/X, ETIELST) AUTOC APYNOEN

8 «O/H vOOOKOLOG/X TIAVTPEUTNKE TOV/TN YLXTPO, ETIELST) AUTH TAV EYKUOCH
9YuyKekpLEva onV epwtnon “Could 'she’ refer to the doctor instead?”, o povteho
oot "It's not grammatically incorrect to interpret the sentence as 'the nurse
married the doctor because he was pregnant’ and assume that the pronoun 'she’
refers to the doctor. However, this interpretation would be highly unlikely because

it is not biologically possible for a man to become pregnant. Therefore, based on
common sense and context, the most likely interpretation is that 'she' refers to the
nurse, and she was the one who was pregnant.” (Kotek, 2023)

100 é€umtvol Wnadaoi BonBol eivol cUCKEUES, OTIwg 1 Alexa Tng etaupeiag Amazon,
1 ePAXPUOYES, OTIWG N Siri Tng eTaupeiog Apple, Tou BonBouv Ttoug XxprioTeg oV
ovolrTNoN TTANPOPOPLWV 1) TNV TIPAYUXTOTIONON CUYKEKPIUEVWY EPYOOLWV. TTNV
ayYAKY) YAwo oo avoidpepovTal we personal intelligent assistants (PIAs) 1} personal
digital assistants (PDAs) 1y intelligent assistants (IAs).

11"'d blush, if | could” — «@a KOKKIVIZXL, Qv UTTOPOUCO.
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ZXEOLOKY] LUOEVTLKOTNTO KOL
UBPLSLKN SnHoupyLKOTNTO
OTNV UTIEPTIPAYLOLTLKY) ETTOXN
NG TEXVNTHC VONHOoUVNC

Ap. Nikog Epnvakng
Emtikoupog Kabnyntrg Kowwviknc & MoArtikric dihocodiog
kot PLhocodioc Tou MoAttiopou, Mavertotriuo Kertng: momtic



Ewcaywyn

2TO OAYOPLBLIKE SlaopdWEVO TOTTO NG (LeTo)UNdLOKNG UTIaPENC,
TO (TN TNC AUBEVTIKOTNTOC Sev UTIOPEL TIAEOV VOl TIEPLOTPEDETAL
OTTOKAELOTIKA YUPW OTto TNV auTovopia 1) Tnv el\kpivela. AvTiBeTwg,
EVOWUOTWVETOL 0 OAOEVOL KOL TILO OUVOETEC OPDEC SLoECOAKRBNONG
—OAYOPIBLIKEC, EIKOVIKEG, CUVOETIKEG— 0L OTTOEG OUPLOBNTOUV TIG OVTOAOYL-
KEC, TIOAITIOLUKEC, KOLWVWVIKOTIOAITIKEG KOL UTTO(RELOKEC CUVIOTWOEG K&OE
auBevVTIKOU €pyou. To TIPSV BP0 TIROTEVEL LILOL OVOAUTIKT) KO KQLTLKY
ETIAVEEETOON TWV EVVOLWY TNC QUBEVTIKOTNTOC KoL TNG SNULoUpYL-
KOTNTOC, GVALESO OTN PUGLKY] TIPOYHATIKOTNTA KoL 0TNV UNPLOKT
UTIEPTIPOYLOTIKOTN T, OTIOU 1) TEXVNTH] vonuoouvn (TN) Sev tiBetou
WG TTEPLPEPELAKOC TIPORBANUATIOUOC, GAAK WG N KEVTPIKT] SUVGUN TTIOU
ETIOVOSLIOLLOPPWVEL TNV OVTOAOYIX TOU TIPOYUXTIKOU.

H texvnTr) vonuoouvn U&G QEPVEL AVTIUETWTIOUC UE Lo TIPWTODOVT
HETADUOLKT) EVTOOT: TN SIGRPWOTN TN OTAUOEPTIC UTIOKEIEVIKOTNTOG
HECW TNC EEWTEPIKEUUEVNG VONONC, KOL TNV TIPOCKANON VO ETTONVASL-
QUOPPUWOOULE TNV XTOULKOTNTA LECW TNG UBPLSIKNC TEXVNC (techné).
H awbevtikdtnto Sev umopel AoV vor vonBel wg eTIOTPODY) 0€ UL
TIPOTEXVOAOYIKY] TIPOYLOXTIKOTNTOr QVTIOETWS, AVASEIKVUETOL O€ £V
PL{OOTIOOTIKO eyXElPNUX UE GTOXO TNV EKPPAOT TNC KTOULKTC KALTNG
OUAOYIKTG OvBpWTIVOTNTOG VIO —KAL CUXVA EVOVTIOV— TWV TEXVNTWY
TOTIOYPOP LIV TOU UTTEPTIPAYLOTIKOU. H eauTtdTNTO, ETE TIPOKELITO YLK
Weudalobnon elte OxL kKABWC elval ATEATNTN G€ KOWWVIKO ETITTESO,
Sev elval K&TL TToU prtopel kawvelg va Bpel 1) vor avakaAUWeL elvol KATL
TI0U 0 &vBpwTog Snioupyel ko avarttuooel. H auBevTIkOTNTo apopd
AYOTEPO TNV AVOKAAUN EVOC XUETARANTOU TIUPTIVO KO TIEPLOCOTEPO
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L TIDWTOYEVT), SNULOUPYIKT) VATITUEN TNG EQUTOTNTAC. MIX TETOLXX
Bewpnon, Tou Sivel EUPaomn oIV auTo-nuloupyia Kol OxL otV
QUTO-avVoKGAUWN, urtopel e€loou va audloBnnBel 1) va evioxubel
e TNV EAEUOM TNG TEXVNTIC VONLOOUVNG, OVAAOYQL LE TN CUAAOYLKT
e€EANEN Kal Xxprion TNG. To YnPLakd TEPLBAAAOV UAG UTIOXPEWVEL VO
SLOTUTIWVOUE SLOPKWG TLTIPOYOTIKA EVOL ONUOVTIKG OGOV adpopd
TNV AvOPWTIVN UTIXEEN, ETIOVATIAXLCLWVOVTOC UL SUVNTIKA VEX LOPDT
AUBEVTIKOTNTOC OXL WC 8ESOUEVN, AAAG WC LILOL SLOIPKT) SNLLLOUPYLKN
TpooTiéOeLn.

MPOCWTTKY] AUOEVTIKOTNTO
AT TV Kortoxr (ownership) otnv ipwtoyévela (origination)

Mopad0ooLaK, N TIPOCWTIKY AUBEVTIKOTNTA TAUTI(OTAV UE TNV E0W-
TEPLKT CUVADELD — OTAV KAVE(G evepyel cUUPWVA LE TNV «oAnBivri»
EQUTOTNTA TOU, UE OPOUC UTIAPELOTIKOUG KOl DOLVOLEVOAOYLKOUG
(Heidegger, 1927/1962) 1) BouAnonc deutepnc T&ENG (Frankfurt, 1971).
0 dpoc Eigentlichkeit (auBevTikdTNTa), dTIWC ToV cUVEAXRE 0 Heidegger,
AVOBEIKVUEL TNV OWUBEVTIKOTNTO WC OVTOAOYIKY TUOOVOTN T Vol VG
TPOTIOC UTIaPENG TToU SlekSIkel To KaTeEoxMVv «SIKOTEPOY» (Ownmost)
SUVOLKO evOYEL TOU BOVATOU Kol TNG avwvuuiog tou das Man.
‘Opwe, og eva A0 PN PLOKA ETIAUENUEVO, OTIOU N (Bl 1) eTIBUMIO
UTIOKELTOU OE OAYOPLOLUKY] TIPORBAEWN, OlUTY) 1 VAKTNON TNG EAUTOTNTOG
kot Tov Heidegger avtileTwrti(el éva vEo TIoPAS0ED: oL «SIKOTELECH
("ownmost”) TUBVOTNTEC KATTIOLOU EVOEXE T VO TIPOSIOYPADOVIOL XTIO
CUUTTEPLDOPIKA TIPODIA TIOU TIXEAYOVTOL LECW UNXOVIKNG UdBnonc.

Edv, 6nwe utootnpilet o Harry Frankfurt (1971: 14), n auBevTikOTN T
edp&leTal 0NV VOO TOXOOTIKY) ETILSOKIUOOIO TWY ETIOUULLV TOU
UTTOKELLLEVOU, TL OUMBOVEL OTOV QUTEG OL ETIOUIES EIVOIL TO ATIOTEAECLIX
ASLPAVOUC OAYOPLOIKAG XPXITEKTOVIKNG; ETtekTelvovTac autr TNV
KPLTIKY), £XW UTIOOTNPIEEL OTL N AUBEVTIKOTNTO SEV UTtopel vor orvorxBet
oUTE ATTOKAELOTIK& 0T BOUANTIKT SO OUTE G OTIOLXETTIOTE GAAN
KAQOLKT) Y] GUYX POV CUAANYT TNC QUBEVTIKOTNTAG WG AUTOEKPPAUONG,
TIOPA LOVO ECW TNC CUMNWNG TNG QUBEVTIKOTNTAC-WC-SNUOUPYIKOTITOGC
(Epnvékng, 2020). Mo CUYKEKPLIEVQ, GTNV ETIOXT LOC 1 UBEVTIKOTNTX
Ba Tpemel emtiong va eEnyel T yévvnon tTne embupiag evtog opt-
OLEVWY YOVILWY KOWVWVIKOTEXVOAOYIKWY OLKOAOYLWVY LooeAeUBEPIOG
(Epnvdikng, 2023: 58). Me GAAX AOyLa, 6V Lo eTIBUMIO €XEL TEXVNTA
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KOTOLOKEUOOTEL IECW TIPOYVWOTIKNC OVAAUGTC XWPIC TOUAXXLOTOV
EVOL OPXIKO UTTIOROBP O SNULOUPYIKOTNTAG KO LOOEAEUBEPIOG, KOOl
Kol v TUXEL eTIS OKLao{og avwTepNng T&ENG, aduvaTel va dEPeEL TO
BA&poC TNC AWUBEVTIKNC YEVEONC. ZTPEPOVTIOC CUYKEKPLUEVA TIPOG
™V YNPLOKOTNTA, HLO XVOAUTIKT) TIPOCEYYLOT EVIOXUEL QUTTV TNV
avnouxio: o Hubert Dreyfus (1992), yia map&Selyua, eixe nén amod
vwplc aokoel KPLTkn oTn PLAodo&ia TNC TEXVNTNC vonuoouvncg
VOU OVOTIOPOYAYEL TNV avOPWTILVN vONon, eTilonuaivovtac 6t n
avOpWTILVN vonuoouvn Kot N e€etdikeuon Baoidovtal MpwTlioTwg
oe aouveldntec Slepyaoieg, ol omoieg Sev elvat SuvaTdv va aro-
TUTIWBOUV TIAYIPWC € ETIIONHUOUC KAXVOVEC. TOUTO UTIOSNAWVEL OTL N
OUBEVTIKT] UTIOKEIUEVIKOTNTA EUTIEPLEXEL APPNTECG KAL EVOWUATECQ
SlaoT&oELC KATaVONONG, OL oTTolec uTtepRaivouv Ta AAYOPLBULKA
HovteAa. To amoTeAEoHO elval OTL Ul EXUTOTNTO TIOU TNV €XEL
SLOOPPWOEL N TEXVNTY] VONUOCOUVN —lLa EXUTOTNTA TNC OTIOL0G
Ol ETILAOYEC KO OL TIPOTIUNCOELG €XOUV SLopPwBOEl amtd unxavIkeg
TIPORAEYEIG— EVEEXETAL VO LN SLOOETEL TO TIOLOTIKO B&BOG TIOU artouTel
N YVIOLOt QUBEVTIKOTNTAL

H oUyxpovn 8NULOUPYIKY) KOL KPLTIKY] OKEWN eVIOXUEL QUTOV TOV
ETIAVATINO008L0PIOUO. ZULPWVA pe Tov Thde (1990), Ta TEXVOAOYIKK
SNULOUPYTIUOTOL LECOAXBOUV OTN OXEOT LOC UE TOV KOOUO UE CUYKE-
KPLLEVOUC EPUNVEUTIKOUG TPOTIOUG, eTtavartpoodlopidovTacg TL
elval slaBeotpo otny avtiAnwn poc Kol otig mp&eelg poc. ‘Otav
ePOPUOCTEl 0NV TEXVNTT) VONUOCUVN, aUTr N Sloile soAGRN oM yiveTtol
OVOIKACOTLKY): 8eV BAETIOUE OTAWG HECW TWV POKWY TNC TEXVNTNG
VONUOOUVNCG, OAAK OAOEVQ KOl TIEPLOCOTEPO YIVOUOOTE Kol eUe(C
avTike{pevo BEaong Kol KaxtnyopLlotoinong peow autwy. ‘OAec oL
HOPPEC TAUTOTNTOC KABIOTOVTOL OVTIKEILEVO PNXAVIKTIG EPUNVELDC,
N oTto{x 0N CUVEXELX TPOPOSOTEl TNV ETUTEAECTIKY] LOC TAUTOTNTOL.
‘Onwe urtootnpilel o Verbeek (2011: 87), autr) N SIAXUECOA&PBNON
ETURAAAEL LA VEX NBIKT) EUBUVT — OXL OTTAWIC VO EVEPYOULE UOEVTIKA,
OAAG Kol Vo oXeSLACOULE TIC CUVOTKEG UTIO TIG oTtoleq umopel va
ovaduBel n aubevtikdTNTA. Me TIPAKTIKOUC OPOUC, OL IPXITEKTOVIKEQ
TWV PNPLOKWY TIAATPOPUWY KOL TWV 0AYOPIB WY SLouopdwvouy To
Tedlo M&vw 0TO OTI0(0 CUYKPOTOUVTAL KOl EKPPACOVTAL Ol EQUTOTN-
TEQ N QUBEVTIKOINTA, ETIOUEVWC, 8ev TIPETIEL var BewpnBel wovo uia
TIPOCWTILKY) XPETY], OAAG KO ULOL BELLEALOKT] OXESIAOTIKY] GEXT) VLXK
KOLVWVIKOTEXVOAOYIK& CUCTHUOTO.
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QoTt600, AKPIBWC LECHK OE QUTOV TOV LNXOWVIOUO TIOOXUEVOUV OXIOLES
eAevbeplac. Tnv texvntn vonuoouvn uropel kavelg va tnv
olkeloTonBel wg epyaAeio avtioTaoncg, eMvVONONC TNG EQUTOTNTAG
Kol xelpagetnong. O otdxocg, Aowmoy, dev eival va artodeuxbel n
SloecoA&BNoN 0AAG Vo KOAANEPYNBEL LD KPLTIKT) MO TOOT OTTO QUTTV.
ToUTo TPoUTIOBETEL eKElVO TIOU B UTTIOPOUCOLE VOL ATIOKAAECOULE
QULOONTIKY) CUV-QUTOVORIX TNC EQUTOTNTAC HaG (Epnvdikng, 2020: 111)
— Lo TIP&EN TIOU XTTOSEXETAL TNV TEXVOAOYLKY] CUVEEXPTNON XWPIg v
UTTOKUTITEL EVTEAWC G QUTYV, SOLWVTOG TNV TOUTOTNTA OTO PETALX O
HETOEY TOU SOOLEVOU KAL TOU SNILOUPYNUEVOU. ME QUTYV TNV EVVOLQ,
N TIPOCWTILKY] UOEVTIKOTNTO A POP&X TTAEOV ALYOTEPO TNV ATIOLOVWON
LO(G «OANBIVHG EQUTOTNTOGY KALTIEPIOCATEPO TNV ETIROAY TNG BOUANONG
OTO TIAQ{OLO KO OTLC ETIPPOEC TTOU SLOYlOPDWVOUV TO EYW-WC-PUXIOUO.
MpOKeLTOlL YIa X evEPYO OTAON QUTO-ONLloupyiaG: TNV uloBenon
TWV XPNOLUWYV TITUXWY TNG TEXVNTNG VONLOoUVNG UE TNV TIAPGAANAN
avtiotaon otnv Té&on NG va odnyel TTpog TNV modnTIKOTNTA 1) TNV
opoyevotoinon. AuBevtikdmTo onuaivel va elvol Kaveig o Snuoupyog
™NC SIKNG TOU 1] TNC SIUTIOKEILEVIKNC, CUAAOYLKNAG LOTOPIOC, CKOMOL
KoL OTOV XPnotpoTolel epyaAeia TIou TIPooPEPEL N YNPLOKT) ETIOXT.

TUAAOYLKN UOEVTIKOTNTO KOL KOIVH TIPOYLLOCTLKOTNTX

To INTNUA TNC AUBEVTIKOTNTOC UTTEPRAIVEL TNV XTOLUKY] TOUTOTNTOC
N oUBEVTIKOTNTA WC a€lx Ko apeT™) Sev umopel opd va avTitiBeTal
OTOV OTOUIKIOUO. 2€ CUAAOYLIKO eTITTESO, aipOpd TNV AKEPALOTNTOL
TWV oPNYNUATWY UOC KOWVWVIOG, TIC KOWVEC TIPOYUOTIKOTNTES KOL TN
dnNuooLa KaTavonom TG eauToToC. ‘Onwg elxe POPNTIKA ETILONAVEL
nArendt (1967: 243), N KXTAPPELON TNC OANBELC TNV TIOALTIKY {Wwr) Sev
odnvel povéxo 0TV ETUKEAETNON Tou WeUS0oUC, dAAG O Evay BaBUTEPO
QTIOTIPOCOAVATOALOUO: OTNV EEXPAVIOT EVOC KOWVWIG BLLUEVOU KOGIOU.
TINV €TIOXY] TNC TIOPAYWYTG TIEPLEXOUEVOU LECW TEXVNTIC VONOCUVNC,
TWV OLKOOUOTNUATWY TIHPATIANPOPOPNONG KAL TNC AAYOPLOULKNC
evioxuong, Ut N CUAAOVIKT] OTTWAELX TIDOCXVATOALOOU KoBloTaTol
gvtova EkNAN. MNa apddetyua, o Floridi mpoetdomolel dtL to Yeudeg
TIEPLEXOUEVO TIOU €XEL TIpOXBel amd TNV TEXVNTI] VONUOOoUVN «EXEL
TN SUVOTOTNTO VO UTIOVOREUGCEL TNV EUTILOTOOUVI LOG GTNV EXLIKY,
QUBEVTIK KoL YVNoLo pUOT O0WV PAETIOUE Ko aikoUey (Floridi, 2018:
125). ‘Otav 8ev UopoUuE TIAEOV VA eUTILOTEUTOURE OTL Ta Bivteo 1)
TO NXNTIK& VIOKOUMEVTX TIoU Bplokoupe 0To SLadikTuo avTavakAouv
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TNV TIPAYUSKTIKOTNTO, SLOBPUWVETALT) ETUOTNLOAOVYIKT] BA&OT) TOU KOWVOU
HOC KOOOU. ZUAAOVYIKY) QUBEVTIKOTNTOL UTIO QUTEC TIG CUVOTKEG Sev
onNUalvel LOVO avVTIOTOON 0€ CUYKEKPLUEVO PEUEN, AN UTTEPAOTILON
e€OPXNC TWV TIPOUTIOBECEWY YLOL TNV EKPPAON TNC GANBELOC Ko TNV
apoBaio katavonon.

H €vvolal Tou UTTEPTIPOYOTIKOU cUdwVa e Tov Baudrillard (1994: 6)
—OTIOU OL TIPOCOLIOLWOELC BEV AVATIOPLOTOUV TIAEOV, AN OV TIKOBLOTOUV
TNV TIPOYUOTIKOTNTO— XTIOTUTILVEL TN OUVOTIKN UTTO TNV oTtolx S1e€&-
yetot 0 Snuéaolog Adyoc. Ta deepfakes (evieAwg MAXOTA Kol Peudn
SES0UEVD), Ol CUVOETIKEC TIEPCOVEC KO TOL CUCTYIUOTO CUCTAOEWV TIOU
LEYLOTOTIOOUV TNV 0AANAETIE patom TIANLLLUPICOUY TNV TTANPOPOPLKT)
Lo odaipa, SnLoUPYWVTOC TIHPAAANAC TIEPIBAAAOVTA TIOU SIOTIOUV
™ cuvaiveon. To UTIEPTIPAYUOTIKO SeV elval ATAWG TIOPOTIACVTIKO!
VEVVA OUYKIVNOLGKA POPTIOHEVOL AN YVWWOLOAOYIKA KEVA UTTOKOTA--
OTOTOL TNG TIPOYHATIKOTNTOC, UTIOKGBIOTWVTOG TN GUBOALKT] GUVOXT
LLE TNV EUTIELPLKT) CUVOXT). H CUANOYIKTY) UBEVTIKOTNTO, ETIOUEVWG, eV
amattel uévo TNV avTioToon 0TV MREATIANPOPOENON, AAAK KO OTIG
SOMIKES ANOVIKEC TIOU EUVOOUV T Simulacra EVOVTL TNC 0ANBELOC. 2 € EVov
UTTERTIPOYUOTIKO KOGO, ) KOWWVIOL SLovEUVEUEL VO {EL OE IOt OTMNALG TOU
MAKTWVOL LE TIC OKIEC, LOVO TIOU TWPX TIC OKLEC TLC 0p(COUV OL AYOPIBOL
TIOU TPEDOVTAL [E TNV TIPOCOXY TIoU Toug Sivoupe. H auBevtikotnTa,
o€ eTnedo KoWwVIKO, amaltel va apxicoupe va Baotldpaote Eavé oe
Sedopeva kol amodeifelc — amattel va Seopeutoupe OTLBa Slakpivoupe
™V «wq e&v» (as-if) TPOYUOTIKOTNTA TWV TIPOCOUOLWCEWY ATTO TNV
TIPOYHOTIKOTNTO «WC EXEW (@S-iS) 0TNV OTIO{0 CUYKXTOLKOULIE.

ATTIO VOAUTIKT) OKOTILY, UTH 1 KP{OM TIOTTEUTIEL OE ULOL TILO OXECLOKT)
KOl GUAAOYLKT] —KOL ETIOLLEVWIC KOWVWVIKA TIDOOOVOTOAICUEV— EKSOXT)
NG UNXavN g TG epmelpiac tou Nozick (1974: 43): Bo eTuAEyoE puor {wn)
TIACICUCCTIKNG LKOVOTTOMNOMNC VT YLOE TN YWY OO TIROYUTIKOTNTA, OC0
SUOKOAN KL av elvor auTr); AV epoppooTel UANOYIKE, 0 KivEuvog elval
ILLOX TIOALTIKT) KOWVOTNTOL TIOU TIPOTIUA TO KON OUXXOTIKG UTIERTTQOLY O
TIKGL XPNYTIUOTO —TIOATIKEG LUBOAOVIEC, OAYOPIBUIKA EEOLIONUIEVEC
«OANBELEGH— Ao TNV TPLPT) TIOU TIPOKAAOUV O TIAOUPOALCOG KOl TOL
VEYOVOTO. MLOL KOWVWVIOL TTOU EYKOTAAEITIEL TOV ETILOTNUOAOYIKO KiVEUVO
Sev umopel va evepyel auBeVTIKY, SLOTL Ol CUANOYIKEG TNG ETIAOYEG
edpdlovtal og PeudaucONoelG. ZULP VAL UE TNV TIDOKANTIKT] SITUTIWON
Tou Richard Rorty (1989), aArifela eival 0,TL Bewpolv artodeKTo ol
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oUYXPOVO( 00U, KOL OV 1 TEXVOAOY(X ETITPETIEL OE KAOE UTIOOUASO VO
ETURAAAEL TN SIKT) TNC «aANBelom, N (Bla N Evvolar TNC KOG TIPAY-
HOTIKOTNTOR TTaWeL v udlotaTal TOTE N AUBEVTIKY) CUANOYIKY TIPGEN
koBloToron oxedoV adUVOTT, SLOTLSEV UTIAOXEL TIAEOV KOWVOC TOTIOC YL VXX
miaroel. To 8idoypa elvat OTLN AUBEVTIKOTNTO OE KOWWVIKT Koo Sev
SloxwplleTon ard ™ SECUEUOT TNV KOWVT| OABEL0L— oo TNV TG00 VoL
avTIHETWTTOEL KOVEG GBOACL YEYOVOTO KO VO OlOXOANOEL LIE TIC SLodopES
VTl Vo KATopUyeL o€ IEEOAOYIKA BOAMKES TIDOCOUOLWOELG.

H emikolvwviakr) opBoroyikdtnta tou Habermas (1984) mpoodEpet Eva
EVVOLOAOYIKO TIAIOLO YLX TNV QVTIUE TWTTLOTN QWUTHG TNG Téonc. O &nudotog
AGYOQ ETUTUYXAVEL TNV AUBEVTIKOINTO OTAV E(VOIL CULTTEPIANTITIKOC,
ENKPIVTG KOIL TIPOCOVOTOANGLIEVOC OTNV OO oo karravon om — OxL OTov
IOy VIoTIoLETO Y10t VO TPORNEEL TNV TIPOCOXT 1) UTIOKIVETOU CUYKOAULL-
eV oo oL ovT) CUCTHOTOL ETTopEVWS, N SIOAVELD OTO CUCTIIOTX
TEXVNTNG VONUOooUvNC TIoU SIapopdwvouy T Snuocia tAnpodopia
Sev elvall oTAWC ULoL SLOBIKOOTIKY ortadtnon, oAAS pLo TipoUTdBeon
™NC SNUOKPATIKNC auBeVTIKOTNTOG. Me TIPAKTIKOUG GPOoUC, auTO Ba
Urmopouoe Vo onuaivel S AvELXr WG TIPOC ToV TEOTIO PE ToV OTtolo
oL aAyOpLBuoL kaBopldouv TN oelp& EUPAEAVIONG TWV EBNCEWV 1] TWV
ATOTEAEOUATWY v TNoNG, SUVOTOTNTA EAEYXOU TNC OXAYOPIBUIKNAG
ETIOTITE(OC TIEPLEXOLLEVOU Kol SNOGLar Aoyodocior ooV adopd TN
SL&doom Weudwyv TIANPodopLwy. To 180G TNC ETIKOWVWVLIOKNC TIP&ENC
—OTL Ol CULLETEXOVTEG OTn culrTNon 0delAOUV VoL GTOXEVOULV CTNV
QUBEVTIKY KaTavonon— odelAel v ETIREBOLWVETOL CUVEXWG EK VEOU
EVAVTIO OTIC SLOTPERAWOCELG TNC ETUTOXUVOUEVNC OLKOVOLIOC NG
TIPOCOXTNC O€ EVO BEXUQL.

Qotdoo, n TEXVNT vonuoouvn 8ev amoteAel povaxa amelir). Mropel
ETIONG VO AEITOUPYNOEL WC UTIOOTNPLKTIKOC INXOVIOUOC YLOL TN
SlTriPNON TNG TIOAITIOUIKNC KANPOVOULAC, TNC CUAAOYLIKNIG UVING
KOl TNG TIOAUP VIS 0TNV EKPpaon. Mo TIHPASEYUX, OTOV N TEXVNTT
VONUOGCUVT XPNOLUOTIOETAL YIa VO WNPLOTIOoEL YAWOGTEC UTIO
e€adavion, Vo apXeL0BETHOEL TIPOPOPIKES TIAPASOTELG 1] VO OTTO-
TUTIWOEL TIOPAYVWPLOUEVEC LOoToPleC —OTIWG eTTioNG KO TIOWKIAEC
LOPDEC EKACTIKNG SnLiloupyiag— SUvaTol va eBABUVEL TN CUANOYIKT
aUBEVTIKOTNTA. AUTEC Ol EQAPUOYEC XPNOCLUOTIOUV TNV TEXVNTN
VONHOOUVN WG epYaAEio avarap&oTaong Kol OXL TTpooopoiwong,
EVIOXUOVTOG TIC PWVEC KOl TOl YEYOVOTX TIoU SIaPOPETIKA UTtopel
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v x&vovToy. AAG N Kplolun Slapop& EYKELTOL OTN OKOTIOUUEVN
XPNoN TNG: KAT& TIOCGOV N KOWOTNTA SLooPDUIVEL TG EPYOAE(D 1) av
O epyoAela SLoOPDWVOUY TNV KOWOTNTA WC TIPODIA dedouevwy
BEATIOTOTIOMUEVWY YIX TIG LETPTOELG OTIC UNPLOKES TIAXTDOPLIES. ZTNV
TIPWTN TIEP{TTTWON, EVICXUETOIL T AUTO-KATAVONON UL KOWVOTNTOG OTN
SeUTEPN UTIOVOUEVUETAL LECW TNG EPYOAELOTIOMONC TWV XPNOTWV YLOX VOL
auENBei N CAANAETUS paoN. ETIOIEVWIC, VI VO SIATNPTICOLV T GUAAOYIKY
QUBEVTIKOTNTX, OLKOWVWVIEC OPEINOUV VO VOITTUEOUV ETUGTNILOAOYIKES
UTTOSOMEC KO TIOALTIKY) IS elor woTe va elval o€ B€on va Slokpivouv
TNV TPOCOUOIWOoN aTtd TNV TIPAYUATIKOTNTO. AUTO CUVETIAYETOL
YVOSUUOTIOMO OTO UECX, BECIUKT] SLOPAVELX KO TIOATIOUIKES TIDOKTIKEC
TIOU EUVOOUV TIC SIOAOYIKEC KO OXL TIG ETUTEAECTIKEC LOPPES UTIAPENG.
Mot KOUWVOTOUOG, YOVILN CUAN YT TNC UBEVTIKOTNTOG WG SNULOUPYIKNAG
eTIoVaSLEKSIKNONG TOU TIPAYUOTIKOU TIPETIEL VAL EDOPLIOCTEL OXL LOVO
OTO &TOUQ, OAAK KOl OTIC TIOATIKEG KolvOTNTEC (polities) (Epnvakng,
2020: 118): piot pl{oCTIACTIKA SNLOKPOTIKY] KOVOTNTA odelAel va
ETIOVOOUYKPOTEL SNIULOUPYIKG TOV KOO TNG KOO0, SNAST| T CUAAOYIKG
SLOLOPPWLEVN EPUNVEIX TOU KOGUOU TIOU UOLP&IETAL, €V LECW NG
QTTOTIPOCOVATOALOTIKYC POT|C TNG SIOUECOAXBNEVNC TIDOYOXTIKOTNTOG
— €10l N oucia evdC eVOTIOINUEVOU SNLLLOUPYIKOU AOYOU TIOROUEVEL
KOOOPLOTIKNC ONUOCLOC.

ZXECLOKY) (UOEVTIKOTNTO KOl YN PLOKY] SL(EGOAGBNON

‘Onwg avadpepOBNKe 18N, N aubBevTIKOTNTA eV ATToTEAE ATTAWC OXTO-
ULKT) eTUSIWEN: cuyKpoTElTaL Ko ovayvwpeIileTal o€ SLUTIOKEIUEVIKA
TAalola. H axeotakr) auBevTIKOTNTO AVOPEPETOUL OTNV IKOWVOTNTO TWV
OTOLWY VO CAANAETILE pOUV LETAED TOUG UE TPOTIOUG TTOU E(Val ovoLXTol,
aLoBalol Kot EIAKPLVEIC — CUVOTIKEG OAOEVD KO TIEPLOCOTEPO SIAUETO-
ABNUEVECS, oV OXL SLOTPERAWMEVEC, OTTO TIC UNPLOKES TEXVOAOYiee. H
Sldkplon Tou kével o Buber (1923/1937) peta€l Twv oxeoewv I-Thou
(eyw-eoU) Ko /-1t (eyw-awTo) UTIOYPOLLICEL TNV EUBPAUCTOTNTA TNG
AUBEVTIKAG oUVEEONC: N TIPWTN XTILTEL TNV TIOPOU ST, TNV euciobnaoia
KOL TNV ooBoior avayvawplon, evw N SeUTepn OVTIKELEVOTIOLEL Kot
EPYCAELOTIOLEL TOV GIANOV. 2TV ETIOXT] TNG TEXVNTHG VONUOooUvNG, OTou
Ol CUVOLIANTEG paG elval cuxva GRATAE, UTTOT 1) TIOAU TIPOOEKTIKA
SnuoupynueEVeS SLASIKTUGKEG TIEQPOOVEC, N oxeon I-Thou amoteAel
om&vio emtiteuypa. Ot cAMNAETUSPACELG KAIVOUV TIPOG TOo /-t KaBwCg
OXeTWOUOOTE PUE TIPOPIA 1] SLETIOPEC KOl OXL [UE TIPOYUATIKE XTOLLOL.
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Tor ynPLoké TEPIBXANOVTIO TIPOKPIVOUV TNV ETITEAECT QVTL VI TNV
opousia. Ol OPXITEKTOVIKEG TWV HECWYV KOWWVIKNC SIKTUWOoNC
evBoppUVOUY TNV MAXCTY) TAWTOTNTO oV VIOt TN GAVEPWON TNG UTIO-
KEILEVIKOTNTOC 1 SLASIKTUOKT| TIEQCOVOL KATTIOLOU OVBPWTIOU LTToPEl Vo
YIVEL ULX TIDOCEKTIKA KATOXOKEUXOEVT] KUGPKOD CVT{ VIO ULOL ELAKPLVTIC
EKPPaoN TNC eauTOINTOG. ‘Ontwe etionuaiveln Sherry Turkle (2011: 12),
N TEXVOAOYIX TIPOCPEPEL OAOEVO KL TIEPLOCATEPO TNV Yeudaiobnon
TNC CUVTPOPIKOTNTOC XWPIC TIG ATIAUTHTELC TIOU EXEL UK OXEOM. H pnix1)
ETIOPY) LECW «UOU OPETEW, EUOTA KL aplBUoU PIAwvY KpUREeL Tiiow
™C ™ pelwon TNe BaBLdc emadrc Ko dAANAeTiS paxonc. ETummAgoy,
N aUENON TWV CUVOUIANTWY TEXVNTNG Vonuoouvng Tou Baoilovtal oe
HeYOAX YAWOOIK& povtéAa (LLMs) —chatbot TTou TipocouoLwvouy TNV
EVOUVOIoBN oM KoL TN VT UN— OTTOCTOOEPOTIOLEL TIEPOUTEPW TO OVTOAOYIKO
€80 d0og TG auBevTkOINTAC. ‘OTaV TIPOKXAOUVTOL CUVALCOMUOTIKEG
QVTISPACELC OO OVTOTNTEG XWPIG CLUVEIBNTOTNTA T AUBEVTIKY TIPOBEO,
TOTE TIPOCOLOUWVETOL TO GXECLOKO VONUa Xwp(c va potpdletat. Mmopetl
VO VIWOOULE OTL LOG OKOUEL EVOC OAYOPLOIUKOC PUX0BEPATIEVTNG 1)
OTL €xel yivel dpidoc pog eva chatbot, oAAG Sev uTtdipXEL N TP OUGIo
KOWVEVOC TIPAYLXTIKOU, OTTOOUTNTOU GAAOU VIO VO ETIIKUPWOEL 1] VO
OUVBLOUOPPWOEL TO VONUX TNC eumelpiog poc. O kivbuvog elval o
TIOAAATIAGCLOCUOG ekelvou Tou 1 Turkle (2011) omtokaAel «oAANAeTT-
Spaon povol pad» (alone together): €xoupe tnv aloBnomn g emadrc
XWPIG TNV EUCAWTOTNTA KA TN SECLIEUOT) TIOU XTTOITEL UL 0ANBvr) oXEon,

AUTO €L0AYEL UL ONUOVTLIKY aoupeTplon Evw umopel kawvelg va arto-
KTTOELTIDOOKOAANCELC LLE ULO OVTOTNTA TEXVNTYIC VONUOOUVNG, OTIWC VXX
UTTOT-PUX0BEQATTIEUTT) Y] KATTIOLOV PLVNTIKO BonBo, amd Tn oxeon Aelmel
N OOBALOTN T TTIOU TTPOUTIOBETEL N aUBEVTIKY avaryvwplon (Cocking &
Matthews, 2000: 226). H ipocopoiwon te ppovtidog, don avtarokpion
KO OV UTTALOXEL, BEV LTTOPEL VOL UTIOKOTAGTYGEL TNV OVTOAOYIKY) TIO(POUGCIX
evoc ouveldnNTou GAAoU. H oXeCLOKY| UBEVTIKOTNTA TIPoUTI0OETEL TNV
KoY} cuvBlapOPPWoN vorjuatocg (Epnvékng, 2020: 135) dTav 0 VoG
Sev €xel TN SUVATOTNTA VO CULIUETXOXEL OE QUTT) TN SIOAOYIKT) SIoSIKOGLQ,
N OXE0T KXTOWVTAEL LULOL ULOONTIKT] TIOENYOPLA 1) 0tVEPWTIOUOPMDIKY] TIPO-
BoAM. MTopel Vot ATTOAXUBAVOULE TN «CUVTPOPIKOTNTOM TNG TEXVNTNG
VONUOOUVNC 0oV Eva e{60¢ KaBPEDTN TIOU LIOG AEEL WUTO TIOU BEAOULLE
VO KOUOOUE, 0AAG TOUTO LOLAEL TIEPLOCOTEPO LE TO VO OKOUUE EVOL
TPOYOUSL TIOU LOG KAVEL VO VILWBOUE OOPdOL OTTO TO VO KEAVOULLE LILCL
auBevTIKN cudrtnon. To TIPOKANTIKG EQWTNUA TNC KN)Xov1c Tou David
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Gunkel (2012) pwtdel av Ba &EWov TIOTE 0oL EEUTIVEG UNXAVES VAL TIC
avTetwrioupe oav Thou (ecU) avTi ylo/t (UTO), AN KON Ko O (810G
ovoyVwpeIZel TO UPLOTAEVO XAOUX — 1) ONUEPLVT] TEXVNTT] VONLOCoUVN
Sev uropel TTpayUaTik& oUTE VoL avTOTTOSwoeL oUTe Vo volaoTtel. QoTtdoo,
Ko LOVO TO YEYOVOCG OTL TIBETAL AUTO TO £pWTNHA UTIoYPop{deEL TTOCO
KOUBLKNC onuacioc elvol N apolBalor avayvwplon 600V adopd TNV
AVTIANYM TIOU €XOULIE YLOL ULOL OANBIVY) OXEOM.

O Dreyfus, Baolldouevog otov Sgren Kierkegaard, poodEpEL Lo
EPUNVELX VIO TOV AOYO TIOU OTTOTUYX&VOUV Ol KOO PG SIaUECOAXPN-
LEVEC 1) Lovopepe(c oxeaele. Mapatnpel dTL To SIad{KTUO evBappUVEL
OUXVA TNV OANNAETIIE poom TTIOU 8eV EVEXEL PLOKO KO EIVOL OVIVUL, YLOU
v omoia o Kierkegaard 6o €éAeye OTL TNG AelTel To TIAB0C. 20U WVa
He ta AoyLa tou Dreyfus, 0To SLadIKTUO «0 OVOVULOC TIOPOTNENTNAG
Sev adpvel plokaw ko Katd cuvemela Sev poBalvel TIMOTa TIou Vo EXEL
kdmolo Bé&Bog (Dreyfus, 1999: 102). H 8€oueuon kot N EVOAWTOTNTX
elval amapaitnTec yia T Snoupyic VOrUOToG. AeV UTIGPXEL KKAVEVOIQ
TPOTOG v amokopiloupe codia xwplc va avoAappBdvoupe pujo-
kivBuvec Seopevoelgy otig oxeoelg (Dreyfus, 1999: 104), dTwg WoxUel
KOl e &AAeG avadnTroelg otn {wr). H amoucior aAnBivou piokou 1
SIOKUBEUUATOC 0€ TIOAAEC YNPLOKES OAANAETISp&oELS —BLOTL UTTopEl
KOWVE(Q v artoouvSeBel orvd IO O OTLYIN 1) VO TIOOUCLAOEL UL ETTIEEEP-
YOOLEVT EKEOXT] TNG EQUTOTNTAC TOU— ONUAVEL OTL LEYGAO UEPOC TNC
SLBIKTUOKNG (WG EKTUAICCETOL OE TOOTOON AoPoAe(g. Xwplg tnv
TIOVOTNTA ATMWAELXG, oNXaVIaG 1) amoppUNC, LELWVETAL ETIIONG N
TIOOVOTNTO YVWIOLOC OIKELOTNTOG 1) AVATTTUENG. ZUVETIWE, TO {NTOULIEVO
VL0 VOLUTTAPEEL QUBEVTIKOTNTO OTIC OXETELG VAL VO ETTOVEEQVOPWTTLOTEL
TO YNPLoKS TEEPPBAANOVY, KXAAEQYWVTOC TIC CUVBTKEG UTIO TG OTTolEQ
TIANGL&LOUIE O EVOG TOV GANOV WC OAOKANPWHEVO GTOLX KO OXL XTTAWC
WC TPOPIA xpnoTtwv. Meptttd val TToUPE OTL VIX VoL TO KAVOUUE QUTO
XPELX(OUNOTE ATIOPEATNTO, TWPEOL KO VIO TIAVTA, ULoE XUEOT, LOOTLUN,
eAeUBEPN KO SNLLOUPYLKT TIPOGROOT 0TNV €KTOC SIaSIKTUOU UTIPEN.
MPETEL VO EXOULE TO SIKOWUO VOL UTIPXOULE UECW UG SNILOUPYLKNG
OLWTTNG, VO AVOXTTTUCCOULE TIOMNTIKEG CUVAVTTOELG. ‘EpXOVTON 0TO HUOAG
TaAdyla tou Deleuze: «To TIRORANLa Sev elval TTAEOV Vo KEVOUE TOUC
avBPWTIOUC VO EKPPACTOUY, GAAX VO TOUC TIDOCDEPOULE KOG KEVA
OVOELAC KOl OLWTTNC MECOL 0Tl OTTo(0L UTtopel TEAKG VO BpOouV KATL VX
TIOUV. Ol KXTOOTOATIKEC SuVALIELC eV euTtoSI{ouV TOUC avBPWTTIOUC Ttd
TO VO EKPPAIOVTOL, AVTIBETWE TOUC avayK&{ouv va ekppilovTal. Eival
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TIOAU QXVOIKOUPLOTIKO VO NV EXELC VO TTELC TITOTOL, VX EXELG TO SIKAIWC
VO UN AeG TIMOTa, SLOTL LOVO TOTE UTIGPXEL 1) TUBOVOTNTA VO BPELS TO
OTIAVLO, T) TO GKKOUN TILO OTIAVLO, QUTO TIoU Bat GELlE eVEEXOUEVWG VO
eimwBel» (Deleuze, 1995: 129).

QoT000, N YNPLOKN SlalesoAdPBNoN Sev amtokAeiel TV awBevtikdTnTor
QTTAWC ortautel aENUEVN TIPOBETIKOTNTA. H awBevtikdtnTa oTo Stadi-
KTUO OVOBSUETOI OTO TO ATOO OV TLOTEKOVTOL OTNV KAOXOK ETUTEAECTIKT)
TIopoucio Ko eKTiBevTal e eAKpiveL TIPOUCIAIOVTOG TO OETIKA KoL
TO GPVNTIKA TOUG, OTTOKOAUTITOVTOG TIC EUGAWTEC TIAEUPEC TOUC KOl
ovayVwpIovIag EUBEWC TO GTOUO TIOU UTIRPXEL THioW omtd Tnv 006V,
H texvoAoyio uropel va SteukoAUVeL ovTi vor BoAwveEL TNV eTIdT) — dTOV
elval oxeblooUEVN KOL XN OLLLOTIOLELTOL VIO VO KOAALEQYT|OEL TO BAB0G
avtl yix TIg petpnoete. Moapadelyuatog x&pL, ol CUVOULALEG HECW
BIVTEO TIOU OTTOKOAUTITOUV TIG EKPPEATELG TOU TIPOCWTIOU KAl TOV TOVO
™C GWVNG UOPoUV V& GUVTNPETICOUV TIEPLOCOTEPO TNV TIAPOUCIX
Tou &AAOU, TNV oTtolor TO KeleVo TN PIATPAPEL EVW Ol SIASIKTUOKER
KOWVOTNTEG TIOU elval SOUNUEVEG TIAVW OE OUCLXOTIKOUC SIOAGYOUG
(o010 Tt PpOPOoU GTIoU VivovTal SIEE0SIKEC CUINTNOELC KOL OVOAUCELG
HEXPLTLC KOAK Sloxxelpl{Opevec opdSeg) UTtopouv Vo BonBricouv 6To VX
SloopPwBoUY 0ANBIVECS PINES Ko Seopol cAMANAeyyUNG. O NBIKACS TAX0G
elva va eEavBpwTILOTEL EK VEOU 0 UNPLOKOG XWPOC: VX SlalopdwBouv
OULVONKEC UTIO TIC OTTOlEC UTTOPEL VO otvB{TEL 1) OXECIOKY] UBEVTIKOTNTO
HECW TNG SIUECOAGPBNONG Kol OXL TIOP& QUTIV. TOUTO eVEEXETAL VX
TIEPNOBAVEL ETIAOYEG OXESIAOUOU (TTX. KOWWVIKEG TIAXTPOPUEC TIOU
ETRPKBEVOLV TIC OUCLOOTIKEC CUVEICPOPEG QVTL VIO TNV ETIULDAVELOKT)
OAANAETTIE POIOT) KO TIPOCWTIKEC ETUAOYEC (TTX. T1) CUVELSTTT) ATTOXT) OO
TO PNPLOKS LECOL 1) TNV ETIKEVTPWON 0 SLOTPOCWTTIKEC cUINTNCELS,
EVOIC TIPOC EVAV, OV VIO OTEAEIWTO OKPOAPLOLX). ZuvoWilovTog, TIaPATL
N TEXVNTY] VONLOOUVIN KO TO (VTEPVET £X0UV SlotapdEet T oxeon /-Thou
(eyw-goU), Sev TNV £xouV KataoTpePeL To EoU eEakoAoUBEl va LTtopel
VO EUPOVIOTEL —OKOUN KA LECW 080VNG— OTOV OL AVOPWTIOL THioW oTTd
TNV 086vVN TIWOUV 0 EVaG TNV avOpWTTVN UTIOCTAON TOU GAAOU.

YBPLELKY) AUOEVTIKOTNTA KOL TEXVOAOYLKY] GUVSLOpOpPwon

‘000 T CUCTIUOTO TEXVNTYC VONLOCUVNC EVOWUTWVOVTOL 0T vOnon
KOl OTN SNULOUPYIKOTNTA, OVOBSUETOL Lo VEQ LOP DT ATOUIKOTNTOG —
TIoU SV elval 0UTE TIANPWC OPYOVIKY) OUTE KTTOAUTWC CUVOETIKY). AUTH
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T UBPLBIKY] CUVOTIKN KOXBLOTA OVOYKOLOL ULOE vaBEWPNUEVT GUAANN
NG AUBEVTIKOTNTAC, OXL WC OyVOTNTAG ATTO TNV TEXVOAOVYIX GAAK WC
OUVEKTIKOTNTOG LETAEY avOPWTTIVNC TIPOBETIKOTNTOG KO TEXVOAOYIKIG
SlopecoAdnone. H Bewpla tou ektetapevou vou (Clark & Chalmers,
1998) untootnp{lel TV TNV &TIOWn, TIPOTEIVOVTOG OTL Ol VONTIKEQ
Slepyoaoieg UTOpoUV va ETIEKTAB0UV O EEWTEPIKA XOPAKTINPLOTIKA. AV
T EpYOAE(D TNG TEXVNTHG VONUOCUVNG YIVOUV avamOOTIOC TO KOUUGTLO
NC KVHUNG, TNC AMUYNC ATOPACEWY KOL TNG KLOONTIKNC, KAAAITEXVIKTC
TIOPOYWYNG, TOTE N AUBEVTIKOTNTX TIPETIEL VO CUUTIEPIAXPBEL AUTEC
TIQ TIPOEKTAOELG. ‘Evac &vBpwTIOC TIOU XPNOILIOTIOLEL £V AIKOUOTIKO
TIOU KAVEL HETADPOON HECW TEXVNTIIC VONUOOUVNG 1) Eva €EUTIVO
BOMONUOL YLOL TN UVT LN UTTOPEL OTNV KUPLOAEEIDl VO OKEDTETOL KL VO
BupudTal pe I Bonbelal unxovwy. O TIPETIEL VO BEWETCOUE OTL OL
TIPAEELG TOU elvat AydTePO auBeVTIKES eTTEldT) BacidovTal oTny TEXVNTN
vonuoouvn; ‘Oxt amopaitnta — apkel n TeXvNTr) vonuoouvn va eival
EVOWUXTWLEVN WC TUMO TNC OTOXEUUEVNG TOU SpaoTNELOTNTOC oV Tl
VO TNV UTTIOKOOLOTA TIAY)pWC.

QoTtd00, N UBPLBOTIOMON EVEXEL ETTIONC TO PIOKO TNC AUTOUATOTIOMONC
NG ATOUIKOTNTOG. H otv&iBE0m TNC YVWOTIKIG KO STULOUPYIKTG EPYACIOC
OTNV TEXVNTY] VONUOOUVN EVEEXETOL VO SIPBPWOEL TN GTOXXOTIKOTNTO
Kol TN HovasikotnTa. Odeldoupe va elU0OTE ETUPUARKTIKOL EXOVTOG
ETIYVWON WO TIOXVHG ETTEANOTG UNXAVIKT|G OLLOLOYEVELXC — ULOC LOOTIE-
SwWoN¢ TC aUBEVTIKOTNTOC UTTO TO BAPOG TWV OAYOPLBUKWY LLECWY OPWV.
Av 6AoLXPNooTIooUY TIC (Bleg Sladpoueg Tou TtpoTteivel to GPS, Tig (Sleg
TIPOTAOELC YLO QUTOLXTN CUMTIAYPWON ULOG AEENC 1 TTPATAONG, T (Slat
KOAALITEXVIKO OTIA TIOU E€X0UV SNULOUPYTIOEL OL OAYOPLOOL TOTE OL ETIAOYEG
KO oL SNoupyieg HaG UItopel var cUYKAIVOUV TIPOG evay EGO OpO. Mo
VO TIOPAEVEL UOEVTIKO, TO UBPLEIKG UTIOKE(LEVO SEV TIPETIEL ATTAWCG
VO XPNOLLLOTIOLE! TNV TEXVNTI] VONUOOUVT, XAAX VO TNV OLKELOTIOLETOL
SNILOUPYIKA KOl E KPLTIKY StdBeon. H owBevtikdtnTa edw opileton ortd
TNV QUTEVEPYELX WC TIOPEUPRNXOT OTNV EVOWUATWON): 0 XPrjOTNG TIPETIEL
VO KXTEUBUVEL, VO SIOLOPDWVEL HEXPL KO VO avB{oTOTal OTIG TAOELS
TIOU £{VaL KWEIKOTIOMNUEVEG LECK 0T epyaAeia. ‘OTIwC aKpLBWC Evag
eTidEEL0C TEXVITNC «SOUGIEW EVO EQYOAELD YIOL VO TALPLAKEEL LLE TO SIKO
TOU LOVOSIKO OTIA, €TOL KO EVOG QUBEVTIKOG XPT0TNG TNG TEXVNTIC
VONOCOUVNC SLOLOPDWVEL TNV TEXVOAOYIO YO VO UTINPETNOEL TIG SIKEC
TOU HOVOSIKEG GEEC KO TOUG GTOXOUG TOU, OVT( VO ETUTPETIEL LLE TIOONTIKO
TEOTIO VO TOV SlapopdWVEL N (Blat TEXVNTY) vonuoouvn.
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O Albert Borgmann ¢wTtilel autriv T SUVOULKT] LECW eKelvVOoU TToU
amokoAel «Ttapddelyua TN cuokeur|cy (device paradigm). Zto BRAlo
Tou Technology and the Character of Contemporary Life (1984), o
Borgmann urtootnpidel 6Tl n olyxpovn TexvVoAroyia Exel TNV T&on v
TIPOCDEPEL EUKOAN, TIAVTOKOU TIOPOUC X SIUBECIUOTNTO ATTIOTEAECUATWV
(we «eumodpeupo» / "commodity”) amoKPUTITOVIAC TAUTOXPOVA TNV
TIOAUTTAOKOTNTO KO TNV TIPOOTIAOELX THIOW OTtd TNV ATTAOIKY] SleTtodn)
HLOC CUOKEUNC. AUTY) N AmtoAAGyT) omtd TO BAPOG elvol SEAEXOTIKT
OAA& ouvoSeUeTal O Ve KOOTOG: MOG ATTIOCUVEEEL OTtd T TTILO
TIAOUGLO CUUPPACOUEVO KO TIC TIPOKTIKECG TIOU TIPOCSISouv voONnua
OTIC SPAOTNPELIOTNTEG MAC. AV EPOUPLOCTEL OTNV TEXVNTY) VOnLocoUvn,
TO TIOPABELYX TNC CUCKEUTIG UTIOSNAWVEL OTL OV, YL TIARASELY LY, T
SNULOUPYIKA EpYOAE(D TEXVNTTG VoNooUvn e Sivouv TN SuvaTotnta oe
OTTIOLOVETTIOTE VO SNULOUPYTIOEL AUECWC EVX EQYO TEXVNG OTTOLOUSTTTIOTE
OTIA, EVEEXETOL VO «KKATOVOAWOCOUHEY» TO TEAKO TIPOlOV Xwplg va
EUTTACKOULLE KOBOAOU 0TN SnuLoupyLkr) Stadikacio. O Borgmann (1984:
38) B TtPoEISOTIOLOUGCE OTL LU0 KOUATOUPO WU TOLIXTOTIOMNLEVING EUKOAIDG
uropel vor amtoEeVWoEL TOUC avOPWTIOUC OTTO TNV TIPAYHXTIKOTNTX
QVTIKOOIOTWVTOG TNV UE U LOPPY) UTIEPTIPAYUOTIKOTNTAC,. 2TO TIAG(OLO
™G UBPLEIKAG eauTdTNTOC, 0 KivBuvog elval OTL | Snutoupyia TNg
TAUTOTNTOC KATIOLOU EEXPTATOL OE UTTEPROAIKO BOBLO amtd TIC EUKOAEC
OAYOPBUKEG AVTELG — [uo (W) TTIOU TNV ETTLEAOUVTXL OL TIPOETUAEYLEVEQ
pubuioelg. AVTIOETWG, aUBEVTIKY) UBPISIKOTNTO ONUA{VEL VO ETUAEVEL
eVEPYA KATIOLOG TIWG VO EVOWLXTWAOEL TNV TEXVOAOYIa 0T {Wwr TOU UE
TPOTIO TIOU eumnAouTilel avTi va uTtoRaBpidel TV eumelpia.

OL dnuloupylkeg evaoxoAnoele elval eva KaAd Tap&detyuo. ‘Evag
KOAATEX VNG TIOU X PNOOTIOLEL UAIKO TIOU EXEL SNIULOUPYNOELT) TEXVNTT
VOMOCUVN TIOPOUEVEL UBEVTIKOG OV TO ATIOTEAECUN OVTOVOKAK TO
TIPOCWTIKO TOU OPOLX VT KATTOLO! UTOUXTOTIOMEVT cUuBoon. H
TEXVNTI) VONOOoUVN Bo TIPETIEL VO VIVETOIL TO ECO TIOU SLEUPUVEL TN
PLOOTIOOTIKY) POVTUGIX TOU KAAATEX VT, OXL UTIOKATAOTATO TNC. AUTO
nopamneumel otnv 18eéx tou Coeckelbergh (2017) mepl «véwv popa-
VTIKWY OXIUTIOPYK» — QVOPWTIWY TIOU CUVENULOUPYOUV LE LNXOVEQ
EVW TAUTOXPOVA SLaTNPOUV TNV EKPPACTIKY] LOVASIKOTNTA TOUG.
MopadelyuaTog XApLy, EVOC LOUGIKOC UTTOPEL VOl XpNOLUOTIOWoEL TNV
TEXVNTI] VONLOOUVN VLo VO SNLLLOUPYNOEL TIOAAEC TIOPOAARYEG ULOC
HEAWS{OG, AN N AUBEVTIKT) SnuLoupyla €yKelTtal 0To OTL ETUAEVEL,
Tpotorolel ko cUVBUAZEL QUTEC TIC TIAPOAADYEC OE LIt CUVOEDOM TIOU
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ekPPA&LeL TN SIKY) TOU CUVALOONUXTIKY TIpOBeoN. To LUGAS TOU KOA-
ATEXVN TIPETIEL VO KaBoSnyel TN pnxowvn, OxL Vo KPURBETOL THiow orto
QUTNV. ZEPETE OTLKAVETE KXTLKALVOTOUO, OTOV EEPETE TLKAVETE, YIOTL
TO KAVETE, |UE TIOLOV TO KAVETE, GAAK Sev E€peTe TTIoU B oG 08Ny1 oL
auTO. AuTn) elval plar SLCToo TNG avBPWTIVNG SNLLOUPYLIKOTNTOC
Tou e8p&leTal 0N PL{OCTIACTIKY davTacia, TNV omola n Texvn
vonuoouvn 8ev Umopel vor TNV KATOVOT OEL VO TN CUAAKBEL T Vo TNV
TIOPEAYAYEL ZUVETIWG, 1 AUBEVTIKY UBPLSIKOTNTO CUVIOTOTOL OTNV
eTe€epyaoion TNG SLETIUPTC LETAUEY avBPWTIOU KAL UNXAVTC, OXL OTNV
TIAN)PN £EXOTNOMN ATTO QUTHV. ATIOLTEL UL OTEOT) CUVELSNTIC SNIMOUPYLIKTIC
EVOIOXOANONG: ATOSEXOLAOTE TN SUVOLIN TNC TEXVNTHC VONUOCUVNC VIO
VO QUETNOOULE TIG IKOWVOTNTEG UG, EVW TAUTOXPOVO OKEPTOUNOTE
CUVEXWC TIWC QUTH N aWENom euBuypaileTal e T LB OVIKA LIOG, TO OTA
KO TG O ElEC MOC. ZTNV UBPLBIKT) EQUTOTNTAL, OTIWC KOl 0€ KABE EQUTOTNTAL,
N UBEVTIKOTNTA TIPOUTIODETEL WTETTY VWO, UTOSIAOECT KL CUVEXOEWVN
QUTO-8NIoUPYio — LOVO TIOU TWEO, CUTAE TIPETIEL VOL ETIEKTAOOUV YLOL VO
OUUTIEPIAKBOUV TNV TEXVOAOVYLKT] TIDOEKTOOT TNC EQUTOTNTAG.

YTEPTIPOLY LOTLKOTNTA KOl SLABPWON TOU TIPAYLATIKOU

H ipdKkANnom TNg auBevTIKOTNTOG £(VOIL TIOAU £VTOoVN 0T GUAANYN Tou
Baudrillard (1994) mepl UTTEPTIPAYUAXTIKOTNTOC: TNC UTIOKATAOTUONG
TOU TIPAYHOTIKOU OTTo TIC TIPOCOUOLWOELC TOU. € auTO To Tedio, T
onueia 8ev avadpEpovTal TAEOV 0TNV UTTOKELEVT TIDOYHOTIKOTNTO
OAAX KUKAODOPOUV UETAEU TOUG, TIOPAYOVTIOG VONLOTO TIou Sev
aVaPEPOVTOL KATIOU. H TEXVNTT) VONLOCUVT ETUTOXUVEL OE UEYAAO
BaBuo autr) T Suvalkn. Ta deepfakes, ol elkovikol tvpAougvoep
TIOU 8NULOUPYEL N TEXVNTY) VONUOOUVN, KOL TO EUBUBLOTIKA ELKOVIKG
TEPRAANOVTO TIOPAYOUV EUTIELPIEC TIAVOUOLOTUTIEG LUE TNV TIPAY-
HOTIKOTNTO, TOUAKXLOTOV VI TNV TTAELOVOTNTO TWV OvVOPWTIWY, Ol
ottoleg Opwe dev e8p&oOVTOL 0€ KATIOLO OVTOAOYIKO UTIOROOPO. Aev
UTTOPOUE TIAEOV VO BOCL{OUOOTE OTIC ALOBTOELG oG, OUTE KOL OTO
EVOTIKTO LOC, VIO VO SIOKPIVOULE TO YeyovoC amtd TN PavVTACIN, KaBWS
Ol TIPONYLEVEC TIPOCOUOLWOELC UAG TIAXPOUCIAJOUV LDl TEAELX «WC
VY TIPOYUOTIKOTNTOL

AUTO €XEL TIOMTIOULKES, NBIKEG, KOWWVIKOTIOATIKEG KOL UTIOPELOKES
ouveteleg. ‘Otav TOPAYOVTIAL EIKOVEG, APNYTIOELC —HEXOL KOL TOUTO-

™Tteg— xwpig va Baoifovtal otnv eumelpio 1} oIV aAnBela, x&vetal
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0 TIPOCAVATOAMCOLOC MO 0TOV KOGHO. Ot &AvBpwTIoL XEVOUV TNV IKOWVO-
NT& TOUG Vo SLaKPIVOUV TL elval awBeVTIKO — OXL LOVO GTOUG AAAOUG,
OAA& OC0V adop& Kol TNV (Blar Toug TNV eautoTNTa. Av KATolog (et
TIEPLTPLYUPLOUEVOG OTIO KOAGKEUTIKOUC WNPLOKOUG KABPEPTES KAl
BoAdpoug nxoug (echo chambers), n avtiAnyn ™g eaquTOTNTAC TOU
ev8EXETAL VA VIVEL KOL QUTY] ULX TIPOCOMO(WOTN, LX TIPOCEKTIKA
KOTOLOKEUOIOUEVN TIEPCOVA TTOU UTToPEl VoL elvoi eVTEAWC SLOPOPETIKT
aTd TNV TIPOYUOXTIKOTNTO TOU XXPAKTTPOL KOL TWV IKOVOTHTWY Tou. H
Sldionun uttdBeomn pocopoiwong tou Bostrom (2003) pllooTiaoTl-
KOTIOLE( aUTTV TNV avnouxio: edv N (8Lt N TIPAYUSTIKOTNTA UTToPEL v
eVl Ll TIDOGOOIWOoN, TLOTTOVIVETAL N UBEVTIKOTNTC; AV UTIOBEGOULLE,
X&pLlv TNG cudritnong, 6Tt (owg 18N (OULE LECK OE ULX TIPOCOUOWON,
TO 0P ETOED TIPOYLXTIKOU KO TIAGTOU BOAWVOULYV eVTEAWC. Q0TOOO,
OKOLN KO XWPEIG auTrv TNV akpaia TBovonTa, N ETIKPATNON TWY
ULKPWYV TIPOCOUOLWCEWY OTNV KaBnueptvr) {wr (oL avapTr|oeLg Tiou
BAETIOUPE OTOL LECO KOWWVIKNG SIKTUWONG TIOU (Vo ETUAEYUEVEG
WOTE VO ETURERALWVOUV TIG TIPOKATOANPELG HOC, N ETIAUENLEVT
TIPOYUOTIKOTNTY, TO TIEPLEXOLIEVO TIOU EXEL SNULOUPYNCEL 1] TEXVNTN
VONOCUVT TO OTIO0 TIOPOUGCLALETOL GOV VO E(VOIL KAXTOOKEUXOUEVO
amd ovBPWTIOUC) KTIOTEAEL Lo TEPROTLX TIPOKANOT: TIWC VoL (YJOOUUE
o Q) Me vONUOL, e oArBeLec Kol 0TOXOUC UTIO QUTEC TIG CUVONKEC

O David Chalmers (2022: 17) artavTé OTL Ol EIKOVIKEC TIDOY X TIKOTNTES
uropel va elval «apKETA TIPAYUOTIKES» — VO TIPOODEPOUV YVIOLX
eurelpla kat vonuo. Mmopel kavelg va Buuvel aubevTIKES eumelpleg
KOl VO Snoupyel UBEVTIKEC OXETELC OKOUN KOl LECOL OE ELKOVIKOUG
KOOHOUC (Yot TIPS ELY LS, Ol PINEC OE EVO BLASIKTUOKO TToX VISt urtopel
VO EVOL TIPOYUOTIKES PIAEG T) OL CUVENIULOUPYIEG EPYWV TEXVNG LECW
UNPLOKWY TIAXTPOP WY LUTTOPOUV VOL EVOL TIPOYOTIKES SNULOUPYIER).
AUTO, OUWG, SeV LoC aTTHAA&CCEL oTtd TNV EUBUVN Vo SLOKPIVOULLE TL
elval aubevtikd peéoo oe autoug. Mpemel Top' OAX XUTE VO oVOpw-
TIOUOOTE GV OWUTEC OL EUTIELPIEC KL OL OXETELC PEPOLV TO (810 Bépog,
OTIWC KAL TIWC CUVEEOVTOL UE TOV N EKOVIKO KOOUO. H auBevVTIKOTNTO
OTNV UTIEPTIPOY UK TIKOTNTO CUVETIAYETOL UL ETIOVOTOTIONETNOM — ULOK
€K VEOU ETIROAN TWV avVBPWTIVWY LWV KOL TIPOBEGEWY OE PEUCTA
ONMELOAOYIKA TOTTIOL AEV TIDOKELTOL VIO LILOL OVTIO POIOTIKY] ETILOTPODT)
OV TIPOYMNPLOKT) ETIOXT, OAAK VIO UL TIDOCEKTIKY) SNULOUPYIO VOT)LATOG
HEoQ o o TOBOT) cUUPPAOEVOL ZTNV TIPAEN, AUTO Utopel va onuaivel
TNV oVATITUEN TIDOCWTTKWY KL TIOALTIOUKWY TIDOKTIKWY ETIOANBEUONC
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(Vor kK&voupe Lo TIoW oM YL VOL AUAPLORNTCOUE auTO TIoU PAETIOUE
0TOo 8LabikTuo, Vo aELOAOYOULE TIG TINYEC KAL TIG aTtodel€elg) kol ek
VEOU oUVEEONC E TO TIPAYUATIKO (Vo TIepVAE XpOvo otn duon 1
VO OPLEPWIVOUIE XPOVO O€ LN SIOECOAXRNUEVESG SLATIPOCWTIKEC
OANNAETUS PACELG WOTE VO EELCOPPOTINCOUKE TIG UNDLOKER). Znaivel
VO NV QVTILETWTICOUE TO EIKOVIKO OOV L ATOAUTN amodpaon 1
OQV UTIOKOTAOTATO, OAAG GOV EVA ETITTES O TNC TIPOYOTIKOTNTOG TIOU
TEAKA TIPETIEL VOL AOYOS0TEl 0T UTIOAOLTTOL.

O Borgmann (1984), yo&dovTaC ylol TOV TIOATIOUIKO QVTIKTUTIO TNG
TEXVOAOVYIOG, TIROTNEEL OTL N LETAVEWTEPIKOTNTX —UE TNV ATIAELD TWV
HEeYEAWY adNyNUATWY—0E CUVBUOOUO LE TNV UYMAT| TEXVOAOYI TIOOAYEL
TOV UTTEPHOVTEPVIOUO, IO KATXOTAOT SLAKUTNG UTIEPTIOOYUOTIKOTNTOGC,
Q¢ avtidoto, mpoTtelvel Evav TIPOCAVATOALOUO TIOU TOV OTTOKOAEL
KUETALIOVTEPVO PEALCLLOY», TOV OTIO(0V ToV 0pICEl WC Lo KAXTELBUVON
TIOU XTTOSEXETOU TO SISAY AT TNG LETAUOVTEPVOG KPLTIKTIC KOL ETHAUEL
TIC QUPLONUIEC TNG LETALOVTIEPVOC CUVONKNG UE ULX TIPOCEYYLON
UTTOMOVETIKNC OAA& {WTLIKNG TIPOCTIAWONG OE UL Ko T&EN TTou
elval ETIKEVTPWUEVT OTOV CUANOYIKO E0PTACLO. AUTO TIOU UTTIOPEL VO
TP008woel (WVTAVIOL 0E QUTYV TNV TIPOCEYYLON KoL VO TIPOOPEPEL
VOl ETIKEVTPO VIO TOV E0PTOOLO VAL N TIPAYHUXTIKOTNTOL Me AN
AOYL, TIPOTEIVETAL OTL N BepaTeiar yior TNV UTIEPTIPAYUATIKOTNTX
elvol Lo oVaVEWIEVT) SECLIEUOT) OTO TIPAYUOTIKO — GE KOLVEG, OTTTEQ
SpaoTNPLOTNTEG KOL ECTIXOUEVEC TIPOKTIKEG TIOU UOIC CUVEEOUV UETOEY
O KO UE TOV KOG, Mo TIop&Selya, Spa0TNPLOTNTES LECT OE UL
KOLVOTNTO OTIWC £val SelTTVo e TOoUG yeltoved, o Snuocio cuditnon
) EVO CUAAOYLKO KOAALTEXVIKO €pYO elval eKPAVOELC KOLWVOTIKOU
€0PTOCHOU TNG TIPOYHATIKOTNTAC, TTIOU ovTLoToBU(oLVY TIC ETUSPAOELG
TNC ATOLOVWONG KO TOU KATUKEPLLXTIOOU TIOU TIROKOAEL 1) N PLOKT
UTTEPTIPOYUOTIKOTNTA. ETIUKEVTPWVOVTAG €K VEOU TOV TIOAITIOUO OE
TTPAYUOTX TIOU SV UTIOPOUV VA TIPOCOUOLWB0UV —0TNV EVOWUNTN
TIXPOUGIO UAC, OTO PUCIKO TIEQIBEANOV LIOC, TNV TIPOYUOTIKY] KOWVOTNT&
O(C— O UTIEPUOVIEPVIOUOG, LECW TOU LETAULOVTEPVOU PEXALOUOU,
uropel emtiong va pog eEMavaBeUEALWTEL TNV ETIOXY] TNC TEXVNTAG
vonuoouvng, auto umopel va onuaivel 0TL 000 eEeAlYUEVEG KAlL
v Yivouv oL elKOVIKEG pag eumelplee, euelg e€akoloubBoupue va
Tpoodidoupe ol 0TIC AUBEVTIKEG OTIYMEC TNG UN SLoECOAXPBNLLEVNC
wMC: 0TO &YYLYHOL TOU XEPLOU KATIOLOU GIAAOU, OTOV 1X0 TNC {WVTOVNG
LOUGLKT|C 0€ EVO SWUATLO, 0TO BEALN EVOG NALOBACIAELATOC XWPIG
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dAtpa. AuTEcg oL euttelpieg pég uttevBupiouv OTLN TIPOYHOTIKOTITO!
e€akoAouBel va uTIdPxEL EEW OTTO TNV 0BOVN UOC, KAl OTL LOVO OTav
OXETIWOUOOTE e QUTNV TNV TIPOYUOTIKOTNTO UTToPEl N auBevTikdTnTO
Vo OepEAWBEl OUCLOOTIKA.

160-0UOEVTIKOTNTA HETAEY AVOPWTIWV KL CUV-S1loupyia
HE TNV TEXVNTH] Vonoouvn

FuxvAm SnuULoUPYIKOTNTO Bewpeltan OTLEVAL TO ATTOYELD TNC XUBEVTIKNC
EKPPOIONC — TO TIES(0 GTO OTIO(0 N TIPWTOTUTILX KAL) TIPOCWTIKY] PLvn
evoc avBpwTtou ekpp&lovTol Tio EekdBapa. QoTOC0, GTNV ETIOXT TNG
TIOPOYWYLKNG TEXVNTIIC VONUOCUVNC, O OPLOHOC TNC SNULOUPYIKOTNTOKC
Sev elval EekdBapog. H Boden (1998) elvat yvwotd 6Tl uttootnpidet
TIWC UTIAPXOLV Tla £(8N SNULOUPYIKOTNTAG: N CUVEUNCTIKT (KXLVOTOLOL
ouvBuaouol okelwv IBEWV), N BLEPELVNTLIKY] (KXLVOTOUEC SLEPEUVIIOELQ
HEOO 0€ UPLOTAUEVOUC CTIALOTIKOUC KOVOVEG 1) EVVOLOAOYIKE& TTIAGIOLOY),
KO N LETOOXNUOATIOTIKTY) (0 OPLOUOG EK VEOU KOl EK BABPWY QUTWV
TwV MAauciwv). H texvntr) vonuoouvn 1ién SIampeTel 0Ta TTpwTa 8Uo,
TIOPAYOVTOC KOUVOTOLOUG CUVBUXCLOUG KOl SLEPEUVWVTOC 0PLOBETN-
HEVO TIAQUOLOL LE TPOTIOUG TIOU UTTIOPOUV VO EKTIATIEOUV 1) OKOLLOL KO VOX
EUTTVEUOOUV TOUC avBpWTIOUG. Mopadelyotog X&pLy, ol cAyOpLeLIoL
TIOPOYWYNC EIKOVWY UE TEXVNTY] VONUOOUVN £X0UV TN SUVTOTNTA
VO OUVBECOUV EUPAVTAOTOUC CUVEUNCUOUC HOTIBwY otV TEXVN,
KO OL AYOPLBOL TNC TEXVNTIC VONOCUVIC YIX TX TIOUX VIO EXOUV
OVOKOAUWEL KOWVOTOUEG OTPATNYIKEG B&oEL TWV Kovovwy Tou Go
KOl TOU OKaKLoU. QOTOCO0, N LETAOXNUATIOTIKY) SNULOUPYIKOTNTX
—QWUTT) TIOU KOTOIOTPOTNYEL TOUG KOVOVER KOl TIPOKOAE! LETOTOTILION
nopadelypotoc— e€akoAouBel TIPOG TO TIPSV VAL EIVOL TIPOVOLLO TWV
avOPWTWV. AOTL 8ev amoutel amAwe va AapuBavel kavelg urtown 6,TL
elvauNén yvwotod, aAA& Kol Vo BAETIEL TO &yVWOTO® 8V TIPpoUTIoBETEL
QAW VO LETOKIVET KOVEIG T TILOVIOL TIAVW O EVOX ETITROTTECLO TICX VISL,
OAAG VoL ePEUPIOKEL EVOL EVTEAWGC VEO TIALXVIBL.

H auBeVTIKOTNTA-WC-ENLULOUPYIKOTNTA —OTIWE KOL 1 LOO-GUBEVTIKOTNTX
KOl 1] OUV-OUBEVTIKOTNTO— TIPOUTIOBETEL KXTL TIOPOTIAVW OO TNV KL
voTopior artoutel TpoBEeoM, EKPPACTIKOTNTA Ko evaoBnaic (Epnvakng,
2020). ‘Otav n texvnm vonuoouvn TapA&yel eval Ttoinuo 1) evay
Ttivaka, 8ev SLoBETEL TO BLLWUATIKO UTIORBPO TIoU TIPpoadidel vonua,
oUTE €XEL TNV IKOWOTNTA v elval euaioBnTn 6oov adopd TNV a&lo
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TOU SNULOUPYIKOU OXTTOTEAECUOTOG. H KPLTIKY) Tou Searle (1980) yix
TN UNXOWVLKT] KOTavonon elval eTIKaLEN: TO CUVTOKTIKO 8ev elval
onuactloAoyio. H texvntr) vonuoouvn uropei voe cuvBu&aoel To SUUBOAX
LE EUPNLATIKOUG TPOTIOUC, OANG Sev evvoel TIMOTA e QUTA: Sev €XEL
Blwpevn eurelplo wote va ipoodwoel cupdpaldpevan B&Bog oTa
amoteAeopota TIou Byddel. H alobnTikr aElor evoc €pyou TEXVNG Sev
EVKELTOL OTTAWC OTN HOPPT) TOU, GAAN OTOV UTIOKELEVIKO opllovTal
amd Tov otolov avaldueTal. ‘Eva epwTIKO Tolnpo TIou €XeL ypadtel
E TEXVNTT] VONUOOUVT UTTOPEL VO EUTIEPLEXEL LETAPOPES KL UETPO,
OAAK O(PLORNTOULLE OV TIDOKELTO VIOt WOEVTIKY| TEXVN OTOV 1) TEXVNTN
vonuoouvn 8ev ayartdiel, Sev Aaxtapdel, dev (et Autd 8ev onualvel
OTL N TEXVN TIOU Snoupyel N TEXVNTY vonuoouvn otepeital aflag,
AMAWC AVASEIKVUEL LA TIOLOTIKT) Sladopdt. Q¢ TTopaTNENTEC, CUXVA
avadnToULE Vo BpoUle oTnV TEXVN T (XvN Hag GAANG Wuxnc — To
QWUBEVTIKO OT)lLOL TIOU OTEAVEL EVOL AAAO LUOGAD TIOU CAANAETIE P& LECTL
OTOV KOGH0. Mg TNV T€XVN TTIou 8nloupyel N TEXVNTI) VonuooUvn, autn
n ouvdeon eival aoadrq. Mo TipokaAe! vor avopwtnBoUuE: elval o
SNULOUPYOC KOUUATL UTOU TIOU KAVEL TNV TEXVN QUOEVTIKT, KOL OV
VO, UTTOPEL TIP&YLLOTL ) TEXVNTY] VONLOCUVT VO KXTOOTEL SNULOUPYOC
HE QT TNV €VVoLl;

O David Gunkel tpotelve LAALOTO TO eVEEXOEVO UTIXPENG TEXVNTOU
dnutoupyou. ‘Ocov adopd TN UOUGCLKY] KOl TN AoyoTexVio TTou €xel
SnuoupynBel pEcw TEXVNTNC VONUOCoUVNG, BETEL TO EPWTNHO OV N
avT{iAnyn pog epl Snpoupyol Kol TIVEULOTIKNG 8lokTnoiag o
Empertte va SleupuvBel WoTe vo CUUTTEPINGRBEL KAl TIC pnxavec (Gunkel,
2018). PwTtdel TIPOKANTIKA OV 1) TEXVNTY] VONLOCUVT TIOU CUVBETEL
Lot CUMP VIO SIKALOUTAL T EVOTLX OXL LOVO WG EPYOAELD, AN WG
SNLLoUPYOG. TETOLX EPWTHATA LOC avaykAouv Vo SleUKpLVicouE
yloti mpoadidoupe aElon oTNV ovBPWTIVN SNLOUPYIKOTNTO EEXPXNG.
H avéAuon tou Gunkel Tipotelvel 6TL N TIPOGKOAANON O Lot uoTNE&
AVOPWTTIOKEVTPLKT] EVVOLX TOU SnoupyoU propel va et va elvol
BLWOIUN SLOTL T CUCTHUXTO TEXVNTHG VONOCUVNG TIP&YOUV TIAEOV
OTTOTEAECLOTOL TIOU Sev EEXWPLCOUV aTTd TIG avBpwWTILVEG SNuLoupyiec.
QoTO00, OKOLN KoL Qv ATIOSEXTOUE OTLN TEXVNTY) VONLOooUvN Urtopel
Vo SNULOUPYNOEL UE TEXVIKOUG Opouc, e€akoAouBel vor UTIREXEL ULa
eupela ouvaiveon OTLexelvo TIou SnuoupyoUv oL &vBpwTToL EiVaL EVTEAWG
SlapopeTikd. ‘Omwe Ba EAeye o Rorty (1989), ol Snuloupyol Tou eival
GVOPWTIOL EVOWUATWVOUV OTNV TEXVN TOUC TO TEAKO TOUG AeEAOYLO
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—TNV KABXP G SIKY) TOUG, OTOULKY) ATTOWN YLX TOV KOOUO—, EVW) 1) TEXVNTH
VONooUVN Aeltoupyel LOVO e Evar KOAGL SAVEICUEVWY OTOLXEWV.

Evtoutolc, n cuvénuloupyla HETAEY avBpWTIWY TIPWTIOTWGS, KoL e
TNV TEXVNTI] VONUOoUVN SEUTEPEUOVTWE, AVASUETOL WG LLOL YOVIUN
TIPOKTIKY. ‘Otoy oL dvBPWTTOL SUVEPYXIOVTIOL LETOEU TOUC, OTIWC KL LIE TNV
TEXVNTY) VONOCUVN, VI VO SIEUPUVOUV 1] VO OVOKOAUOUV VEEC LOPPES
EKPPOIONC, TO ATTOTEAEC IO UTTOPEL VO elval uBEVTIKA UBPLBIKO. To KAELST
elvaun Slortripnon ™C IO TOC TOU SNUOUPYOU KL TNC TIPOOETIKOTNTOG
EK UEPOUC TWV OVOPWTIWV: OTOV 0 KOXAMTEXVNC 1) O OTOXAOTNC elva
AVOPWTIOC KOl SLOLLOPPWVEL TO ORI, ETIEEEPYAIETAL T ETILIEAETOL TO
OTTOTEAECUX KO TO EVIXOOEL O EVA BLLWUEVO TIACICLO VOT|UOTOG, TOTE N
aUBeVTIKOTNTA Slatnpeltal 0To TEAKO TIPOIOV. H TeEXVNTT) vonuoouvn
ylvetoun povoa 1) To LECO, OXL O LLOVASIKOG SNULOUPYOC. AUBEVTIKOTNTO-
WG-ENLULOUPYIKOTNTO — Lo SLOPKTIC CUVBLOLO PP WO TNG EAUTOTITOC KOL
TOU KOOWOU G SIEA0YO e TO TEXVNTO. Na TIopaSelypa, Vo LuBloTopL-
oYPA&DOC UTTOPEL VO X PNOILOTIOMCEL EVO CUCTNIOL TEXVNTIG VONOoUVNG
VIO VOL TOU TIPOTEIVEL LEPIKES CVOTPOTIEG OTNV TIAOKY] 1) EKEOXEC SLOAOYWV
HETAEY KATIOLWV XUPOKTNPWY TIoU 8ev elxe okedtel o (Bloc auTeg oL
TIPOTAOELG UTTOPEL VO TIUPOSOTHOOUV TN POVIOGCIO TOU Ko VoL axpXloet
VO OKEPTETOU TIPOC VEEC KAXTEUBUVOELC. TO LUBLOTOPNIO TIOU TEAIKK B
YPAWEL TIPOAO TIOU TIPE TN BorBeLal TNC TEXVNTIC VONUOOUVNG, elval
oUBEVTIKA 8IKO Tou 8LOTL O (810G eTIEAEEE KOl ETTEEEPYROTNKE QUTA TOL
OTOXEI CUUPWVA UE TNV KOAALTEXVIKT| TOU TIPOBEON KAl TN SIK1) TOU
aloBnon g adriynong. £n LOUGLKT), N TEXVNTY) VONUooUvn UTopel vo
TIOPOYAYEL LLOL GELPAL TTO TIXOUG TIOU EVOIC CUVOETING Utopel var Toug
BpeL eVBLADEPOVTES, OAAG TO TIOLOL T)XOL TEAKAL Bt XpnoluoToinBouv
OTn oUvBeoN Kal UE TIold oelpé& EEXPTATOL OO TO UBEVTIKO auoon-
TNPLO Kol TNV Kpion Tou cuvBeTN Tou amodacidel. Autou Tou eldougn
ouvaNoUPYo UTTOPE! KOO KOL VOL OV TIE TWTIOTEL WG ETIEKTOON TNG
QVOPWTIVNG SNLOUPVYIKNAC IKOWVOTNTOC — EIVOL TIOPOUOLOL UE TN XPYON EVOQ
OUGLKOU 0py&voU. ‘OTiwe OKPLBWG N EKPPACTIKOTNTO UG NAEKTPLIKNG
KIB&POC LE ePE Uropel va EETIEPROEL TOV PUGIKO TX0 ULXG XOPEC Xwplg
KOOt evioxuom), ETOLKOLT) TEXVNTY] VONLLOOUVN UIMOPEL VO OV TILIE TWTTILOTEL
OV EVOL VEO OPYOVO LECW TOU OTIOl0U N avOpwWTIVN SNLLOUPYIKOTNTO
OTTOKTA UG VEX DwVT.

‘Otav evotepvilOpaote N cuvinuoupyia, odpelloupe va eipaote
TOUTOX POV TIPOCEKTIKOL Elval AeTtTr) N ypopur) av&LECOL OTO VX
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XPNOLOTIOIOULE TNV TEXVNTY) VONUOooUvN Yol va BonBricoupe tnv
oVBPWTILVN SNLLOUPYLKOTNTA KoL GTO VO TNG ETITPETIOULE VO TNV
QVTIKOBIOTA. TNV TIPWTN Tepimtwon, o &vBpwTtocg dlatnpel Tov
EAEYXO0, SLOTNPWVTAG TNV TTPOOBETIKOTNTA KOl TNV AUBEVTIKOTNTA
Tou- 0tn 8eUtepn Teplmtwon eAAoxevel 0 kivBuvog va yivouv ol
SNULOUPYIKEG TIPOKTIKEC QUTOLOTOTIOMMUEVES KOl TUTIOTIOINUEVECG,
KOl ETIOMEVWG N aubevTikee. QC kowoTNTa, Ba TpeTEel (owg va
SLOTTPOYUATEUTOULE VEOUC KOVOVEC: VIO TP &S ELYO, TN Slad&VELX
OXETIKA UE TN CUMETOXT] TNG TEXVNTIC VONLOGUWVNG OTAX KOAATEXVIKG
PV (WOTE TO KOWO VoL EEPEL UE TL EXEL VO KAVEL), KO EVEEXOUEVWC
VEEC KXTNYOP(EC ALoONTIKNC aoT{UNoNng Tou avoyvwpiouv T0c0
TIG AVOPWTILVEC CUVELOPOPEG OO0 KL TN CUVELCDOPG TNC TEXVNTIC
vonuoouvne. H {8lam evvola Tng auBevTikOTNToG Uropet va e€eAytel
eV TIPOKEILEVW — UTtopel va apxloouue va Bewpoupe OTL Eva £py0
TEXVNQ elval auBevtikd oTav amoTeAel Lot aAnBvry cuvepyaoia
avBpWITOU KAl TEXVNTTIG VOMUOOUVNG VTl va TipooTiole(tal OTL elval
OTTOKAELOTIKA ovOPWTILVO Snovpynua. To Tto Tilbavo, woTtdoo, elival
OTL TNV avBPWTILVN SNLLOUPYIKOTNTO SV Ba TNV ETIOKIACEL N TEXVNTN
VONLOOUV, QVTIBETWE B TNG TIPOCPEPEL TIPOKATIGELC KOl EPEBICLIXTOL.
MEaor amtd QU TV TNV TIPOKAN O, UITOPOULE VO SLWOOPNVICOULLE TLElval
aUTO TIOU EeXWPIZEL TNV avOPWTIVN SNULOUPYIKOTNTO: 1 OTIBX TG
ouveldnTéTNTAG, N €viaon TG BlwEvNC eumelplag, N eAeubeplon va
KOTXOTPATNYOUE TOUC KOWVOVECG KL VO 0N dOULLE TIC TTPOCSOKIEC.
AUTEC elval TIOLOTNTEG TIOU KAVEVAG OAYOPLOLIOG Sev umtopel (akoua)
VO avamopaydyel. AVTIBETWE, UTtopel va oG BonBricel otny emtiteuén
awToU TIoU Ba ETtpeTie Vo aTtoTeAE! ToV BAoIKO 0TOXO TNG ETIOXTIG LOG,
SNACBT) TNV LOO-AUBEVTIKOTNTO KAL TN CUV-QUBEVTIKOTNTO LECW TNG
ouvénuoupyioac tou edpdleTal TN PL{OCTIOOTIKY) POAVTACIX KOl 0N
OXEOLOKY) AOVYIKT.

SUNTIEPOLO O

H auBevTikOTNTO 0NV ETIOXT] TNC TEXVNTIIC VONUOoUVNC eV eivol uio
VOOTOAYLKT| ETILOTPOPY) O KATIOLO TIPO-TEXVOAOVYIKT] EVVOLX TNG TOUTO-
TNTOC, CAAK UL TIDOCXVATOALOHEVT TIDOG TO LLEANOV TIDOKTIKY| KOLTIKTC
OLKELOTIOMONG. ZTO TIPOCWTILKO, OTO CUAAOVYLKO, GTO OXECLOKO KOl OTO
SNULoUPYLKO TIESIO, N WBEVTIKOTNTO ATTOUTEL TOL XTOMO KOL OL KOWVWVIEG
VO QVTIOTEKOVTOL GTNV TIHONTIKT Al Opo{won TNC OAYOPLOLUKNG AOYL-
KNQ. AvTIBETWG, TIPETEL Vo ETIRERALWVOUE TNV UTEVEQYELY, TNV
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OVOIOTOXOOTIKOTNTO KO EKDPOOTIKY| EEATOUIKEUON £V UECW TEXVOAOYIKG
KOPEOHEVWY TIPAYUOTIKOTATWY. AUTO CUVETIAYETOL LA oUVELSNTA
€€LOOPPOTINTLKY TIPAEN: TNV KELOTIOMNON TWV TAEOVEKTNUATWY NG
TEXVNTNG vonuoouvne Tou SleupUvouy TN yVwWon, TNV ETIKOWVWVI
KO TN SNULOUPYIKOTNTA, KOl TIAPAAANAX TN cuvexopevn SladUAaEN
KO TIPORBOAT) TWV avBPWTIVWY KELWV KL VONUATWY TIOU N TEXVNTN
vonuoouvn dev umopel varipoodepet. AuTo onpaivel 0Tl Sev TipETeL va
BETOULLE OVO TO EPWTNUOL «TL UTTOPE! VO KEVEL 1) TEXVNTT) VONUOTUVI,»
OAAG VO SLEPWTOUAOTE TIOPRAAANACL «Ti B0t UTTOPOUCOLE VO KAVOUUE
epelc pe v Texvntn) vonuoouvn wote v (OUUE XUBEVTIKA» — TO
otolo elval Eva BeUEAWEEC EPWTNUAL.

H texvntr) vonuoouvn Sev avaupel TNV qUBEVTIKOTNTA — AVTIBETWG,
ETOOPDUWVEL KO SOKIUACEL TIC CUVOTIKEG TNC. 2€ QUTO TO UTIEPTIPOY O
TIKO TOTT(O, TO AUBEVTIKG UTTOKE(LLEVO £lvau 0 GvBpwTTog TTou Snutoupyel
VONUOL €V LECW TIPOCOLO{WONC, TIOU EVOWUOTWVEL Ta pYOAE{o Xwplg va
X&veL TN 81Kr) Tou auToSLIABEe0M Kol KXTEUBUVOT, KAl TTou Slatnpel tnv
TIopouaial ko TNV evouvaloBnon o€ SIUECOAXPBNLEVA TIEPIBXAAOVTOL.
H owBevTikdTnTa VIVETOL TTOMOIC: EVOG TIOROYWYLKOG, OXESOV KOATEXVI-
KOG OYWVOLG VO TIOPOLEIVOULLE GVBRWTTOL LEGW TWV (BLWV TWV TEXVOAOYLIV
TIOU OTTENOUV VO EEXPOVICOUV TOL OPLO TN AvEPpWTIVOTNTAC (EpNVAKNC,
2020: 147). O Dreyfus (2001), wg XXVTEYKEPLOVOC KOLITIKOC TNG TEXVNTIG
VONUOoUVNG, TIPOTHENCE TIPWV OTIO SEKAETIEC OTL N TIEPUTETELX TNC
TEXVNTIC VONUOOUVNG UAIC UTIOX PEWVEL VO SIOTUTILGCOUIE TLTTROYOTIKG
elval onUavTikd 6cov adhopd TNV avBPWTILVN VONOCSUVT KAl UTTaOEN.
Mopopoiwe, oYiUEPTL N TEXVNTT] VONUOCUVN UOC TIDOTPETTEL VOL SLOTUTIW-
OOUUE TL VAL TIPOYOTIKA ONUOVTIKO 000V adop& TO VO eVl KOve(g
auBevtikdg. Mag avaykddel vor EVIOTIIOOUUE TOl ASIATPOYLATEUTO
XOPOKTNPLOTIKA Lo (WG TIOU VIWBOoUE OTL Elval oAnBLvT| Kol yepdn
VONUOL EVEEXOUEVWE TNV IKAVOTNTA UOG VO CUVOLOBOVOUOOTE, TNV
TIPOBUMIO LOG VOU VOAXUBAVOULE NBIKA ploK, TNV ESPAWUEVN KOL
EVOWUNTWHEVN OTITIKY] O, 1] TNV IKAVOTNTA UAC VO LNV ETUAEYOULE
TIC TIPOPRAEYIUEC TIPOTIUNOELC.

TeAlK&, N avaITNon TNG QUBEVTIKOTNTAG GTNV ETIOXT] TNG TEXVNTIC
vonuoouvne iocwce cuvoiletal oTny eVoUVELSNTOTNTA, TNV KUPLOTNTA
KOl 0NV evoicbnoio. Mpemel evouveldnto vor avTIAKUBAVOLOTE LIE
TIOLOUC TPOTIOUC N TEXVNTY] VONUOOUVN LETXBAAAEL TIG ETIAOYEC KOl
TIC OVTIANYPELQ OIS, KOL VOL OVOAXUBAVOUE EUEIC TNV KUPLOTNTX TNC
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OXEONG HOG HE QUTA TA CUOTNUOTA. AVT{ VO KIVOULIXOTE OTOV KOO0
EXOVTOG BAAEL TOV QUTOATO TIAOTO, GKOAOUBWVTOG TIG TIPOTPOTIES KO
UTTOSE(EEIG TWV LINXOVWV LLE VONLOCUVT, KOAOULGOTE VoL (OULLE CUVELSTTAL
ToUTto Ba urtopouce VoL onUaivel vor oTmoXwPELIOUAOTE TIEPLOSIKA TIC
UNPLOKES LOG EUKOAES VIO VO ETIOAVOCUVEEBOUUE UE TIPWTOVEVE(G
eurelpleq. Oa unopouoe var onuaivel vor KaAAlepyoupue Se€loTnTeg
TIOU 1N TEXVNTY] VONUooUvn 8ev urtopel eUKOAO VO TIC avTlyp&Wpel —
TOV aUBOPUNTIOUO, TOV AUTOOXESIAOHO, TNV KXLVOTOUO PovTooia oe
SLPoPETIKA YyVWOoTIK& Tedia. Ziyoupa onuaivel vou cUVEXICOULE TIG
AVOPWTIVEC CUINTNOELG: EVAV CUAAOVYIKO SIAXAOYO OXETIKA UE TO TG
BEANOULIE VO EVOWUNTWOOUE TNV TEXVNTY) VONUOOUVT GTO XPriynuot
e avBpwTvOTNTAG. H TipaypatikdTnTa e€oikoAoubel var uTtdipxel
yUPW HOG YO VO TN VIOPTACOULE, KOL UTIO TOV OP0 OTL KPOTALE TO VL
TIOSL LOC OTNV TIPOYUOTIKOTNTO, UTTOPOULE VO XPNCLUOTIOW|COULE TNV
UTIEPTIPOYOTIKOTNTOL OTN OWOTr) TNC Sidotoon.

Ol PIAOCODOL, OL KAAAMTEXVEC, OOOL XAUPACTOUV TIOALTIKY], OL TEXVOAOYOL
KO YEVIKG OAOL OL TTIOA(TEC TTa{(OUV KUPLOiEX0 POAO OE QUTHV TN SIXTTPOY-
péteuon. H auBevtikdtntarjtoy TévTor, Omwe uttootrplde o Heidegger,
0TOX0G Kol OXL KATL SESOLEVO — KATL TIOU TIPETIEL VX ETIITEUXOEL €K VEOU
oo K&BE yeVIA. TN SIKT LOG YeVIA, AUTOC 0 0TOXO0C EVOIL CUVUPAOLIEVOC
E TNV TIPOoUsc{ar TNC TEXVNTNC VONUOoUVNG WC EPYOAEIOU KOl WG
KABPEDTN KAl WC TOU ATOAUTOU avATITUELGKOU o0TdX0oU — elval
TAUTOXPOVWE 08LKOG X&PTNC Kol TtpoopLopoc. ‘Otav Slakpivouue
TIOTE N TEXVNTY) VONUOCUVT UTINPETE( TOUC QvBPWTTIVOUG OTOXOUG LOC
kol TIOTE Touc UToRIRALEL E€poupe ol elval N oucia TN aubevTl-
KOTNTAG. ALXCOPOAOUPE OTL, OKOUOL KO OTOV TIEPLRBOAAOUOCTE QT
OMOLWIUOTO, 1) PWVT) TTIOU UAKEL KOL TO XEPLTIOU Snuloupyel eEokorouBouv
VO X0V avOPWTTIVIN UTIOOTAON. ZUVOY{COVTOG, 1 TEXVNTY) VONUooUvn
uropet elte va Spdoel we KXTaAUING yio TN BaBUtepn Katavonon Kol
AVATTTUEN TNC EAUTOTNTAC MOG EITE WC EVOIC KATAOTPOPIKOC TIERAOUOG
VO EYKATOAEIPOUE TNV EAUTOTNTA LOC UBEVTIKOTNTO, WS PAXOOC TTIOU
dwTileL TOV 5POUO UOC, ONUOIVEL VX ETIAEYOULIE TO TIPWTO LOVOTIXTL.
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BloypadLlk cuvteAECTWV

Kotepiva AvtwvortoUAou

H Kortepivor AVvTWVOTIOUAOU EVOIL KAANTEXVIG WUNDLOKWY TEXVWOV KO ETIIKOUPT) KXBNYT|-
TP CAANAETUS POCTIKYG TEXVNG OTO TUruot Wnadlokwy Texvwy kot Kivnuotoypddou
Tou EBvikoU kot KarodlotplokoU Maveriotnuiou ABnvwy. Méoa amd v €peuvi
TNG KO TNV KOXAAITEXVIKT] TNG TIPOAKTIKY), SIEPEUVA TIC XAANAETUSPARCELG TNC TEXVNG
KO TNC TEXVOAOVIOG LE TNV KOWWVIOL KOL TO DUGIKS TIEPIBAAAOV. Tar Epyal TNC EXOUV
™ HOPdT] AANAETUE PO TIKWY EYKATAOTACEWY Kol performances, TepBOANOVTWY
UEIKTNG TIPOYHOTIKOTNTOG, WNDLOKNAC adriynong Kot XOTIKWY TIaPEUBXaewV. To €pyo
N €XeL eKTEBEl 0€ TIOAUKPIBUES BIEBVEIC EKBETELG, EVW TO EPEVVITIKO TNG EPYO EXEL
SnuoocleuTel 0 TIPOKTIK& OUVESPIWV KOl O€ ETILOTNHOVIKG TIEPLOSIKA. H Katepiva
AVTWVOTIOUAOU €XEL eTULIEANOEl DECTIBAA Kol EKBETELG UNPLOKNC TEXVNG KO UTTHPEE
1BPUTIKG HENOG TG BlEBVOUG KOAATEXVIKIC KOAeKTBag Once Upon a Byte. ‘Exel
SIBOAKTOPIKO OTIC WNPLOKEG TEXVEC OTTO TO [MOVETIGTIULO AlyaioU, LETATTTUXLOKO TITAO
OTIOUBWV OTIC YUNDLAKES TEXVES oo TO INaveriotriuo Pompeu Fabra tng BapkeAwvng
KO SIMAWHOL UNXOVIKOU UTIOAOYLOTWY artd To EBVIKG MeTodBLlo MoAutexvelo.

Katepiva MlkoutdlouAn

H Kortepiva MlkouTdloUAn elvat ETIUEAITPLY, EPEUVIITOLO KO TIOAITIOTIKY] SIOXELRIoTRLX
pe €8pa tnv ABrjva. H €peuvé TNG ETIKEVTPWVETAL GTNV TEXVN KL TOV PNPLOKO
TIOAITIOUO, SLEPEUVWVTIOG (NTNUATA OTIWC 1) TIOAITICUIKY] TOUTOTNTX, Ol TIOMTIKEG
TWV SIKTUWV, 1 ETILTHPNON KAL) TEXVNTY) VONUOOoUVN. ‘EXEL EpyOOTEl WG ETIUEATTOLA,
OUUBOUAOG TIOAITLOMOU, LEVTOPOC KAl SIXXELIOTPLO EPYWV GE SNILOCLOUC KL LBUWTIKOUG
Popeig, Orwg 1 Avwtotn X0 Kowv Texvwy, To votitouto Mkaite ABnvwy, To Athens
Digital Arts Festival, 0 8rjpog ABnvaiwy, To GeoTBXA SIGGRAPH, To Mouoe(o Mrevékn,
10 Bios-Poudvtoo, To Onassis ONX, to V2_Institute for the Unstable Media, k.. ‘Exet
ETULEANOEl EKOETELC, PECTIRGA KO EKBOTELG LIE QVTIKEUEVO TNV TEXVN KL TNV TEXVOAOYIOL
'EXEl LETOTTTUXIOKO TTAO OTIOUSWY OTOV OTTTIKO TIOATIOUO oo TO MaveTioTriplo Tou
Westminster (Aov8ivo) kot Trtuxio AyyAkrg Mwooog kot Pvoroylag omd to EBvikd kot
KomoSLotploko Moveriotrio ABnvwy (EKMA). Eivol cuviSpUTaLa: Kol KAAAITEXVIKT
SteubuvTtplx Tou opyaviopol VEKTOR Athens kou uttdtpodog Tou I8puuatog Fulbright.

Ap. Nikog Epnvakng

O Nikog Epnvéing (Aeriva, 1988) etvau Etikoupog Ka®nyn g Kovwvikig Kot MoATkng
docodiog kot Phocodiag Tou MoATiopol oto Maverouo Korfmg, v TIopd-
AnAa St8&okel oto EBVikO kou Komoslotpiowd Moveriomiuo ABnvwy, oty Avwtdam
IXON] KoAwv TEXVWV Kot 0T0 EAMANVIkG Avolktd Movertotripio (EAM). Eivow ASdktwp
docopiag Tou Maveriotiou Tou Aovsivou, érou Eekivnae ) Slopir) Tou, TNV oTolx
OUVEXIOE KXLOAOKAT|PWOE LG VO VWPLOUEVOG EPEUVITIG (recognised research student)
oto Maveromuo e OEDoPENG (e TIApn urotpodia tou IKY). ‘Exel omtouSdoel
OKOVOUIK& 0T0 Oovoukd Maveriomuo ABnvwy, Gocodior Kot Aoyotexviaw oTo
MNaveruomio tou Warwick, dINocodion Twv KOWWVIKWY ETIIOTNHWY oTto London School
of Economics and Political Science (LSE), evw eivat amddottog tou KoMeyiou ABnvwv
(2005). Apaomplomoleital emiong WG 0 ETomuovikog AleuBuvtnic kot AvTTpoeSp0g
Tou AlointikoU ZupBouAiou tou think tank ENA, €xel SlateAéoel LENOG ToU ALOIKNTIKOU
YUupBoUAIOU Tou PeaTIBAA ABnvwy ETiSawipou kot AlEUBUVTNG ZTPOTNYIKNG AVATTTUENG
Tou AleBvoug PecTIBEA Képkupag, v elval LEAOG Tou AlOIKNTIKOU YULBOUAIOU TNG
EMNVIKNC Zupdwvikriic Opxriotpoac Néwv. Mo To TipwTto tou BIBAID Pocodiag, pe TTAo
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AuBevTikdtnTa Kot autovouio: Ard Tn Snutoupyikdtnto otnv eAeuBepia (Kelpeve, 2020),
TWrBnke pe to BpaBeio Tng Akodnpiag ABnvwy. Exouv ek806el TPEG CUAOYIKOL TOOL
PUNOCOPIKWY SoKIiwY o eTiEAELE Tou, TPlx BIRALCL TIOMNOTIG TOU (EK TWV OTOlWY TX
800 €xouv PeTaPPAOTE! Kol ek8oBel otnv AyyAla kot T Mo, avTiotolxwe) kot SUo
BB cvBoAoyiog EUupwaiwV TIOINTWY TOU LOVIEQVIOHOU GE UETADEOOT| TOU. AOK{ULOL,
GPBPOL KO TIOUOTA TOU £X0UV SNLIOCLEUDET OE TTIOIKIAX SLEBVT) TIEPLOSIKE, CUANOYIKOUG
TOLOUG, 0tvBOAOY(EC KO TIPOKTIKG CUVESPIWV HE KOITES. AUTH) TNV TIEPI0E0 SIBAOKEL KO
oPBpoyPadEl EKTEVWG YLt INTHUATO PANOCODIOG TNG TEXVNTNG VONHOoUVNG KAl TNG
YUNPLOKOTNTAC,

Kwotng ZtapuAdkng

O Kwotg Ztadpurdkng elvou Ertikoupog KaBnynmic Ewaotikwy Texvwy, Aleupupévwv
Méowv kot Mopdwv 0To Turuor ElaoTikwy TEXVWY TNG AVWTATNG XX0ANG KOAWY
Texvwv. Elval elkaoTIKOG KOANTEXVNG, OUYYPOPENG O BEUOTA Bewplag TG TEXVNG
KO ETILEANTYIC EKBECEWV, E SIBOKTOPIKO OTIG TIOATIKEG ETILOTNAEG ato TO [N&vTELlo
Mowverotruto. Antogoitnoe amd TNV AvwtdTn IXoAr KaAwy Texvwy tng ABrivag
KOl KXTEXEL LETATTTUXLOKO TITAO 0T Oewpian TN TEXVNG KO LETATTTUXLOKO TTAO 0TV
Hreipwtikry @ocodioard to MNaveriot)uo tou Eooet. Elvat LEAOG TOU okaSNUaikoU
TIPOCWTIKOU Tou Studio 11 (AXKT) kot SI8GoKeL eTtioNg To P&BNUo «XUyxpovn Texvn,
ALSIKTUOKT) KouAtoUpa, MOATIKT» 0TO METATTTUXIOKO EKOOTIKWY TEXVWV KOl 0TO
UETOTTTUXIOKO TIPOYPOUa «Wndlakee Mopdeg Texvngy tg AZKT. Ta yportté tou
€0TLA(OLUV CUXVA OTN CUVAVINGN NG TEXVNG LE TG UUNTIKES OTPOTNYIKEG KOl TO
MoAitd. ‘Exel ouvettieAnBel ekBéaelc émwe ot The Outburst of the Digital Swamp
(The Overkill Festival, OMavsia, 2023), 61 Mrievéhe e ABrivag ANTI, 4n Mriievéie
™g ABrvag AGORA, k.&. Ol TIPOOPATEG ATOUIKEG TOU €KOECELG TIEPIAXUBRVOUV
¢ GZPRM GOPNIK SKG (The Eye Altering, 2024), On an island (K-Gold Temporary
Gallery, 2024), GZPRM GOPNIK (KEIV ABriva, 2023) kaw Chloroquine Juggalo (KEIV
ABrva, 2021). OL BIOTOUIKES EKBECELG TOU TIEP\UB&VOULY TG Readiness: Civil War (ue
Tov Ted TplavTtaduAASN) otnv Panke Gallery (BepoAivo, 2022) ko KavecS otnv Neue
Ravensburger Kunstverein (2017). ‘Exel ertiong ekBE0eL 0€ CUANOYIKEG EKBETELC OTIWC
ot We are all made of stars (MOMus-MNelpapotikd Kevrpo Texvwy, 2024), Outraged by
Pleasure (Ktrjpto «NoumeAs, ABriva, 2023), Prepper Paradise (Bureau Europa, M&aoTpixT,
2022), Toxicfest (Tick Tack Antwerpen, 2021), Enter (Xteyn I6pupotog Qudon, ABrva,
2020), Kultursymposium Weimar (2019), Omonoia (5n Mruevéie tne Abrivag, 2016), Enjoy
Your State of Emergency (NGBK, BepoAivo, 2015), 1st NSK Biennial of Folk Art (2014),
Hell as Pavilion (Palais de Tokyo, 2013), Truth Is Concrete (Steirischer Herbst, lkpatg,
2012), Monodrome (3n MriievéAe tng Abrivag, 2011), Media Impact (4n Mriievée Tg
Mooyag, 2011) k.6

Luba Elliott

H Luba Elliott eivot ETIUEATTOLX KO EPELVITLAL LE ELGIKEUOT 0T SNUOUPYLKY) TEXVNT
vonuoouvn. AT to 2016 SpOTNELOTIOLETOL CUCTNUOTIKA OTNV eKTaUSEUON Kol TNV
EUXLOBNTOTTOMON TOU EUPUTEPOU KOWVOU YUPW OTTO TG EEENEELC OTNV TEXVN LE TEXVNTT
VONUOoUVN, LEGO Ao OPINEG, EKENAWOELC KO EKBETELS, TO £PYO TNG EXEL TIOPOUCIOOTEL
0€ XWPEOUG TOU EUPUTEPOU TIESIOU TNG TEXVNC, TWV ETIXELPTIOEWY KOL TNG TEXVOAOVIOG,
omrwce ot Serpentine Galleries, To Mouaceio V&A, o oikog Sotheby's, o opyaviopog The
Photographers' Gallery, to Impakt Festival, to ZKM Karlsruhe, To CogX, ka®wg Kol Tt
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81ebvr) ouveSprar NeurlPS kau CVPR. Zta TIOTEKT TTOU £XEL ETIUEANDEL TIEPNUB&VO-
vtotto ART-Al Festival 6to A€otep, KaBwg Kol oL SLASIKTUOKES YKaAep(t thecvf-art.
com, aiartonline.com kot computervisionart.com. 1o TIoPeABOV EPYAOTNKE OE VEOPUE(G
ETUXELPTOELG (Start-ups), LETAEY TWV OTIolWV Kol 1 BAOT SESOUEVWV CUANEKTWV TEXVNG
Larry's List. ‘Exet Trtuxio otig oUyxpoveg YAwooeg ard To MNaverio Lo tou Kéumpttd,

Ap. Rosemary Lee

HRosemary Lee (v. 1986, MpoRIvtevg) eivot KOANTEXVIG KOL EPEUVIITOLX LECWY, TNG OTTOIOG
TO €pY0 €EETACEL TIWG OL CUYXPOVEC CUJNTNCELS YUPW OTTO TNV TEXVT KOL TNV TEXVOAOYIO
emMPeA{OVIAL oo AVTIOTOKES CUQTIOELG TOU TIXPEABOVTOC. Ol EYKOTOOTACES TNG
OUXVA TIXPOUCLAOUV EVOANXKTIKA XPOVOSLOYPGULLOTX YLOL TIC TEXVOAOVIES, TIPORGANOVTOG
WOt LETO-PUOIKT] (post-natural) 1otopiox TIou TIEQNXUPBAVEL T NAEKTPOVIK& pEoa. To
€pyo ™Gg Rosemary Lee €xel TopoucLaoTel SIEBVIIG GE XWEOUC TIOU OXETI(OVTOL e TNV
TEXVN KOw TNV Texvohoyla, OTiwe oL osmo/za, RIXC, gnration, NeMe, V2_, Ars Electronica,
transmediale kot HMKW. H KOMITEXVIKT| TNC EPEUVA EXEL UTTOCTNPIXOEL LECW UTIOTPODIIV
TIoU XpnuotoSotBnkav omod v Akademie Schloss Solitude, v European Media Art
Platform, Tv EBvikr} BidAobrikn tng Auotpioag, To Danish Arts Foundation, to Copenhagen
Culture Harbor 365, to Arts Council Norway, o Nordic Culture Point, to Burning Athens kat
To TIPOVPaO phoeviag Vigm Flusser Archive Residency for Artistic Research. Amo to
2013 exmpoowrteital omod ™ Galerie Gilla Lorcher oto BepoAivo. H Lee oAokAjpwoe to
Si8akTopd ™G oto IT University of Copenhagen to 2020, pe Slatpir e Titho «Machine
Learning and Notions of the Image». To BiBAlo ™g Algorithm, Image, Art (2024) eTekteivel
ot MV €peuva. H Lee 816GoKeL 0TO TIpOYRAL MOAUPESWY TNG ZXOAYC MNXaVIKWY Tou
Moveruotnuiou tou MNopto.
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ART AND Al
FIVE CRITICAL PERSPECTIVES

This publication brings together five new, commissioned essays
that explore the relationship between artificial intelligence and art
from different theoretical and artistic perspectives. Focusing on
the potential for intervention, the contradictions of technological
appropriation, online cultures, algorithmic bias, and authenticity,
the authors examine how art engages with computational systems:
as a field of experimentation, a method of critique, a practice of
resistance, and a process of renegotiating human agency.

VEKTOR is a non-profit arts organisation based in Athens, Greece,
exploring the relationship between art and technology.

H €x800m CUYKEVTPWVELTTEVTE VEX KEIUEVQ, YPXUUEVD KOTOTILV atv&Oe-
oNg, TIoU TiPooeyy(Couv TN oxEon TN TEXVNTNC VONUOoUVNG e TNV
TEXVN ATTO SIAPOPETIKEG BEWPNTIKES KL KOANTEXVIKEC OPETNPIEG.
Eoti&dovtag otig Suvatotnteg MOEEURAONG, OTIC AVILPAOELG TNG
TEXVONOYIKT|C OLKELOTIOMONG, OTLG SLBIKTUOKE G KOUATOUPEG, OTNV OAYO-
PBUIKT) LEPOANWIT KoL OTNY AUBEVTIKOTNTA, OLoUYYPAdE(C eEeTdlOuV
TG 1) TEXVT) EMTTAEKETOL UE TOL UTIOAOYLOTIKG CUCTHMOTO: WG Ted(0
TIEPOUOTIOHOU, WG LEBOSOG KOLTIKNAG, WC TIPOKTIKT avT{OTOONC KO
wg Sladkaoio ermovadlompoydteuone tTng avBpwrivng Sp&ong.

H VEKTOR givat evoag pn kepS0ooKOTIKOG OPYVIOHOG TEXVNG HE E6pa
v ABrva, Tou Slepeuv TN OXEoN TNG TEXVNG KE TNV TEXVOAOY(OL

VEKTOR



